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INTRODUCTION

ince the appearance of graffiti culture in Philadelphia and New York at the end of

1960s, this visual expression has attracted attention of researchers, both in posi-

tive and negative light. One branch (criminology, sociology, and psychology) was
often discussing the root causes of the “delinquent” behaviour while other (art history,
cultural studies, and subculture studies) was finding fascination in activities, strategies,
and visual language that has not been seen before. In this edition of Kultura journal we
will follow the second branch in present day research. It is important to note that domi-
nant academic discourse related to this topic is no longer trying to situate graffiti culture
within the wide field of traditional graffiti, rather trying to establish an independent
approach which prioritizes and validates graffiti culture and other visual expressions that
stem from it. For more than 50 years this field of artistic expression has been developing,
so today we can talk about graffiti culture, street art, new muralism (neomuralism) and
some less known, but still important branches such as calligraffiti.

The general confusion when we talk about graffiti culture comes from the term graf-
fiti itself. The original meaning of the word was coined at the end of 19th century by the
researchers who wanted to distinguish between the official and unofficial messages on
the archeological site of Pompeii.' After that all unsanctioned messages in public spaces
were grouped in the same category. However, it is very hard to relate the early latrinalia
research and contemporary graffiti culture research. That endeavour becomes even more
problematic after the emergence of street art movement and new muralism that became
the dominant field of research in 2000s.’ In order to demonstrate huge potential in the
field of graffiti culture and related visual expressions in Serbian context, this edition of
Kultura journal will outline the research conducted in our cultural setting so far.

It is interesting to note that Yugoslav and later Serbian academic audiences were in-
terested in the graffiti culture phenomenon already in the 1980s. But as it was the case
elsewhere in the world, there was a strong attempt to give legitimacy to graffiti culture,
and interventions that we will recognize later as street art, through the connection with
other types of graffiti and art in the streets. So it is not always clear when these early
researchers write about graffiti and street art do they mean political or subcultural mes-
sages, street theater, or basking. But it is worth mentioning that the journal Quorum,

1 Kimvall, J. (2014) The G Word: Virtuosity and Violation, Negotiating and Transforming Graffiti,
Stockholm: Dokument Press, p. 18.

2 Radosevi¢, Lj. (2013) Graffiti, Street Art, Urban Art: Terminological Problems and Generic
Properties, New Cultural Capitals: Urban Pop Cultures in Focus, editor L. Koos, Oxford: Inter-
Disciplinary Press, pp. 1-13.

3 Bengtsen, P. (2014) The Street Art World, Lund: Almendros de Granada Press.
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published in Zagreb in 1988 already had translations of the most important publications
that were relevant for graffiti culture.* Another extraordinary example is Knjizevna kri-
tika, published in Belgrade in 1990, where we can find articles by Ratko Bozovi¢ and
Cedomir Vasié, as well as translations from the “graffiti Bible” Subway Art and Norman
Mailer’s cult introduction to the book The Faith of Graffiti.>

By sharing mostly unpublished research on graffiti and street art in Serbia in the past
twenty years or so, our goal is twofold: to make these findings public and advocate for
its relevance within academia. After defining the terminology, some key challenges, and
historical development in the first part, in the second part of this issue we want to move
the focus to producers themselves and their dynamic, self-organized and artist-run ini-
tiatives, such as festivals, projects, and graffiti jams. Analytical reflections are generally
scarce, despite the continuous media attention in the past ten or so years and online
presence in general. We mapped a number of relevant case studies, some historical and
others contemporary, in an attempt to contribute to future research.

Before diving into case studies, another definition is necessary-that of new muralism
(neomuralism). Generally speaking, a mural is any painting on architecture, positioned
whether inside or outside the building (see Danilovi¢’s article). Additionally, in grafhiti
culture, a mural is also a larger, complex piece (see dictionary in Appendix 1). The ma-
jor political and formal change in the XX century was Mexican muralism (muralismo),
introduced in the 1920s after the Mexican revolution. Unlike traditional murals, Mex-
ican artists introduced socially and politically charged themes in public settings, often
extending the murals’ reach beyond closed spaces. While government and community
based muralismo has its own history and development in the Americas, its potentials
have been recognized worldwide.

Several changes occurred with the arrival of graffiti in the 1970s and development
of street art in the 1980s in the US and Europe, which distinguished this new muralism
from its predecessors starting from the 1990s. The process occurred in Serbia with var-
ious city festivals including graffiti and street art from the early 2000s. Technically, tra-
ditional mural painting was fused with a variety of graffiti and street art techniques and
materials, including spray cans, stencils, paste-ups, etc. Authors are now a mix of grafhiti
writers, street and fine art artists. Content-wise, new muralism relies on popular and
accessible imagery, similar to street art, and aims at the widest possible audience. New
muralism initiatives are by rule operating on an institutional level with permissions,
which changed the nature of production of both graffiti and street art. First, the legal as-
pect has enabled artists to invest more time and even create much larger pieces than they
could if working without permits. Second, these initiatives became closely interlinked
with more or less official city policy, where they serve a variety of functions, including

4 Makovi¢, Z. ed. (1988) Quorum - Casopis za knjiZzevnost, godina IV, br. 1 (18), Zagreb, pp.
194-274.

5 Hamovi¢, Z. ed. (1990) Knjizevna kritika, tematski broj — Grafiti - Citanje zida, br. 2 (mart i
april), Beograd.
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urban regeneration, beautification, defense of public commons, tourism, cultural indus-
tries, gentrification, among others. This can potentially discourage more spontaneous, or
sometimes explicitly political or agonistic themes, yet sometimes there are artworks that
manage to tackle socially aware topics like the ecological mural Tree eater by Blu from
2008 or Jana’s Converse City Forests mural on gender equality from 2021.

Having all the terminological and visual complexities of graffiti culture, street art
and new muralism in mind, we bring you research that we hope will shed a new light
on these visual expressions. Still, this research field is largely untapped and the poten-
tial is huge. Therefore, we encourage you to start from the basics, which will hopefully
relieve some confusion and give you the opportunity to become familiar with the visual
language and some historical facts which are included in Appendix 1 and Appendix 2 of
this Introduction.

Ljiljana Radosevi¢, Srdan Tuni¢ and Andrijana Danilovi¢

Appendix 1
GRAFFITI DICTIONARY®

The following is a selection of common terms and expressions from the New York slang
which became a standard in graffiti culture worldwide.”

All city - this means the writers are “up”
(active, see below), but the title is awarded
only to the best writers whose graffiti have
the widest reach.

Blockbuster - large, rectangular letters,
usually two-colored and tilted.

BMT - NYC subway line, operated by
Ridgy and Ding Dong trains (see below).
Background - technical solution to make

a piece more noticeable if the background
is covered with tags.

Back to back - a whole wall covered with
pieces, but could also refer to throw-ups
covering each other.

Bomb - intensive tagging or painting,
also meaning to cover a given territory
with tags or throw-ups (in Serbian,
“bomba”).

Bombing - going to paint (in Serbian,

“bombardovanje”).
Bite — copying another writer’s style.

6 From: Radosevi¢, Lj. (2005) Istorijsko-teorijska rasprava o pojavi i razvoju grafita u Beogradu
od 1996. do 2005. godine, diplomski rad (MA thesis), Filozofski fakultet, Univerzitet u Beogradu,
pp. 64-68.

7 See: Chad, S. (n.d.) The Words: The Official Graffiti Glossary, 03. July 2024, https://www.graffiti.
org/faq/graffiti.glossary.html; Chalfant, H. and Cooper, M. (1984) Subway Art, London: Thames
& Hudson.
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Bubble letters - type of traditional letters
used for throw-ups due to their rounded
shape which enables easier and quicker
work.

Buff - initially the chemical removal of
graffiti from trains, now any removal of
graffiti from any surfaces (in Serbian,
“bafovanje”).

Burn - to beat the competition with one’s
style, also a good piece which “burns”

(przi).

Burner - originally a very good
“wildstyle” piece (see below) usually
underneath the train window and
covering the whole car; today any piece
with bold colors and fine style (in Serbian,
“brner”).

Cap - spray nozzle, can be “fat” and
“skinny?”; i.e. releasing a wide or thin line
(in Serbian, “kapica” for the cap, “fet¢ina”
for the fat cap).

Character - a character appropriated
from comic books, cartoons, video games,
or popular culture in general (in Serbian,
“karakter”).

Crew - organized group of writers;
members usually mention their crew in
three letters next to their own tags (in
Serbian, “kru” or “ekipa”).

Cutting lines — writing technique used
for the inside of letters and characters,
allowing for thinner lines than the ones
made with skinny caps.

Dis - short for “disrespect’, negative
connotation.

Def - derivative from “death” and means
something is really good.

Ding-dong - a type of subway cars, with
flat surfaces made from stainless steel,
named after the characteristic sound
before the doors close; the trains were
easy to get buffed so no one made any
particularly good graffiti on them.

Dope - initially a hip-hop term, synonym
for “cool”

Down - to go in action with someone, or
be a part of a crew.

Fame - recognition; a writer earns it only
with continuous action and significant
production (in Serbian, it corresponds to
recognition).

Fanzine - a magazine usually run

and dedicated to a particular group of
enthusiasts; in graffiti culture, fanzines are
usually dedicated to sharing photographs
of graffiti, interviews with writers, etc.;
the first graffiti fanzine was International
Grafhiti Times (1984-1994).

Flat - another type of a subway car,
although today the expression can be
applied to any flat surfaces.

Fly - cool.
Fresh - new, cool, great.

Getting up - expression used to mark the
end of a successful and intensive writing
or tagging of trains.

Going over - writing over or covering
someone’s graffiti; other expressions are
<« . » <« . »

X-ing out” or “crossing out”.
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IRT - another NYC subway line which
had flat cars.

Kill - intensive bombing.
Krylon - spray can brand.

Layup - open air train depot;
alternatively a “yard”.

MTA - Metropolitan Transit Authority.

Mural - a large-scale and usually complex
piece made across a whole wall.

Old school - term used to refer to the
oldest graffiti period and production;
in the US context, it usually covers the
period from the mid-1970s to 1983 (in
Serbian, “old skul” and “stara $kola”).

Outline - first it referred to a sketch from
writer’s “black book’, today a line around
a piece (in Serbian, “autlajn”).

Panel piece - a piece underneath

the train windows and between the
doors; “window down” is used only for
underneath the windows.

Piece - short from “masterpiece”; by rule
of thumb any graffiti with minimum three
colors (in Serbian, “pis”).

Piecebook — writer’s sketchbook, also
known as “blackbook” or “writer’s bible”,

Ridgy - another subway car type, with
wrinkled edges; this type was active in
Brooklyn and usually covered with throw-
ups.

[CyrTyPa

Roll call - tagging one’s own crew
members or everyone who helped paint a
piece.

Rustoleum - spray can brand.

Scrub - another type of throw-up, filled
quickly with zig-zag lines which remain
visible.

Stickers - printed on adhesive paper,
contains a writer’s tag, piece or character;
a form of tagging.

Tag - the basic form of graffiti, writer’s
stylized signature/logo done with a
marker or spray; if someone’s tag is too
long, it’s usually shortened.

Tagbanger — writers who only do tags.

Three D (3D) - three dimensional letters,
first introduced by Phase 2; usually
accompanying wildstyle pieces for more
complex effects.

Throw-up - tag or part of a tag done

in a simple and fast technique, usually
bubble letters with an outline and swiftly
filled interior; traditionally only with two
colors, one for the outline and the other
for filling (in Serbian, “troap”).

Top to bottom - a piece which covers
the whole side of a subway car by height;
“end to end” is used for covering the car
by length; can also be used for a fully
covered wall.

Toy - inexperienced or incompetent
writer; usually used in a negative way.
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Up - a writer who's very active and whose
pieces can be spotted everywhere.

Wildstyle - a complex construction of
letters with least amount of legibility; the
hardest but also most desirable style for a
piece in the early history of graffiti culture.

Whole car - combining “top to bottom”
and “end to end”, covering a whole subway
train car.

Whole train — used when the whole train
composition is covered with graffiti.

Writer - a person who does graffiti.

Dictionary of Belgrade graffiti slang
Terms and expressions utilized by writers in general. Many have their own words re-
ferring to the NYC slang. All have been collected from interviews with Belgrade writers

in the early 2000s.®

Baciti (to throw) — used in expressions
such as “baciti pis” (throwing a piece)
or “baciti bombu” (throwing a bomb),
meaning to make graffiti.

Biti na... (to be at...) — used in
expressions such as “biti na zidu” (to be

at the wall) or “biti na troli” (to be at the
trolley), meaning to be at the writing spot.

Crtati (drawing) - to paint graffiti; an
important perceptual difference from the
English “painting,” in line with “writing”
and “writer”.

Ekipa - same as “crew”.
Otkinuti (to tear it up) - to make good
graffiti.

Pregaziti (to step on) — to cross over
another’s graffiti, same as “going over”.

8 See: Radosevid, op. cit.

Produkcija (production) - same word
is used in the NYC slang but in Serbia
means a piece with significant financial
investment; usually with a negative
connotation.

Upeglati (to iron out) - to make a piece
technically as perfect as possible.

Skinuti (take down/oft) - to copy
someone else’s style, same as “bite”.

Skrnav (defiled) - bad grafhiti.

Srebro (silver) — a synonym for “throw-
up” done in silver paint; if done with
precision and skill, but only in silver color,
a whole piece could be called “srebro”;
one of the characteristics of the early (old
school) Belgrade style grafhiti.

Zabosti (to score) — same as “baciti”.
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Appendix 2
HOPE

BELGRADE OLD SCHOOL?

In the mid 1980s Block 45 used to look like any other suburb of Belgrade. Besides being
quite isolated from the city center, lacking infrastructure and at the proximity of the river
Sava, this city block was unique in one other respect. Graffiti. This city block was and still is
the Mecca of Belgrade’s graffiti culture. Here, some of the first graffiti in Serbia were created.

o In the mid 1980s, the wave of hip-hop culture that swept Europe had strongly hit
Block 45 as well.

o During that period the first crew that took on both graffiti and breakdancing was
formed. The name of the crew was Fantastic Boys, but it was also known as the Rap
City Crew, and its members were Babus, Dela, Steva, Ti¢a and others. Interesting
fact is that in 1985, at the dance competition at the Sports center “11™ April” in
Belgrade, this crew lost in finals to the Pogani Fantastico crew, which became the
leading group of dance-dizel' scene in Serbia in the 1990s.

« One of the first graffiti this crew made was the character of an octopus on the bank
of river Sava in Block 45 where they practiced breakdance, and where they slowly
formed some type of a Hall of fame. Apart from this graffiti, in the neighborhood’s
kindergartens, they made RAP CITY and RCC, of which the former was untouched
until 2007.

£
ard,

Figure 1: Fantastic Boys, Rap City, Block 62, Juri Gagarin boulev
Belgrade, circa 1985 (photo: Ljiljana Radosevi¢)

9 This short article is a recollection by writer HOPE on the pioneers of the Belgrade graffiti
culture and the early scene from the mid-1980s to early 2000s. Originally published as: Hope
(2009), Stara skola Beograda / Old School of Belgrade, Balkan Round, Issue #1, Belgrade, pp. 4-7.
Edited and translated by Ljiljana Rado$evi¢.

10 Dizelasi was an urban, street, youth sub-culture popular in the 1990s, which enjoyed the mix
of turbo-folk, hip-hop, and dance music.

ynmypa
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« Inspired by Fantastic Boys, Jens made his first graffiti MISA in 1988 on the Sava
bank, and as such became the graffiti writer with the longest history of writing'' on
the Serbian scene.

o Due to the country being in civil war and severe crisis, graffiti writing almost
completely disappeared from Serbia. Just here and there one could spot some of
Jens’ graffiti (who was still tagging as Misa).

« After a short visit to Paris, Jens came back to Serbia and decided to create the first
graffiti crew in 1995, BMB (Bisa Misa Bosi¢), with Bisa and Bosic.

Figure 2: Jens, quai of river Sava in Block 45, Dr Ivana Ribara Street, Belgrade, 1997
(photo: Ljiljana Radosevic).
Figure 3: Jens, vicinity of Terazije Square, Belgrade, 1998 (photo: Ljiljana Radosevi¢).

« The same year they made a piece called STUFF where Misa did letters and Bosi¢
made the alien with the joint. It could be argued that this piece initiated the Serbian
scene because nothing like it existed before. The piece created euphoria that spread
vastly and quickly and became a backdrop for the show Rap & Soul on TV Pink, as
well as in the music videos of the groups Sunshine (for the song America Preview)
and Maddogz (song Freedom), but also appeared on the covers on some hip-hop
albums. That was ironic since MiSa and his crew used to listen to techno and trance
music at the time. Even six months after its creation one could see the groups of
people that were either taking photos of the piece or just looking at it in awe. In
other parts of the city some other graffiti were made, such as FUNK at the Branko’s
bridge and another one at the Mostar intersection by unknown authors.

11 In Serbian, instead of painting graffiti we say drawing graffiti (crtati grafite).
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Figure 4: Jens and BMB Crew, Stuff, Block 45, Dr Ivana Ribara Street, Belgrade, 1995
(photo: Ljiljana Radosevi¢).
Figure 5: Dr Qee, Anger is a Gift, Block 45, Lazaro Kardenas promenade, Belgrade, 1995
(photo: Ljiljana Radosevi¢).

o Atthe same time, in Block 45, Dr. Qee (Dr. Kiza) started doing graffiti. He was best
known for his interpretation of the famous character Bob Rock from popular Alan
Ford comics with the slogan Anger is a Gift. But Kiza abruptly left graffiti culture.

+ Cobesta28, better known as Cobes, started doing graffiti in the mid 1990s all over
the blocks in New Belgrade but the first graffiti piece he made was in Novi Sad.
At the beginning of 1997, by pure chance, he met Jens and two of them started
tagging all over the city.

o The same year Cobes and Jens created their graffiti crew AGC (Anonimus
Graffitikus Crew or the AG City), and actively started doing graffiti around Block
45. Those first graffiti were mostly silver pieces. Besides the two of them, who were
the core of the crew, Mise, Sane 751, Krca, Jamas and Jole joined the crew later on.

Figure 6: Cobe, quai of river Sava in Block 45, Dr Ivana Ribara Street, Belgrade, 1998
(photo: Ljiljana Radosevi¢).
Figure 7: AGC Crew, Block 45, Dr Ivana Ribara Street, Belgrade, 1998
(photo: Ljiljana Radosevi¢).
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« During that period, and a bit later, we started seeing some new crews and new tags
such as Bougie, Soter (90210 Crew); Sub Zero, Negre and Abs (Halley Zone Crew);
Dr Leco, Vsa, Fuz (SCWAD Crew or SCD); Sholim, Sale, Da Gambia, Vuiche
(Chemical Crew); Leo’ (CO2 Crew); Face, Mask, Demon, Chef Sale AK and Shorty.

Figure 8: Bougie, Punk, underground passage in Bulevar oslobodenja, Belgrade, 1999
(photo: Ljiljana Radosevi¢).
Figure 9: CO2 Crew, Pavilion Cvijeta Zuzori¢, Mali Kalemegdan, Belgrade, 2000
(photo: Ljiljana Radosevi¢).

« In 1997 Cobes, Bougie, Face and Soter made first pieces on the trains.

o At the beginning of 1998 AGC crew was disassembled because it became too large
and it was impossible to keep track of its members. Despite that, the scene was still
unified.

o The first graffiti jam in Belgrade was organized in 1999." It was hosted by the
primary school Kralj Petar in the city center.”® Local participants were Jens, Mise,
Cobes, Sane 751, Face, Mask, Sub Zero, Abs, Negre, Shorty, Chef Sale AK and Dr
Leco. There were also international participants Jen and Fuk from Croatia and Rok
and Gorazd from Slovenia.

12 The organizer was the civil association PostPesimisti, backed by the Open Society Fund, which
through SANE 751 reached out to Belgrade writers and invited them to the festival. There were
almost twenty writers in total coming from Serbia, Croatia, and Slovenia.

13 Twenty years later, in 2019, as a part of the Rekonstrukcija festival, Paint Kartel collective
organized a tribute jam. It was a way to remember one of the most important events in Belgrade’s
early graffiti history. They hosted some of the graffiti writers who participated in the first jam
and some that are important for the local scene now. Graffiti writers and street artists who
participated are the following: Negre, Sub Zero, Nikola Kori, Marz, Das Drogen Crew, Sensi,
Audrey, Rule, Japon (Spain), Easy, Akira, Deroks, Weedzor, Piros, Rage, Skirl (Austria), Mosk
(Croatia). Year earlier, in 2018 in Visnjiceva street, Paint Kartel together with Street Smart,
organized the event Warm up: United Colors of Belgrade, as a form of preparation for the big
tribute in 2019. See: Anonim. (29. August 2019) Festival umetnosti na ulici Rekonstrukcija 2019,
Dan u Beogradu, 20. December 2024, https://www.danubeogradu.rs/2019/08/festival-umetnosti-
na-ulici-rekonstrukcija-2019/
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Figure 10: Gips and ABS, Primary school Kralj Petar I, Kralja Petra Street, Belgrade, 1999
(photo: Ljiljana Radogevi¢).
Figure 11: Mise, System Explosive, Primary school Kralj Petar I, Kralja Petra Street, Belgrade,
1999 (photo: Ljiljana Radosevic).

« Until 1999, painters mostly used Kenda Kolor and Cosmos spray cans. The same
year new spray cans entered the local market, namely, Kim-Tec, a Polish brand that
had good pressure, had a rich color palette and it was quite affordable. At the time
the price of these spray cans was 10RSD (today 0.30 Euro), while the other spray
cans cost around 170RSD. At the same time caps'* became available on our market
and combination of these factors significantly raised the quality of the local scene.

« After the NATO bombing of Serbia in 1999 many crews were disassembled and
many writers, for their own reasons, became less active or stopped doing graffiti
altogether.

Figure 12: Halley’s Crew, Astronauts, Block 45, Dr Ivana Ribara Street, Belgrade, 1999
(photo: Ljiljana Radogevi¢).
Figure 13: Halley’s Crew, Halleyz, Block 45, Dr Ivana Ribara Street, Belgrade, 2002
(photo: Ljiljana Radogevi¢).

14 Spray nozzles used to control the flow of paint.
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« Atthebeginning of 2000 Asem (Koma), Serbian writer who resided in Cologne,
Germany, wanted to help promote the local scene and offered Belgrade’s writers
to pay for the internet domain. Those graffiti writers that were still active
formed the unified scene and together they created the crew BG Illegal (Sub
Zero, Bougie, Cobes, Negre, Abs, Dr Leco, Necone, Angel, Dulait). The same
year we see the rise in the number of new graffiti writers that consequently
formed new crews.

+ BG Illegal was disassembled after a year and a half but Cobes and Bougie,
who left first, formed the new crew AFO (Antifasisticka omladina), that is still
active today. Other members of BG Illegal were active for a bit longer until they
stopped doing graffiti all together. This marked the end of Belgrade’s old school
graffiti and its style took a completely new direction.

Figure 14: AFO Crew, Ceger, Dulait and Imun, Radnic¢ka Street, Belgrade, 2000
(photo: Ljiljana Radosevi¢).
Figure 15: AFO Crew, railway at Bulevar Vojvode Misica, Belgrade, 2000
(photo: Ljiljana Radosevi¢).
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Abstract: This paper is a condensed version of an art history MA thesis defended in
2005 at the Faculty of Philosophy in Belgrade, focusing on graffiti culture. Graffiti cul-
ture became prominent in Belgrade in the mid-1990s and has developed with some fluc-
tuations ever since. This research covers the most formative period of its development,
relying primarily on interviews with local graffiti writers and immersion in the local
graffiti scene. Consequently, what began as a study of the visual aspects of graffiti wri-
ting from an art history perspective evolved into an ethnological study of contemporary
urban culture and subcultural artistic movements. The research revealed significant dif-
ferences in the reception of graffiti culture in Belgrade compared to other major cities,
largely due to the unique social, political, and economic context in Serbia in the late
1990s and early 2000s.

Key words: graffiti writing, subculture, city, Belgrade

Introduction'

he graffiti found on the ancient walls of Pompeii are considered some of the

most important sources for understanding everyday Roman life, and researchers

regard them as invaluable discoveries. This raises the question: why are contem-
porary grafhiti so unwelcome? Couldn't they also be a subject of serious research? Double
standards are nothing new in the theory and history of art, making it essential to become
familiar with contemporary graffiti in order to assess them properly.

1 Radosevi¢, Lj. (2005) Istorijsko-teorijska rasprava o pojavi i razvoju grafita u Beogradu od 1996.
do 2005. godine, Master thesis, Department of Art History, Faculty of Philosophy, University of
Belgrade.
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The term »graffiti«is so broad that it requires clarification to focus on the aspects rele-
vant to this research. The word graffiti has two roots: the Greek word graphein, meaning
»to write,« and the Italian word graffito, meaning »to scratch« or »scratch in.« Today,
»graffiti« is a common term used to describe various phenomena, including cave pain-
tings, political slogans, random names, messages in public toilets, hearts scratched into
tree bark, and acid etchings.

In this paper, we will discuss graffiti that appeared in New York at the end of the
1960s and the beginning of the 1970s. These emerged on the trains of the New York
subway, created with spray paint, giving the word »graffiti« a completely new meaning.
Members of the graffiti culture generally agree that »graffiti« was not the original term
for the phenomenon. The pioneers of graffiti culture referred to their activity as »wri-
ting« and later accepted terms like »aerosol art« or »aerosol culture,« but neither fully
captures the breadth of the production within this subculture. Over 50 years, graffiti
have evolved beyond mere writing and the use of aerosol.

This widespread phenomenon arrived in Belgrade in the mid-1990s, catching the
attention of many young people who began writing graffiti, as well as some enthusi-
asts who documented and researched them. Why is the Belgrade graffiti movement
interesting? What makes these graffiti different from those in other parts of the world?
Are graffiti art? These and other questions will be addressed and analyzed in this paper
to determine the originality of Belgrade graffiti and their »old school« spirit, which is
essential for becoming part of the global graffiti writing culture.

At the time of writing this thesis, no comprehensive research had been conducted, so
most of the data was sourced from interviews the author conducted with graffiti writers
over two and a half years, from 2000 until the end of 2002. Field research continued until
the final version of the thesis, although some data remained inaccessible. The core of
the thesis is divided into two segments: the first three chapters cover historical data and
local history, while the second segment addresses theoretical issues and consists of four
chapters. The aim of the thesis was to provide an overview of the historical and theore-
tical aspects of the Belgrade graffiti scene and its place in the global context. This paper,
however, is an adapted version of the thesis and will focus solely on the historical aspects
of the Belgrade graffiti scene.

Belgrade “wild” graffiti

Civil war that came as a consequence of Yugoslavia falling apart, made the everyday
life of the regular citizens of Serbia almost unbearable. In addition we need to take in
consideration the sanctions, economical crisis and the anesthetized feelings of the gene-
ral population, in order to understand the full extent of the last decade of the 20th cen-
tury in the Balkans. In one of the newly created countries, the Federative Republic of
Yugoslavia (at the time when paper was written it was the State Union of Serbia and
Montenegro), writing on the walls reached a completely new dimension. Media were
controlled by the ruling party loyal to Milo$evi¢'s regime and created, on a mass level, a
state of mind that was enticed to their cause: they constructed their “truth” and control-
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led every aspect of the nation's everyday life. This situation naturally led to the rebellion
of the common sense and Belgrade’s walls became a place for the heated discussion bet-
ween the autocratic party in power and the opposition. Everyone wrote on the walls, but
unlike the previous periods, no one was cleaning that up. Those that grew up during that
period, the wall full of all sorts of graffiti was a completely normal occurrence. Therefo-
re, it is not surprising that one group of young people chose graffiti writing as a form of
their personal expression.

First graffiti that were inspired by New York wild style emerged in Belgrade, like in
the rest of Europe, in the mid 1980s but they did not take root. They were made by some
of the first members of Hip-Hop culture, by the local breakdance crew - Belgrade B-boys.
Some of them still live in New Belgrade until this date. Those first graffiti could be seen
in the New Belgrade blocks facing the Sava river, in the primary school “Uzicka republi-
ka’, at the local kindergarten in Block 62 and so on. The famous graffiti Rap City, made
in 1985, or the Venus at the Zeleni venac are the ones that members of the graffiti culture
still remember. In Block 45, and some other surrounding blocks, tags started appearing
during the year 1996.> There were surprisingly a lot of them since they appeared all at
once. At the time it seemed that New Belgrade was full of graffiti writers. However, that
was not the case. A year earlier, our officially first graffiti writer, came back from France
(or Paris to be more precise). He went there to high school and when he came back he
brought with him the spirit and lore of the graffiti culture. Misa Jens became a guru of
Belgrade graffiti. At the beginning he did not have a crew to go bombing with him, so
he tagged his numerous aliases as well as nicknames of his friends. He created one of the
first crews BMB (Bisa, Misa and Bosi¢), in which he was the only active member.

Around the same time in the New Belgrade blocks Cobe was also doing graffiti on his
own. In the beginning he was mostly tagging and his first graffiti was made in Novi Sad:
“Mika from New Belgrade, who's been doing graffiti for a long time, was at the time in
Novi Sad, so we met, took two cans of paint from the garage and some old spraycans and
we made our first graffiti sketch.™

Jens and Cobe met at the beginning of 1997 and immediately started working toget-
her. Their obsession was tagging around the city. At that time they still had no con-
tact with graffiti writers from abroad and the existence of the spray nozzles was still a
mystery, but that was the case with all other pioneers in Belgrade. Soon enough they
understood that they wanted to do something more significant which led them to esta-
blish the AGC Crew (Anonimus Graffiticus Crew or Ag City Crew). From time to time
other graffiti writers joined in but the core of the crew were the two of them. They used

2 At the time when this thesis was defended in 2005, the author did not manage to get an intervi-
ew from Misa Jens so the precise year of his return from France and his first graffiti were obtained
only through second hand information. Later on, in 2008, the author interviewed Misa Jens and
he gave different years for the significant events. However, the year 1996 was already established
in this research as the starting point so we will keep it as such. For further reference regarding
the exact year of the beginning of the Belgrade scene, see Bojan Stevanovi¢’s and Hope’s articles.
3 Radosevi¢, Lj. (2001) Interview with Cobesta28, March 2001, Belgrade.

[CyrTyPa




LJILJANA RADOSEVIC

to do pieces around the neighborhood which drew attention of other young guys who
tried to do the same. That winter, because of the unexpected situation, Cobe had to take
some time off. But the crew gained some new members at that time, new members were
Sane 751 (Juice), Mise, Jamas, Jole, Shorty (Evil), Krca, and Face. When Cobe came back
the crew was large and quite active. That changed when new members started joining
in and that led to the dissolution of the crew, in mid 1998, because it was too “massive”.
However, that led to the forming of new crews such as Deep Cover (Krca and Jole) and
Rough Squad (Helios and Leco) but most of them were not active enough in the streets.
All of the aforementioned writers did graffiti in New Belgrade and on the vehicles of the
public transportation. Face continued to work with Jens and Cobe and sometimes Leco
joined in. Shorty and Juice created hip hop group Fool Moon but they continued doing
graffiti as well.

Dedinje, another part of Belgrade, got its 90210 Crew relatively early. The name was
a parody of the popular series Beverly Hills 90210. It was founded by Bougie (Gie) and
Soter (Sot) in 1997. At that time Dedinje was a high end neighborhood, where most of
the government officials and mafia bosses used to live, and it seemed impossible that a
neighborhood like that could birth a graffiti crew. Yet they did exist and they were very
active. They also did the public transportation vehicles so that was not a prerogative of
the writers from New Belgrade. Bougie worked a lot with Cobe after the dismantling of
the AGC Crew. Two of them thought that bombing is the most exciting and the most ori-
ginal form of writing, so it became their favorite pastime. No matter how many pieces all
the aforementioned writers created, it still was not enough for the “whole city” concept,
so they had to travel across neighborhoods in order to see new pieces.

The Republic Square (The Square further in the text) was and still is a favorite gat-
hering spot in the city. It is a hot spot where the biggest part of the city population gat-
hers and says goodbye, the place to meet to go to nightlife or a place to spend nightlife.
Narrow strip of land between the monument of the Prince Mihajlo and the National
Museum was a favorite spot for the gathering of skateboarding culture as well as of those
who were into rollerblading. That was some form of the theater, a scene, where they had
an option to demonstrate their skills while the rest of the people were passing by. Crew
from the Square, next to the skateboarders and rollerbladers, was comprised of musici-
ans, graffiti writers and fakers (pozeri)*.

C.S.AX. or simply A.K. was a typical representative of the Square line-up. He was
skateboarding, writing songs and he did graffiti. He became interested in graffiti roughly
at the same time like the guys from the New Belgrade blocks but there was no one else in
the city center who shared his interests. He tried on his own to figure out the technique
and the complexities of the graffiti writing and therefore it took him a longer time to pro-
gress. A year later, in 1997, the situation in the city center started to change. Youth from

4 The local term pozer is used for the persons that join a certain group or a fan group just because
their main interest seems to be in the trend at that given moment. In essence they are not really
into the philosophy or way of living of the given group.
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Vracar, who came to the city center to rollerblade, Mask (Msk), made his first graffiti that
year. The same year, miscellaneous guys from the Square party, Master of Disaster, Leo,
Shorty and Musli (Msl), did their first graffiti too. Master and Shorty went to the same
high school, Architecture High, and together they made numerous sketches but beca-
use they were from the different neighborhoods (Master from Dor¢ol and Shorty from
Zemun) they did not do graffiti together. So they scrambled the line-up a little bit, Shorty
and Msk went into the action together while the other informal crew consisted of A.K.,
Leo, Master and Msl. Next year they formed a first crew which they called CO2 - the
Circle Of 2.’ First, and at the time of writing of this paper, that was the only crew from
the city center.

This crew was not homogenous, at the beginning members were not only graffiti wri-
ters but also musicians and numerous friends from the Square. Soon enough Master stop-
ped doing graffiti but his tag was for a very long time considered to be the best one on
this side of the river. Msl and Ism were not that active and by the 2000 they completely
stopped doing graffiti. Relatively quickly the crew from the city center was synthesized.
Crew’s active members were A.K,, Leo and Jew (he was there for all activities but he was
not doing much graffiti). The latter’s tag was intentionally created so that it could be sig-
ned in latin letters as Jew and in Cyrillic as Jemr. No matter how much Leo and A K. tried,
the city center was never as colorful as New Belgrade. What made the vivid scene in
the city center were tags. Graffiti writers were mostly tagging in their neighborhood but
everyone tagged in the city center. Following parameters could be deduced from the tags:

- A grafﬁti writer was active,

- A writer changed their style,

- A writer took on a new alias,

- A new writer appeared,

- Someone changed crews,

- A crew gained a new member,

- Graffiti writers or crews were in conflict.

City center became a universal “info board”. However, one of the most impressive
actions was Leo’s bombing that took over every piece of free wall, trash bin, doors, metal
surfaces... “When I started it began with tagging and I wrote Leo CO2 everywhere. My
goal was a whole city. I wanted to interest people in all of this. What we talked about ear-
lier, about messages, my message at this moment is the popularization of graffiti. Not in
a wrong way, but promoting what they truly are”

Characteristic of this early period was that our graffiti writers drew parallel betwe-
en them and the New York graffiti movement. During the mid 1990s Belgrade was in a

5 Tram no. 2 in Belgrade has a circular route and it is widely considered, even though incorrectly,
that the very center of the city is within this circle. And those that live in the city center have
somewhat a higher social status.

6 Radosevi¢, Lj. (2000) Interview with Leo, November 2000, Belgrade.
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similar state of disarray like New York in the 1980s, so the story of how and why it all
started made sense on Belgrade’s streets. Except the need to paint, there was an element
of rebellion against the state, against the system by means of doing things that are prohi-
bited. Tagging and bombing were main activities, while pieces were mostly simple with
very few colors. At the beginning no one had caps, and the spraycans they used were
“beggarly”. They mostly used Kenda Kolor or Cosmos spraycans, and the biggest issue
with them was that the cans were under a strong pressure so the paint had tendency to
be runny. “If you ask me, the characteristics of our writers is that we are jazz types, we
always improvise. You shouldn’t whine, if you don’t get that, you shouldn't paint.”

More writers, more pieces, more style

Halley’s Crew was created already in 1997, but it still belongs to the second period
of Belgrade graffiti history. Even though the difference in the year of birth between the
first generation graffiti writers and the second wave is really small, they are still part
of the second generation of graffiti writers in New Belgrade. At the time they started
doing graffiti there were already enough good pieces in the neighborhood that served
as an inspiration for their personal style. But they wanted to do something completely
different. Subzero (Sub), Absolute (Abs) and Gips (Negre) made their first graffiti on
the walls of the 10th Belgrade Gymnasium (Haine®) and at the bus terminus at Block
23 (Liquid). They practiced diligently and they tried new things, so when Leco brought
from France the first caps they were ready. In 1998 they did the first photorealistic image
on our streets and they tried 3D style as well. When they started they agreed to divide the
tasks. Abs was doing only characters and Sub did letters. This division of labor did not
last long because Sub and Negre wanted to perfect every aspect, while Abs kept doing
only characters. His choice could not be explained by the lack of talent, moreover, we
could say that it was a consequence of his love of comics. He transferred some of the cha-
racters from the comics and animation onto the walls because he believed that comics
possess the quality of line that could be used in graffiti as well.

That same year Msk started painting with Halley’s but he kept to his simplicity wit-
hout compromise. Msk and Shorty opened up one of the halls of fame, the staircases by
the Branko's bridge in Brankos street. They did a piece together, where Shorty did letters
Seca and Msk did the character of the cat. This gives us indication that characters started
to appear more frequently on the scene. In CO2 Crew characters were made by Msl and
A K. Msl’s favorite character was the stoned devil while A.K. started doing characters
late so he did not have time to elaborate before he quit graffiti. That is certainly a pity,
keeping in mind that his first characters were stylistically diverse, they were done with
mastery and were quite interesting.

We can see that there are quite a lot of activities in every city neighborhood, styles
become more complex and there is a lot of experimentation. It was still hard to obtain

7 Radosevi¢, Lj. (2001) Interview with Cobesta28, op. cit.
8 Inspired by the cult French movie La Haine directed by Mathieu Kassovitz in 1995.
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caps and those that own at least one were considered lucky. Colors are still, up to that
point, of relatively poor quality, but sometimes, at the New Belgrade flea market, it is
possible to find some professional brands. Here and there, some cans of Belton and just
one shade of Montana Aerosol Art in Poison Green.

Three significant things for our scene happened in 1999. First of which was the pre-
sence of Kim-Tec spraycans. Their price was 10 RSD while others cost approximately
170 RSD (at the time that was the equivalent of the 5 Deutsche Mark). So the unprece-
dented amount of spraycans was purchased both for direct use and for keeping the stash.
Maybe this occurrence would not have had such a huge impact on our scene if it was
not for the second significant event of 1999. In March of the same year NATO bombing
of Serbia and, hence, of Belgrade started. This traumatic event that lasted almost three
months, youth of that time remember as a period of the most intense socialization and
creative idleness. Air-raid sirens, instead of danger, meant the time to go painting. All of
the graffiti writers were painting as mad, as if they wanted to chase away bad thoughts
from their heads and heads of other people with colors. According to one of the writers,
Dubi: “When I started doing graffiti regularly, Kim-Tech sprays came in. We all went
overboard, and if it wasn’t of that period I would probably be less good. When you do
something intensely, with people that are better than you, you learn quickly”

The third significant thing that happened that year was the organization of the
first graffiti Jam in Belgrade.'’ It was organized by the Postpesimist association in the
courtyard of the primary school Kralj Petar I at the Old City municipality. This event was
informally a public recognition that there is a graffiti culture on the streets of Belgrade.
Among the local graffiti writers (Jens, Mise, Cobes, Sane 751, Face, Mask, Sub Zero, Abs,
Negre, Shorty, Chef Sale AK and Dr Leco) there were two writers from Croatia (Jen and
Fuk) and three street artists from Slovenia (Gorazd Princ¢i¢ and Rok Ogorevc; we do not
have the information about the third one). For the first time caps were offered for sales
and for the first time they could paint with, at the time, important graffiti writers from
Croatia (their scene is much more advanced than ours). Even though local graffiti wri-
ters were not happy with the organization of the event, this Jam was a spark of inspira-
tion to all graffiti writers in Serbia. According to one of the participants: “We were quite
unhappy, and we know that they were burned by Studio B and B29, actually, wherever
someone organized something like that we were treated like clowns, or nobody took care
of us. They pick us up from the streets, show us, and then push us back to the streets. We
learned a lot from that, so we became deft, we've decided that if they want to show us like
in a circus we're going to ask for money.’"!

9 Radosevi¢, Lj. (2001) Interview with Dubi, March 2001, Belgrade.

10 Jam is an organized gathering where members of the subculture can showcase their skills.
There are usually competitions in rollerblading, skateboarding, breakdancing, DJing, MCing and
graffiti writing. Sometimes, only in graffiti writing context, it can mean painting of a big wall by a
large number of graffiti writers usually with some music in the background.

11 Radosevi¢ Lj. (2001) Interview with Cobesta28, op. cit.
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During that period the graffiti scene in Zemun started to stir. Shorty did his first graf-
fiti on the health care center in Zemun in 1997, but because there were not other grafhiti
writers at the time in Zemun, he usually worked with crews from New Belgrade and the
city center. Until then, only a few precious pieces were created in Zemun. Most famous
one was done in the Boulevard of Nikola Tesla by the B.EH. Crew in 1998. That summer
Demon and Dubi met while riding skateboards, then Zoro (Rozer) joined them and they
created ZAS (Zemun Art Scene Crew). The first graffiti they did together was Shao Lin
and it took a while until they discovered their style and to upgrade it. At the beginning
Dubi was not very active, he became more engaged when Kim-Tec spraycans came out.
Demon was not wasting his time, though, he was painting a lot in order to figure out new
techniques and what kind of style is the most alluring to him, because there was no one
in Zemun that could show him.

They mostly painted in their own neighborhood, and their favorite spots were the
white-tiled high rises at the beginning of Glavna Street. They seldomly did throw ups,
and even less frequently they tagged, but they created the biggest number of 3D pieces
and thus marked Zemun as the center of 3D graffiti. Soon they changed the name of
the crew into NPC (New Paint Crew). Then they ventured out into the city center and
New Belgrade even though they did not have the best working relationship with the
crews from New Belgrade. Relatively frequently they painted with Shorty who introdu-
ced them to the guys from the city center. Leo and Shorty ordered caps for them because
the NPC was not connected to the graffiti writers from abroad.

When Rozer stopped doing graffiti at the end of 2000, Demon, Shorty, Leo and A.K.
started painting together more frequently. For Demon, that was a time of great produc-
tivity and innovations. Unexpected change happened when he started painting with
Sane 751. Together with Dubi, two of them created the SDB Crew and started bombing
the city. It seems quite unlikely that an artist who independently mastered the technique
and created a unique style in Serbia, dropped everything and went back to the graffiti
culture roots. Sane 751 was always into simple pieces and when he found the formula
he liked he never changed it. Demon, on the other hand, always wanted more. Yet, in
2002, he started doing silver pieces that were completely opposite to his style up to that
date. His style and attitude towards graffiti culture have surprised the local graffiti scene
yet again.

Fresh talents of the Belgrade scene

The year that spread the optimism and had big promises, regarding the local graffiti
scene, was the year 2000. Political situation was strenuous, but that much energy on the
streets was not seen since the political protest of 1996/97. State of euphoria after the 5th
of October overthrow of Milosevi¢ and the faith that after that everything will become
better, was held dear by most of the citizens of Belgrade well into the next period. The
third generation of graffiti writers began their graffiti exploration in that atmosphere.
Besides, the older writers were solid support and were willing to share their knowledge
and experience.
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First graffiti in Miljakovac saw the light of the day the same year. Vle (Crnac) was
rarely confined to one area, he wanted to do more walls. At the beginning we did letters
but quickly realized that he was more comfortable with creating the characters. He was
tagging as Crnac, meaning Black, in order to point out how different he is from other
graffiti writers in Serbia. Unusual feature of his characters is that they “speak French”. His
pieces attracted a few other guys from the same neighborhood and the next year they
created MSC (Miljakovac Style Crew). Members of the crew were Misel and Packe. Kno-
wing Cobe resulted in intense exchange of pieces between Miljakovac and New Belgrade.

The 90210 Crew had new arrivals that year, namely, Dulait and Homine. They could
see some pieces in the neighborhood and during NATO bombing met Bougie and Soter,
that motivated them to continue. Just as he mastered the technique, and just as he was
capable to start producing more and better, Homine had to quit graffiti. A severe allergy
to the spraycan fumes made him renounce the activity he loved. But, the newcomer
Dulait really surprised everyone with his talent. He was a valuable asset not only to this
but to many other crews he was part of over the years. Graffiti writers usually start with
writing the letters but very quickly Dulait understood that his characters have an aura
that makes them different from any other character seen on our streets.

In New Belgrade there had to be some shuffling among the crews and crew mem-
bers. Many writers that were not active stopped doing graffiti all together. Some crews
lost their goals, while others merged and created a union in the form of BG Illegal Crew.
This crew was composed of the active “leftovers” from other New Belgrade crews, 90210
Crew and several new writers (NecOne, Angel, Dulait). Before they formed the union,
Halley’s Crew got new members, namely, NecOne and Angel. Two of them joined the
crew from completely different starting points. NecOne was spending a lot of time with
Halley’s since their establishment, practically he was their member even before he star-
ted doing graffiti. And since he was several years younger he had time to watch and
learn. On the other hand, Angel was an author of alternative comics and he was not even
thinking about taking on spraycan, but when his artwork was not officially acknowled-
ged he decided to try another art avenue. He started doing graffiti with Sane 751 and
Face in 2000 and he progressed very quickly.

The same year company Saatchi & Saatchi made a marketing campaign for the music
event Urban Experience. They employed graffiti writers for the campaign and for the first
time in Belgrade we could see hand made billboards. Alongside Angel, other writers
that made billboards were Sane 751, Face, Gips, Sub and Abs. Angel and Negre toget-
her painted one of the billboards and that is how he learned the basic rules and small
secrets of the writing technique. According to his age he could have been a member of
the first generation of writers, but his particular style, fresh approach and his personal
traits really put him in the right place and in the right generation. He made a significant
difference on our scene when it comes to diversity of styles. One of the first pieces Hal-
ley’s crew made with Angel at Jugopetrol hall of fame was under the slogan “Why did
you leave me?” (Kazi zasto me ostavi?) and it was chosen as the best graffiti of the new
millennium by the B92 radio.
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Finally, the number of the BG Illegal Crew settled on nine members — Sub, Bougie,
Negre, Dulait, Necone, Leco, Abs, Cobes and Angel. They really understood the value of
community and they were among the first ones that accepted the benefits of the World
Wide Web. They created the first Serbian graffiti site www.bgillegal.com and, naturally,
they were the ones who maintained it. Next to the standard markings of their primary
crews, such as Block Art and H-Zone (Halley Zone), they started adding the internet site
in their new pieces as well.

Although Sector was not a member of the crew he painted a lot with the “illegals”.
He knew NecOne from before but they did not do graffiti together earlier. In high school
Sector met Jesma (JKecma) and Snipe, the future members of the new crew. LMC (The
Line Machine Crew or MAC from Machina) was active only one year from the end of
the 2000 until the end of 2001 but it officially dismantled three years later. Jesma was one
of the rare graffiti writers that tried to do pieces in cyrillic letters and he was quite good
at it. Crew was primarily based in Cukarica where they did their first pieces, but soon
enough they were working in other city areas as well. From time to time Dulait was joi-
ning them for action. According to Sector: “The sensation you have when you do trains
is really good ‘cause you're sneaking like a partisan (partizan).”'* It was then that Sektor
and Dulait discovered their affinities towards the unusual characters that look as if they
stepped out of a weird animation or a child’s drawing: “I find those characters genius,
even though the old schoolers with an attitude think that’s total shit.”*

Beginning and end

When foreign graffiti writers start visiting it is a sign that you have been officially
accepted into the global graffiti family. We know that German writer Kobolt came to
Belgrade in 1997 but not that many foreign writers came to Belgrade before 2000. Perso-
nal contact is crucial for the adequate distribution of knowledge. The crucial point was
exchange with the graffiti writers from the surrounding countries. When a writer sets
off on a journey he does not want to visit only one country, he wants to visit all other
countries around it and to do graffiti in all of them. But he needs a place to stay. So, the
foreign writers come to your city, and your place, with recommendation, and you host
them and feed them properly, and sleeping is not a big deal at all since you go bombing
in the night. You get to meet the foreign writer while you are writing, that is the most
important part. They are, anyway, more interested in a good bombing than in a good
hosting. That, on the other hand, opens up a possibility for your travel since every writer
is happy to return the favor.

This is how the new world without borders and national differences is created. It is a
world full of new adventures and information of what is going on in the other scenes. All
of that had to be on standby on our scene, we needed to establish relationships with the
writers from the region and from the former Yugoslav republics. We had to take it one

12 Radosevi¢, Lj. (2002) Interview with Sector, April 2002, Belgrade.
13 Ibid.
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step at the time. Some of the first guests in Belgrade were ones from the North of Serbia.
Those were mostly writers from the Novi Sad crews such as DNK (Batos, Epok, Boem,
Scare) and GSE, Lemon from Senta and Skec from Subotica(RS)/Szeged (HU) from the
VBS Crew (Vojvodina Bombers Crew). In Belgrade Skec did pieces with very complex
wild style and B-boy characters, while Lemon liked to illustrate the atmosphere of the
regular Vojvodina small town, by doing, as Cobe says, village twats and wells.

In 2001 the first Senta Jam was organized by Lemon. It was successful because it was
organized by a graffiti writer, the only person who knows what participants really nee-
ded. A large wall, a lot of spraycans, a large number of writers, a chill atmosphere and
a huge pot of goulash. There were graffiti writers from Novi Sad, from Hungary and, of
course, from Belgrade (Angel, Dulait, Sektor, Necone, Negre, Sub, Bougie, Cobe). Events
like this entice the overall progress (in style, productivity, networking) and creation of
a more cohesive and productive scene. AFO (Anti Fascist Youth Crew or Atifasisti¢-
ka omladina in Serbian) is a crew that was established the same year. They are special
because they have created a local version of anti-style and because of the composition
of their members. Next to the Belgrade graffiti writers (Misel, Ceger, Bougie, Dulait)
they had two foreign writers as well. Imun is a writer from Banja Luka (BiH) and Bask
(Peqmez) who is also from BIH but lives in Germany. They all do simple graffiti, letters
are easily readable and they look as if they were scribbled, and characters look as if they
were made by children with lines all over the place and very few colors. Messages they
leave are easily understandable, funny, cheeky, and sometimes they show a high level of
social awareness.

Cultural exchange with writers from BIH was established and writers from Croatia
started visiting on a more regular basis. A period of high productivity and intense cre-
ativity started. For this period it is characteristic that we have a higher presence of the
characters and letters inspired by the fonts inspired by the commercial design and logos.
This is a consequence of “the maturing” scene. Many graffiti writers were around that
time doing their graphic design studies, and they were able to try out their design in real
life, in the streets. Interesting fact is that many of them went to the Design High School
some attended Graphic High School (Face, Cobe, Msk, Sektor, Jesma) and even more of
them did university studies related to many branches of art, such as the College of Grap-
hic Design, now Belgrade Business and Arts Academy of Applied Studies (Negre, Sub,
Sektor), Faculty of Contemporary Arts (Dmon, Spin), College of Fine and Applied Arts
(Angel), and Faculty of Architecture (Dulait).

While “AFO heroes” were working on deconstructing the graffiti guidelines, Negre
and Sub were trying to reach technical perfection when it comes to style. At the same
time there was a retro movement. Wildstyle evolved in many different directions and
we can still find those iterations today, but the old school version is still widely popular.
Spin was working on his version of wildstyle because he believed that on the local scene
there is still reminiscence of the old school graffiti. His aim was to have his graffiti look
like large stickers on the wall. Totally different approach can be found in bombers Kang,
Worm, Snupi and the RTS Crew (Rakovica Terrorists Crew). At the time the only active
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graffiti writer from the city center was Folk who took a new tag Sekta (the Sect) which
was so provocative that it triggered some quite negative public reactions.

At that moment in time professional quality spraycans were available for a few years
in several shops, but with the creation of an online shop www.deadlemonade.com they
could, for the first time, find everything they needed in one place. For a short while they
even had a branch in one of the Zemun’s basements. Since graffiti culture became present
in Serbia this year saw the biggest amount of jams. It started in Subotica, continued in
Belgrade and Ni§, and ended simultaneously with two events in Belgrade in the middle
of July. In each of these events Montana was the main or partial sponsor. That was a good
and productive year that, unfortunately, did not have the desired effect. As with many
things that happen in Serbia that make no sense, the almost complete and abrupt end
of graffiti activities was in 2004. Potential explanation could be found in the new crisis
that took over Serbia and Montenegro after the assassination of prime minister Dindi-
¢a in 2003. The sudden plummeting of the financial means of the regular citizens as a
response to the political crisis could be just some of them. We also need to mention that
the most active writers went into another phase of life where they had to enter the job
market and sustain themselves were just some pieces of puzzle called life. In 2004 Dea-
dLemonade was closed down because there was no market logic in selling spraycans in
a country where nobody does graffiti.

Here we go again

Towards the end of 2004 we started seeing some throw ups again around the city
center and on the vehicles of public transportation. Crews like PHL and CKR and some
freelance graffiti writers that do only bombs give us an impression that everything has
started from scratch. The only significant event is the emergence of the stencils. Techni-
que that has been used in Europe for more than thirty years has emerged shyly through
the artworks of only one artist. We find the artworks of TKV - The Kraljica Vila (The
Fairy Queen) from Branko’s bridge to the city center in relatively small numbers kee-
ping in mind the fact that the use of stencils can allow you quite large production. It is
interesting that TKV mostly presents motifs from modern art such as Frida Khalo’ self
portrait, Klimt's Kiss, Munch’s Scream, or popular culture characters such as Amélie
Poulain.

The following spring brought just enough activities that we could not say that graf-
fiti culture in Belgrade is dead. Most significant and, at the same time, most interesting
occurrence is the JDW crew (Jedi Wall Crew) which has a Serbian version of the name
as well — Javni WC (The Public WC). Members of this crew are well known writers such
as Angel, Sektor and Dulait who, while working together, developed some form of street
art which is quite new in our city. While previously graffiti culture has influenced some
of the important art movements, now graffiti culture receives the influences from con-
temporary art. In order to understand something as graffiti it does not need to have a
recognisable form of graffiti from New York. Deconstruction of the style through anti-
style was a significant moment for the emergence of street art.
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At the moment when this thesis was written we can find JWC on the Hippodrome
fence. With those artworks Belgrade has finally become part of the world scene. One of
the reasons behind that is that during the 2003 jam our writers formed good connecti-
ons with the writers from Croatia and BIH, and consequently they worked throughout
the 2004 more frequently in Zagreb and Tuzla than in Belgrade. At the biggest world
graffiti manifestation Meeting of Styles in Zagreb some local writers participated such
as Lemon, Sot, Sektor, Dulait and Angel. Most significant Croatian crew YCP (Yo Clan
Pose), established in 1992, admitted new members that year - Angel, Dulait, Sektor, Rea
(Mostar, BIH) and Aorta (Tuzla, BIH).

Girls with attitude or bros from the hood

In Cobe’s words at the time: “Girls are mostly just tagging. Graffiti became a real
man’s sport over here. That’s really ludicrous because some of the pioneers were women.
It started more or less on equal terms, but even now women have no good rating to speak
of. They are more like bros from the hood and they should call guys out on it**

If in the previous sections about Belgrade graffiti you did not find much details abo-
ut the girls who do graffiti, the reason is quite simple. All along there were only two of
them. Keeping in mind that in graffiti culture, just like in most other subcultures that are
dominated by men, men were the ones that established their own rules and there was
not much place for women. In her study of graffiti culture in New York, Pamela Dennant
says: “Female writers then were always slaves of the male dominance of the subculture,
always having to be one step ahead in order to be taken seriously as graffiti writers. They
were always on the outside, sometimes breaking through into the inside. Females had a
lot more to prove than their male counterparts, while aiming for the same goals of style
and fame”"

It really was not easy for women to take on this activity but some of them had an
important contribution in the development of graffiti culture. At the same time when
Taki 183 was leaving his tags in New York in the late 60s, two girls who were tagging
together were also active — Barbara 62 and Eva 62. Girls were mostly doing the walls and
handball courts, they were also tagging on the inside of the subway trains, but Kathy 161
was one of the first who did depots. One of the most common excuses for guys to refuse
to take girls out with them to paint was that they were afraid girls might get hurt. But
if a girl had a good style she could have been admitted as a member of a crew. In UGA
(United Graffiti Artists) Hugo Martinez invited two pioneers such as Charmin and Sto-
ney. Charmin became notorious as the first person who tagged the Statue of Liberty in
New York, while Stoney was a member of Ex-Vandals Crew. The best known and most
appreciated female graffiti writer was Lady Pink who was working shoulder to shoulder
with the most important writers on the early New York scene. She is to some extent still
active today but she mostly does legal pieces.

14 Radosevi¢, Interview with Cobesta28, op. cit.
15 Dennant, Pamela, Urban Expression... Urban Assault... Urban Wildstyle... New York City Graf-
fiti, https://www.grafliti.org/fag/pamdennant.html, 18. October 2004.
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In 2000 and 2001, Deb 3 and Shady were the only two girls who did graffiti in Bel-
grade. While she was hanging around with the crew from the Square, Deb 3 was just
tagging. For a while she was interested in animation and while socializing with Leo she
started doing pieces. The ghosts, characters from her animations, became her favorite
topic. But her productive period did not last long. After she stopped doing graffiti she
moved out of the country and to my knowledge she never continued doing graffiti.

It seemed at the time that Shady will have a longer career in writing. With lots of
energy and motivation she started painting and sometimes she would surprise people
with her tenacity. According to Shorty: “Unfortunately, I still haven't done any [rooftops]
but lately I'm looking at potential roofs and tall buildings, but I still haven't found the
good ones. While my friend Senka [Shady] already did it, she just climbed on someone's
house and did it”* Even though she went out to do graffiti on her own, she was sincerely
supported by all the graffiti writers she socialized with (such as Shorty, Sane 751, and
Dubi): “I haven’t painted with the guys so far, we tried to organize it but we didn't do
anything together. I'm not into having a crew. I don't think it’s necessary to have a crew,
what I care about is to have someone next to me while we paint, so I wouldn't be alone"”
She received a lot of support, magazines and instructions, but it seems, that was not eno-
ugh. She started painting with a lot of enthusiasm but she stopped abruptly and Belgade
lost an opportunity to get pieces done by female hand.

We can say with confidence that Belgrade graffiti writers are quite emancipated (at
least when it comes to male/female graffiti writing topics), because in none of the inter-
views done with them for the purpose of this research had any of them had negative
comments regarding the girls who are trying to do graffiti. They all thought that girls
should do graffiti as well. There is still a relatively low percentage of women who do grat-
fiti but it is no longer a taboo. It is possible that one of the reasons for their disinterest
lies in their affinities. If we take a look at the currently active women that do art in the
streets (Egr, Nina, Joan, Fafi, Lus, Miss Van, Faith 47), we can notice that their art has a
different sensitivity and gravitas. They radiate with warmth, a quality that is profoundly
rare in pieces done by male graffiti writers.'®

Writing spots

There are many walls in Belgrade that can host graffiti but many of them will never
get one. In order to “activate” a particular spot it needs to be compliant with certain
standards:

- Spot needs to be visible or to have high frequency of passers by or vehicles of

public transportation,
- The wall needs to be flat, or at least, painted so it would not suck in too much color,
- Neighbors and passers by need to be ok with this kind of activity,

16 Radosevi¢, Lj. (2001) Interview with Shorty (Evil), February 2001, Belgrade.
17 Radosevi¢, Lj. (2001) Interview with Shady, February 2001, Belgrade.
18 See: Ganz, N. (2004) Graffiti World, Thames & Hudson, London.
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- Wall needs to be large-scale so that multiple people can do graffiti at the same time.

Here stated rules are always applicable, except in the case of bombing. Then, the only
thing that matters is that whatever you put on the wall is visible. Besides walls, favorite
spots are metal surfaces (rollo shutters, garage doors, basement doors and so on), poles,
all spaces next to the highways, and especially highly rated are trains and vehicles of
public transportation.

The oldest, and still the most important, spot for doing graffiti is Block 45. The walls
on the buildings in this neighborhood are perfect for doing graffiti, locals are so used to
this activity that they use graffiti as a form of orienteering marks. Sometimes neighbors
bring out rakija to offer to graffiti writers, and some moms send their kids to bring them
sweets. It is not a wonder that here we see the best graffiti in the city. Quai on the bank
of river Sava, where Block 45 is situated, used to be a favorite spot as well but now it fell
into disrepair and does not have that many graffiti anymore. It seems that the role Sava
quai used to have was handed over to the concrete fence of the IMT factory across the
street from the Block 70. Here we can find a multitude of quality graffiti but mostly the
writers from New Belgrade. Intentionally or not, it appears that this wall is reserved for
the local writers.

Concrete fence of Jugopetrol in Radnicka street is a place well known to all writers
and Belgraders alike. Previously one would paint on this wall only when they were sure
of their mastery. After one mastered their technique and style they would dare to paint
on Jugopetrol. Having in mind that this is a prestigious gallery space, if you want your
piece to stay in the wall for a while it has to be good. And if someone dares to paint a
piece of a lesser quality they would know from the start that it was not going to last.
Later on, things changed. Some young writers realized that that is an “easy” spot for
doing graffiti and we started seeing some that were not so good. It seems that youngsters
consider this spot for practicing so the experienced writers lost their motivation to paint
on this wall. But, apart from the trains, this is still a place where locals bring the foreign
guests to do their pieces.

In close proximity to the Jugopetrol we can find a concrete fence of the Hippodro-
me, which offers ideal conditions for the graffiti. This spot was activated a bit later than
Jugopetrol, and it became popular only in 2000. During NATO bombing this fence was
severely damaged and after it was renovated its gray color was very inviting for the graf-
fiti writers. At the moment this thesis was being written, it is THE place for doing graffiti.
Its height and length are ideal for the activities of the JWC.

A lot of concrete and a lot of graffiti can be seen at the Mostar interchange, an inac-
cessible and dirty place, which makes a great canvas for the graffiti writers of Belgrade.
We can not say that underground passages in Bulevar Oslobodenja and Autokomanda
interchanges are any better. Thousands of people pass through daily, and they all try to
stay there the least possible amount of time. However, an unintentional glance at one of
the pieces with bright colors can direct their attention towards the artwork instead of the
smell of urine and garbage.
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In the city center there are not that many places where one can do graffiti. Old buil-
dings with dilapidated walls, a lot of passers by, and police patrols are not good conditi-
ons for graffiti writing. However, there are still several graffiti oases where it is possible
to engage in this activity. Between Kralja Petra and Rajiceva streets there was a park bet-
ween two buildings whose gable ends made perfect spots for graffiti. This is a spot where
only guys from the city center, and sometimes guys from Zemun, used to paint. This was
for a very long time terminus for the trolleybuses which in 2004 became a building site,
which turned into an archeological site, which turned into the largest shopping mall in
the city center that was opened in 2017. Graffiti spot with the best view in the city is a
plateau between Pop Lukina street, Male stepenice street and Branko’s bridge. During
the day it is a tiny capsule of calmness in the busy city, in the night it is a stage with incre-
dible light effects. A spot in front of the “obelisk” is an inspiration to all. “Obelisk” is a
colloquial expression that refers to the monument dedicated to the Non-Aligned coun-
tries movement whose first summit was held in Belgrade in 1961. Steps that lead under
the Branko's bridge would look absolutely horrifying if it was not for graffiti that gave it
a bit of color. Even the city center can do with some color. Highrises with white tiles, in
Glavna street, at the beginning of Zemun were the favorite spot of graffiti writers from
that neighborhood. There we can see really good pieces, the atmosphere is homie and
friendly like in the Block 45. There are some other good spots like Zemun quai, but the
aforementioned is still the favorite one.

All previously mentioned spots are good ones but nothing can substitute the excite-
ment and adrenaline they have when they paint the trains. This is considered to be “the
original graffiti canvas” and has unprecedented allure for the graffiti writers all over the
world. Sometimes this can be achieved by painting the public transportation vehicles,
but it is not the same thing. However, every spot where they do graffiti has a particular
quality and atmosphere which make writers go back there again. Each of the aforemen-
tioned places, more or less, hold the status of the Hall of Fame.

"A wall is a wall, even if in a gallery™®

Even in New York, among the pioneers of graffiti writing, debate about the grafhi-
ti in galleries became omnipresent. And still, up to this date, debating if graffiti lose
their essence if they enter the art world and mainstream art or that is just one way for
transformation and progress, is present. This dilemma, most likely, will never be solved
because each new generation of graffiti writers is reopening it over and over again. On
the other hand, the art world has accepted graffiti writing as an artistic expression and
is dedicated to following their development. In Serbia that is not the case. Maybe it is
because graffiti writing as a movement appeared comparatively late in our environment
or because of the political situation of the country and consequently in our official art
scene. This situation, however, turned out to be quite beneficial for the graffiti writers.
They were kept out of the official events and movements and as such they could work
without disturbance.

19 Radosevi¢, Lj. (2002) Interview with Negre, Februar 2002, Belgrade.
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In 1997 Belgrade got its first graffiti wall in the form of a mural. In Tadeusa Ko$¢uska
street, just behind the city library, French writer Mr. Andre filled in the gable end with
his recognizable stick man. He is one of the best known graffiti writers, or street artists,
who has been painting in many European cities. This mural was part of the production
of BELEEF festival, funded by the city council, and it was protected until the building was
torn down between 2004 and 2007.

It took four years for the next project to happen and this time the initiators were the
local graffiti writers. Members of the BG Illegal Crew had an idea to paint the walls of the
home for the children without parental care “Drinka Pavlovi¢” they received help from
the art history professor Irina Suboti¢ and architecture student Jelisaveta Mihajlovi¢.
Before this event Jelisaveta got to know the BG Illegal Crew, she got interested in grafhiti
and was very happy to help with the organization. She graduated at the Faculty of archi-
tecture with an MA thesis about graffiti.

In spring of 2001 Student Cultural Center hosted an event where foreign artists used
spraycans to paint the base of the building. This intervention was painted over very
quickly and to my knowledge there is no photo material related to it. A few months later,
across the street from the Student Cultural Center several Slovenian artists organized
the communal mural inspired with graffiti writing. Ilija Terrah, Boris Baci¢ and Matej
Kocjan have opened Flower square for the direct communication with the passers by
where they had an opportunity to try the spraycans, use the stencils and try doing art in
the public space. As a local support there were graffiti writers Folk (Lortek) and Demon
who shared their experience with graffiti writing. This event was part of the Belgrade
Summer Festival under the title “Constellation BELEF 2001 and that year the city was
in focus: “As we deal with the reality of the city from a research and critical standpoint,
with traditional and potential functions of its space, its possibilities for artistic expressi-
on, BELEF 2001 is pointedly marking several artistic interventions in the city space. “*°

At the same time TV director Tanja Fero, from the culture department of the natio-
nal TV station RTS, does a show about the streets. Originally her idea was to talk about
broad topics such as billboards, murals, graffiti and so on. After she met Folk (Lortek),
and later on me, her concept was drastically changed. It was supposed to be one 20
minute show and it ended up being a two part show in which the part about grafiti cul-
ture was the longest. This TV crew managed to document the making of the community
mural at Flower square. The huge success of this show led to a new one, also made in two
episodes, which were broadcasted in 2003.

Regardless of that, one thing shot out graffiti into the art world’s starry sky and that is
due to the October Salon. In 2001, the 42nd October Salon changed the curatorial prac-
tice. It gave the role of curators to the artists among others, Era Milivojevi¢. His concept
was “anonymous art” which he explains as following: “Anonymous Art is an attempt of
liberation from the ‘artistic ego, its suppression, not in an ascetic way, but in a way of
dedication. To be dedicated, means to put above you, that what you do, and not your

20 Katalog Sazvezde BELEF 2001, Kulturni centar Beograd, Beograd, 2001.
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own ego. It is a way of being apersonal, which does not mean the loss of identity, but a
balance between ego and your artwork. To reach that kind of balance, even if for a little
while, means to be free”?!

A large piece done by Demon and Dubi on the construction site metal panels at the
YUBC center in New Belgrade, Era found by chance and made it part of his selection.
He was impressed by Demon’s artwork and he interpreted it as a form of a “lyrical pain-
ting”. Regarding dimensions of the artwork, Era even compared it to Jackson Pollock.
The metal panels were deconstructed and moved into the gallery Cvijeta Zuzori¢, and
after the exhibition they were returned to their original site. Media hype was quite pre-
sent, and TV Studio B announced the public call for the artists to appear so that they can
interview them. At the end Era and Demon were guests at the art show where they talked
about their personal understanding of this intervention.

Another artist has selected graffiti in his exhibition. In March of 2002, at the gal-
lery House of Dura Jaksi¢, the exhibition “Self Portrait” was opened. Original idea was
made by Dorde Arnaut who invited different artists to present their interpretation of this
traditional topic with contemporary spin, and with a wide array of techniques that are
available to us today. Canvas made by Folk (Leo, Lortek) was purposefully made for this
exhibition, and at that moment, it was the first graffiti made on canvas. Next to the pain-
ting the legend said “FOLK - born 1980, Belgrade, youth from the streets”

Photo exhibition, under the title “My wall, my rules”, was on show from 21st of May
until the 10th of June 2002 at the gallery 29 Steps in Dom Omladine Beograda. Borivo-
je Bjeli¢ Lun, an enthusiast, a man whose love for graffiti is the only thing in common
he has with graffiti writers, has been photographing graffiti since 1996 with his 35mm
camera (nowadays we think of that model as a one-use camera).

“2002% OF EVERYTHING” was a slogan of BELEF in 2002, when Mr. Andre visited
Belgrade again. This was a shared project with the local artists who live in France - Vuk
Vidor and Marko Velk. Concept was created by Vuk Vidor and Mr. Andre did graffiti on
a series of locations around the city. It was almost like a “search for a gold” game with the
local inhabitants. This project, under the title “Urban Stories” was imagined in the form
of a comic, in order to read it you needed to walk the city. Positive adjectives, such as
words BEAUTIFUL, FANTASTIC, GORGEOUS, NICE, POETIC, PRETTY, ROMAN-
TIC, and WONDERFUL, were created in the dilapidated places in the city and they were
reminding us about the important feelings we tend to lose sight of in the busy pace of
everyday life.

Another big, urban event, which among others hosted the graffiti writers, happened
on 29th of June at the Tasmajdan sports center. “Belgrade Fireballs”, a streetball tourna-
ment, had an interesting programme. There were 16 streetball teams, some of the best
known Belgrade DJs and bands and top 10 graffiti competition. Segment with grafhiti
writing was organized by Folk and graffiti writers who participated were Skec, NecOne,
Negre, Lemon, Dmon, Shorty, and others. Even though the selection was great the audi-

21 42. Oktob(Art)ski salon, Kulturni centar Beograd, Beograd, 2001.
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ence was not very interested. That is the reason why the segment with graffiti was not
really a competition, it turned into a performance. Writers came, did their thing, and
left. This was discouraging for any future organizers that had similar ideas.

That year was concluded with the filming of the new show by Tanja Fero. This time,
besides me, there were two colleagues from art history that follow this phenomenon -
Ivana Marjanovi¢ and Marija Kovac. Segment of the show related to photography was
narrated by Marko Mileti¢ (Foto Comi), who studied photography in high school and
discovered the beauty of actions graffiti writers took him to. Again there were two shows,
and while the first one was talking about the history of graffiti movement and different
activities, the second one was about graffiti entering the art world. We had an opportu-
nity to talk to Era Milivojevi¢ about his selection for October Salon the previous year. A
photography exhibition of Marko Mileti¢ “New Way, New Life” was also documented.
Part of the exhibition was also a painting of the junk appliances in front of the Student
Cultural Center. There was also a video art under the title “Bombing” by Tanja Fero. This
exhibition was part of the “April Encounters” manifestation which was organized by the
Student Cultural Center. This concluded the year with the most graffiti activities in the
official institutions in Belgrade.

Year 2003 started with the exhibition by Mileti¢ and continued with graffiti writers
participating in an charitable event where they painted, together with other artists, a
mural on the fence of the school for the deaf children Stefan Decanski in Belgrade. By
working shoulder to shoulder with other artists, it became obvious that graffiti writers
have a much better understanding of open space. They conceptualized the space in a dif-
ferent, more coherent way, they worked much faster and used spraycans, which allowed
them to finish earlier than others. Traditionally trained artis had much more issues in
finishing the art pieces on a smaller scale.

In May, at the gallery Zvono, Vesna Golubovi¢ had her exhibition. Since 1981 she has
lived in New York where she had an opportunity to meet graffiti writers. She exhibited
in Fashion Moda gallery and her artwork bears the influence of graffiti. Her inspiration
is an unusual blend of the Serbian medieval frescoes and graffiti writing that meet in the
linear domain. An interesting artwork, inspired by graffiti, appeared at the annual stu-
dent show of the Faculty of Applied Arts in Belgrade which was held at the Museum of
Yugoslav History. Aleksandra Stoki¢’s diploma work was called Silver Graffiti where she
presented seven silver rings inspired by graffiti - Dance of Circles, Street Wibe, Neon
Temple, are just some of the titles of very warebel rings.

It was not surprising that a graffiti jam was part of the official BELEF program in 2003
that was titled “Logical”. We could logically expect graffiti to be part of this manifestation
since they were part of it in the past two years. Up till then graffiti were done by foreign
artists and this year the initiative and a project came from Marko Mileti¢ and me. Coor-
dinators of the visual aspect of the project (sketch for the graffiti mural, selection of the
artists, color pallet, calculator for the number of spraycans and so on) were Aleksandar
Milivojevi¢ — Angel and Jovan Mikonji¢ - Sektor. The project called Nov nacin novi Zivot
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(New way new life) lasted for three days and during that period there was a graffiti mural
in Pop Lukina street and a graffiti jam on the fence of the IMT in New Belgrade. There
were over twenty graffiti writers from Serbia and from abroad (Hungary, BIH and Cro-
atia) and it was the largest graffiti jam that was organized in Belgrade up to that date.
Media coverage was unexpectedly very good and the municipality of New Belgrade tur-
ned out to be very good for collaboration. Municipality covered part of the costs for the
graffiti jam that took place in New Belgrade, they provided the sound system for the DJ
set and food and drinks for the participants of the Jam. Even if there was one rainy day
this project was considered as an absolute success.

By coincidence a project organized by Marija Kovac¢ and Ivana Marjanovi¢ under the
title “Follow the Sign” was happening at the same time. This was also part of a larger pro-
ject Public Art & Public Space (PAPS) that is organized by the Faculty for the Architectu-
re in Belgrade. The idea was for the project to have two parts: production of the graffiti as
the street signs in the city center and graffiti jam on the wall close to the old Sava bridge,
because the topic of that year was the regeneration of the river banks. Because of the lack
of funding and uncertainty of the organizers of PAPS, regarding the legal and technical
organization, there was only one tram that was painted by the graffiti writers. This tram
was running on line no. 2. This turned out to be an unexpected success. Unplanned col-
laboration between the graffiti writers that participated in this project with the writers
from abroad that came for the graffiti jam that was part of BELEFE, produced a redesig-
ned tram that was visually very impressive. Organizers of PAPS were so impressed that
this project won the best project prize that year and they already planned to support the
painting of several new trams next year.

Exhibition “Paintings” was an appropriate end to this very productive year. In the
main gallery of Student Cultural Center from 24th to 30th November we could visit the
exhibition by Emir Sehanovi¢ (Esh), Dusan Raji¢ (Dulait) and Jovan Mikonji¢ (Sektor).
While working with these artists in previous years I have applied for the call with this
exhibition as a curator. This turned out to be one of the most visited exhibitions in SKC
in that season, and not without reason. Pieces exhibited by these artists had almost mag-
netic properties in attracting the visitors and coaxing the stiles on their faces. All visi-
tors left the gallery with a smile on their faces. Paintings were made on canvas, gypsum
boards, wood boards, plywood boards and other movable flat surfaces on which one
could do the painting. With the enthusiasm of children they imagined these artworks
in a simple and effective way, in the form of children's drawings. They used spraycans,
acrylic paints and brushes, that were also used for production of their personalized bill-
board they made for the exhibition. Stop motion movie of this activity was made by
Marko Mileti¢.

After the end of the exhibition this billboard was exhibited in front of SKC for months.
During this exhibition, as a part of V. I. P. gallery, but presented in the main hall of SKC,
we could see a multimedial project of Marko Mileti¢. Name of the project was “You
Won't Be Able to Breathe” which was also the sentence painted by graffiti writers on the
large canvases on which there was a projection of the trains. In a large hall of SKC one
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really could not breathe. Visitors could experience to certain extent the elements which
are well known to every graffiti writer — dark, scent of the color, sound of the shaking
spraycan and good atmosphere that triggers the adrenalin.

As it was mentioned, during 2004 there was only one event related to graffiti. That
was the “Follow the Sign” project that turned into “Colordrive” and three new trams
were painted that year. A whole project and painting process was filmed and made into
a short documentary under the same title “Colordrive”. Since then there were no impor-
tant events or exhibitions in our capital city. Is this positive trend going to continue it
remains to be seen. But one thing is certain, in all previous projects there was so much
effort, enthusiasm and time invested, that without that input nothing of significance can
really happen in future.

Conclusion

Since their appearance at the end of the 1960s graffiti writing has received anima-
ted reactions from the general public. The understanding was fluctuating from absolute
delight and euphoria to judgment and anathema. At the beginning they attracted only
the interest of the researchers who were interested in deviant behavior and street gangs.
But grafhiti culture despite the bad odds managed to thrive. Hip-Hop culture spread
them all over the world like a dandelion fluff. In the early 1980s grafiti entered European
galleries and then the streets, while changing in the process and gaining new forms and
concepts. The European audience understood them as an art form even before graffiti
reached its streets. But that did not stop policy makers and law to understand them as
vandalism.

All former Yugoslav republics, and especially Serbia and Croatia, have the established
graffiti culture movements. Belgrade, officially, saw the first “wild” graffiti in 1996/97. A
group of youngsters that refused to become a part of the existing system, created their
artworks on the city walls and vehicles of public transportation. Period of almost com-
plete cultural and economical isolation from the rest of the world brought many new
movements. One of those was graffiti culture. In form of tags, pieces and characters they
were not interesting to the current political system since they were not explicitly writing
against the regime. Legal system was not interested in them, the public did not judge
them, and so the Belgrade graffiti had a good environment for the development. Many
graffiti writers left their pieces on the walls as individuals, as members of crews, but the-
ir presence never reached disturbing numbers. Almost as if it was under some invisible
control, the number of Belgrade graffiti writers was always on the same level. This gro-
up, with all of its subcultural signifiers, functions as a world of its own. And it is quite
interesting that the emergence of graffiti writing in Belgrade coincided with the similar
conditions as the emergence of graffiti culture in New York in the 1970s. This can serve
as one of the most important lines of inquiry in future research.

Being legal or not, does not impede researchers in understanding graffiti writing as
an art form, even as an independent visual expression, an aesthetic phenomenon that
does not need to be part of an art world. They appeared in the time of the postmo-
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dern era but with the distinctive elements of the avant-garde movements, graffiti culture
can be fully understood as an art form. Graffiti are part of the contemporary folklore,
ethnological phenomenon of the urban setting. They appear and disappear in an instant,
but to those that see them (whether they like them or not) they bring color to the day
and potential of enjoyment in art, stimuli to thing about the messages and to find the
moment of respite and contemplation in monotonous and stressful life in the city. In a
hectic city environment there is a fast, explosive, adrenaline charged art, the only one
that gives the color to the gray of concrete and the filth of the streets.
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Jbupana Pagomesnh
Crpur apt beorpag

VICTOPUJCKA PACITPABA O ITOJABU U PA3BOJY TPA®UTA
Y BEOTPALTY O]I 1996. IO 2005. TOIVIHE

CaxeTtak: Y OBOM TeKCTY, Koju je ckpahena Bep3uja mMactep paja opbpameHOr Ha
Karenpu 3a ucropujy ymetnoctu ®unosodckor paxynrera y beorpagy 2005, poxy-
cMpanmu cMo ce Ha KynTypy rpadura. OBa kynTypa nojaBuia ce y beorpanpy cpe-
IVMHOM JieBefleCeTUX TOfMHA MPOLUIOT BeKa M OTajila Ceé pasBuUjaja Kpo3 YCIIOHE U
najoBe. Y pagny je IpefcTaB/beH HajsHa4ajHMjU (POPMATUBHY MIepHOf, TOKAIHOT Ipa-
¢uty nokpera. Ilojany cy IpUKYIUbaHM U3 MHTEPBjya ca JTOKaJTHUM LpTayuMa U
KpO3 YK/by4MBame y 6eorpasicky rpadutu cueny. Tako je ucTpakusambe, 3a1104eTO
U3 HO3MIj¥je UCTOPYje YMETHOCTY U aHa/IM3e BU3YETHNUX Of/INKa rpaduTut KyaType,
IIOCTA/I0 €THOJIOMIKO UCTPaXKMBabe CaBPEMEHOT Tpajja ¥ CYNKY/ITYPHOT yMETHUYKOT
nokpeta. Pesynraru cy mokasanu ja Ha 6eorpazickoj rpaduTy CLieHu I0CTOoje 3HaYaj-
He pa3/uKe y OfTHOCY Ha CIleHe JPYTHUX BeUKUX rpafosa. OBe pasnuke ocnefuiia cy
COLIMja/THOT, MOIMTUYKOT U €KOHOMCKOT KOHTeKCcTa y CpOuju KpajeM JeBefeceTux u
MIOYEeTKOM ABEeXM/bafUTUX TOAVHA.

Kibyune peun: ipaduitiu kynitiypa, cyiixyniaypa, ipag, beoipag
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Abstract: The article focuses on the early history of the graffiti movement in Belgrade.
Due to the lack of literature on the subject, it was necessary to conduct interviews with
several active graffiti writers at the period to construct this history, trace the major par-
ticipants, understand the techniques, styles, meaning, locations, and development of the
scene. New Belgrade’s Block 45 is widely recognized as the origin point of the movement,
yet other parts of the city have been taken into account, as the scene was spreading and
many local crews were forming. By 2003, the scene matured, producing several genera-
tions of writers and gained significant media attention, especially after several organized
graffiti jams and slow inclusion into the art establishment. From that period on, the au-
thor participated in organizing several graffiti jam festivals, and this article is providing
both organizational background and a discussion of their relevance and importance for
the Belgrade (and Serbian) graffiti culture.

Key words: Graffiti history, Graffiti jams, Belgrade, Meeting of Styles

Introduction: Sources and early history of the graffiti movement1

ntil the beginning of the 1980s, the graffiti movement was exclusively linked to

the USA. However, soon this movement took on a global character and spread

all over the world. The first stop was Europe, primarily Paris, Berlin, and Lon-
don. Why did this movement go beyond the borders of the USA? The culture of writing
one’s name is closely related, first of all, to the social situation and to the need of a gener-
ation to imprint its name, and its mark in history, and graffiti was recognized by a small
number of young people as precisely one of the ways to achieve this.

1 Stevanovi¢, B. (2013) Spoljni uticaji na grafiti pokret u Beogradu od 1995. do 2003. godine, BA
thesis, Department of History, Faculty of Philosophy, University of Belgrade.
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Due to the liberal policy towards the lifestyle and culture of the West, the graffiti
movement gained its followers in the Socialist Federal Republic of Yugoslavia, primarily
in Zagreb and Belgrade in the mid-1980s. In Belgrade, a crew of breakdance dancers
called FANTASTIC BOYS wrote the first graffiti RAP CITY CREW. Their work was fol-
lowed by a very young graffiti writer at the time, who still presents himself as JENS, who
managed, after the shutdown of the graffiti movement in Belgrade in the period from
1990 to 1995, to restore it and start the Belgrade graffiti scene that continues to this day.

We associate the beginning of the Belgrade graffiti scene primarily with the crew
FANTASTIC BOYS / RAP CITY CREW since they used both names. However, we have
little data for the period of the graffiti movement in Belgrade from 1984 to 1990. They
are mostly oral interviews collected by a graffiti writer named HOPE and based on them,
he compiled an article “Stara $kola Beograda” (Old School of Belgrade), which was pub-
lished in the first Serbian graffiti magazine, Balkan Round, in 2009.2

For the period from 1995 to 2003, an analysis of the interviews of graffiti writers who
marked that period of the Belgrade graffiti scene was used. Interviews were given by
DUBI, LEO, MSK, NEGRE, SUBZERO, ABS, COBES, SPIN, DULAIT, VLE and SEC-
TOR in the period from February 2001 to April 2002. The interviews were conducted
by Ljiljana Radosevi¢, a graduate art historian. The analysis was additionally complet-
ed with data from interviews with graffiti writers PANK, DEMON, HOPE, MISEL and
JUNK, which were conducted by the author of this paper in the period November to
December 2012. While PUNK and DEMON belong to writers who marked the period
covered by this work, HOPE, MISEL and JUNK represent a generation of graffiti writers
who, observing the aforementioned older writers, entered the world of graffiti at the end
of this period. Their recollection of the period is also very important because it gives us
an insight into the legacy of the graffiti movement in Belgrade. This insight allows us to
see if the new generations of graffiti writers in Belgrade had the same motives for writing
their alter ego all over the city or if they were some new reasons and motives under the
influence of new circumstances and events that surrounded them.

Graffiti movement in Yugoslavia 1984 - 1990

At the beginning of the 1980s, the Socialist Federal Republic of Yugoslavia (SFRY)
was a country that, apart from its socialist system, did not belong to the countries of the
Eastern Bloc.? The wave of hip-hop culture that swept Europe in the 80s also swept SFRY,
and two cities very quickly accepted everything that this culture brought with it, and that
included graffiti. Those two cities were Belgrade and Zagreb.

At the beginning of the 80s, the first crew was formed in Belgrade, which primarily
dealt with breakdancing, and then graffiti. The crew was called FANTASTIC BOYS

2 Hope (2009) Stara $kola Beograda / Old School of Belgrade, Balkan Round, Issue #1, Belgrade,

pp- 4-7.
3 See: Vucetié, R. (2012) Koka-kola socijalizam: Amerikanizacija jugoslovenske popularne kulture
Sezdesetih godina XX veka, Beograd, Sluzbeni glasnik, pp. 397-399.
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and was also known as RAP CITY CREW. This crew was created in Block 45 in the
municipality of New Belgrade. Block 45, in addition to its isolation from the city center,
working-class character, and proximity to the Sava river, in the following years became
known as the place where the first graffiti in Belgrade appeared.* Even today, this block
is an open air graffiti gallery and for every Belgrade graffiti writer, it is the place where
it all began. FANTASTIC BOYS crew consisted of Babug, Dela, Steva, Tic¢a and others.
It is an interesting fact that in 1985, at the breakdancing competition at the swimming
pool 11. April, they lost the finals to the group POGANI FANTASTICO. One of the
first graffiti of FANTASTIC BOYS crew was an octopus on the pavement of the Sava
river bank, followed by the graffiti RAP CITY and RCC on the nearby kindergarten in
Block 45. Their inspiration were music videos and the film Beat Street (1984) where they
saw graffiti for the first time. However, at the time, they did not understand that graffiti
represents individuals, nor did they understand the concept of tagging and spreading
their alter ego all over the city. That will happen in Belgrade only later. Inspired by this
graffiti, a kid who introduced himself as MISA, later JENS, drew? his first graffiti on the
river bank of the Sava River in 1988, thus becoming the graffiti writer with the longest
tenure in Belgrade.

At the beginning of the 90s, there were big changes that would affect the development
of graffiti in SFRY. The process of splitting the country began, which will be followed
by a bloody civil war. Graffiti in Belgrade has completely died out. Mass hysteria and
catastrophic political and social changes delayed the beginning of the development of
the graffiti scene in Belgrade for a later time.

Figure 1: SANE 751, 1999 (photo: Ljiljana Radosevi¢)

4 Hope, ibid, p. 6. Also see: Rado$evi¢, Lj. (2009) New York Graffiti in a Socialist Ghetto, Differ-
entiated neighbourhoods of New Belgrade, edited by Zoran Eri¢, Belgrade, Museum of Contem-
porary Art, pp. 160-171.

5 In Serbian, instead of writing graffiti (pisanje) we usually say drawing (crtanje).

6 Hope, ibid.
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Figure 2: PUNK, 1999 (photo: Ljiljana Radosevi¢).
Figure 3: SOTER, 2000 (photo: Ljiljana Radosevi¢).

Renewal of Belgrade graffiti scene, first writers and first crews 1995 — 1999

Martial law, sanctions, and the isolation of the Federal Republic of Yugoslavia (now
consisting only of Serbia and Montenegro) overnight fundamentally changed the lives
of all its citizens. The period from 1991 to 1996 is the darkest period both for the citizens
of this country and for its culture. In terms of culture, there has been a complete degra-
dation of the value system. However, in this entire cultural chaos, there was still a part of
young people who rejected the imposed value system and everything that that the offi-
cial system propagated.” Some of them listened to rap, punk, rock, hardcore, and techno,
but regardless of the musical diversity, they were unique in that they were rejecting the
system created by the state at that time. They were the vanguard of society and from that
vanguard came the first graffiti writers in Belgrade.

Due to the very difficult economic situation, a large number of people left Belgrade
and went to the West in search of a better life. In that wave of migration, JENS stayed
in Paris in the period from 1992 to 1993, just in the period when the Paris graffiti scene
reached its maturity which rekindled his interest in graffiti. It was probably in Paris
that he understood what it means to be a graffiti writer and what the graffiti movement
is in general. He returned to Belgrade in 1994 and decided to actively start writing
graffiti. JENS never jealously kept this knowledge to himself but tried to get others in-
terested in the graffiti movement. With BISA and BOSIC he formed the first crew BMB
(Bisa Misa Bosi¢) and they wrote their first graffiti Stuff in Block 45 where JENS lived.
That graffiti became very popular because it appeared in the videos of local rap bands,
such as Sunshine’s America Preview and Maddogz’s Freedom, as well as the background
of the show Rap & Soul at TV Pink. Some other graffiti appeared, such as Funk near
the Branko Bridge and another at Mostarska Petlja (Mostar interchange), the authors
of which are unknown. In Block 45, the character Bob Rock from the cult comic book

7 See: Gordi, E. (2001) Kultura vlasti u Srbiji: Nacionalizam i razaranje alternativa, Beograd,
Samizdat B92.
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Alan Ford was also drawn in 1995 by the graffiti writer Dr. QEE who quickly stopped
doing graffiti.®

In the mid-90s, a graffiti writer who introduced himself as COBESTA28, better
known as COBES and VIET, moved into Blok 45. He wrote his first graffiti in Novi Sad.
And he, just like JENS, was inspired by RAP CITY CREW graffiti. When he moved
to the neighborhood, he met JENS and the two of them formed the AGC (Anonimus
Graffiticus Crew). This crew is considered to be the first real graffiti crew modeled after
those from Paris and Berlin. Other writers MISE, KRCA, JOLE, JAMAS, and SANE 751
(later known also as JUICE, DUYS) also joined the crew. Interestingly, some members
were not from the blocks, as was the case with SANE 751 who lived on Leka’s Hill, and
the question arises how did they come into contact with AGC? We will remind you that
at this time there was no widespread Internet access and use in Serbia, and very few
people even had a computer. One of the possibilities was that if someone was interested
in graffiti, he could eventually hear by word of mouth that graffiti was being written in
Block 45 and that if he didn’t have an intermediary to meet their authors, he had to go
to Block 45 and look for them by himself. This just proves how much commitment and
interest some graffiti writers had in the graffiti movement.

SANE 751 met JENS when the latter was drawing an advertisement near the Techni-
cal School of Architecture at Vra¢ar municipality. SANE 751 saw graffiti as part of hip-
hop culture, unlike most other pioneers of the graffiti movement in Belgrade. Since he
was a strong admirer of that culture, graffiti and rap music immediately interested him
and he decided to present hip-hop in Belgrade through these two subcultural trends.’
Already in 1997, together with another writer called EVIL from Zemun, he was a mem-
ber and one of the founders of the hip-hop band FULL MOON. Their debut album Na
Nivou which came out in 1998 had a lot of influence on younger writers who listened to
hip-hop.

At the other end of New Belgrade, the HALLEY ZONE crew is being formed. It was
made up of NEGRE, SUB (also known as SUBZERO), and ABS (ABSOLUTE). Their
inspiration was the graffiti of COBES and JENS. The first graffiti they drew was KC rep-
resenting the initials of their first crew, KILLA CREW. NEGRE drew his first graffiti in
1997 in Block 23 inspired by the French film La Haine. He was also impressed by the
graffiti he saw in the German graffiti magazine Brain Damage.® Later, his younger broth-
er NECONE joined him in writing graffiti. At the same time, another writer DR LECO
appeared in New Belgrade. He was initially a part of the SCD crew (SCWAD Crew or
SCD), but since he was the only active member, he would later collaborate with artists
from HALLEY ZONE and other crews. HALLEY ZONE is very important for the devel-
opment of graffiti in Belgrade because they were the first to try to write more complicat-
ed graffiti, primarily characters.

8 Hope, op. cit.
9 Zupanc, G. (2000) Pec¢ina (documentary film), Dunav film and Art TV.
10 Radosevi¢, Lj. (2002) Interview Negre, conducted: February 2002.
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The graffiti scene was slowly starting to move across the Sava river to the old part
of the city. The 90210 Crew was formed in Dedinje neighborhood, and its members
were SOTER and PUNK. They saw graffiti around the city and interestingly the foreign
graffiti scene had almost no influence on their early start. PUNK heard about JENS and
COBES and met the latter during a series of parties at the Belgrade nightclub Akademija
(Academy)." They became friends very quickly because they were united by similar mu-
sical styles, the group of people they hung out with, and above all their attitude towards
the graffiti movement. SOTER and PUNK collected money for sprays during the week,
then on the weekend they would go to Block 45, where they were met with COBES and
write graffiti.'> The place where they met was the first skate shop in Belgrade, Star Child.
COBES worked in this shop and in general most of the graffiti writers came to Blok 45
at that time because there was also a paint shop nearby, and graffiti was mostly drawn in
that place. So we can conclude that Blok 45, and even more precisely the Star Child skate
shop, is perhaps the first writers’ bench'® in Belgrade. The graffiti movement in Belgrade
began unconsciously to establish some foundations that were characteristic of the graffiti
movements in New York, Paris, and Berlin.

Star Child was primarily visited by admirers of the skating subculture. One of those
skaters later became a graffiti writer from Zemun who introduced himself as DEMON.
Unlike others who in that period preferred writing in a simpler style and doing silver
pieces, he immediately wanted to do complicated graffiti with many colors."* His interest
in graffiti awakened the need to become very well informed about the graffiti scenes
abroad, and the graffiti writers from Germany (such as DELTA, DAIM and LOOMIT)
left a great impression on him solely because of the 3D form of graffiti, which none of the
graffiti writers in Belgrade used at the time. Under this influence, DEMON created his
unique and recognizable style on the Belgrade graffiti scene. Soon, together with DUBI
and MASK, he formed the first graffiti crew from Zemun called ZAS (Zemun Art Scene).

By 1999, more graffiti writers appeared from various parts of Belgrade who were
influential in the further expansion of the scene. First of all, it was LEO from the CO2
(Circle of 2) crew, CSAK and MSK who came from the city center, SPIN from Vidiko-
vac, FACE from Zvezdara, and many others. The emergence of new graffiti writers will
contribute to the fact that the graffiti movement spread all over Belgrade.

It is important to note under what conditions the scene continued its development.
Despite the NATO bombing of Yugoslavia in 1999, there were positive changes in the
local graffiti scene. First, the branded spray cans as well as special caps could not be
bought anywhere in Belgrade until 2002, when the Montana brand appeared. The graffiti

11 In that period, the cult Belgrade club was a gathering place for young people who listened to
alternative muic, such as punk, hardcore, and rock.

12 Stevanovi¢, B. (2012) Interview with Punk, November 2012, Belgrade.

13 Writers’ bench is the term used by graffiti writers to describe the place where the graffiti
community meets.

14 Stevanovi¢, B. (2012) Interview with Demon, November 2012, Belgrade.
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writers did not have a large selection of sprays and opted for Kenda Colors. In the spring
of 1999, Kim-Tec Colors sprays were introduced in the local market, which were much
better than Kenda Colors and were more affordable at the flea market in New Belgrade.'
Sprays were obtained in several ways. The best option would be if someone ordered
commercial graffiti for an advertisement and would buy sprays, and the graffiti writers
would always order a little more than they needed and take the excess for themselves.
The only possibility to get professional graffiti writing equipment was to buy it abroad."®

An additional external influence that shaped the Belgrade graffiti scene was through
magazines and films about graffiti that began to appear at that time. Brain Damage, Gra-
photism, Stylefile, and Concrete are just some of the numerous magazines that were pub-
lished all over Europe and found their way to Belgrade. The first two documentary films
about graffiti that appeared in Belgrade around 1997/1998 are Style wars (1983) and FX
(1998). Each one is important in shaping not only the Belgrade graffiti scene but also
other graffiti scenes all over the world.

Watching documentaries and technically perfect graffiti in magazines, writers real-
ized that to write perfect graffiti, they had to have and use different caps. They were usu-
ally brought from abroad and the writers shared them among their crew or sold them so
that only every other writer actually owned a pair of caps. The caps would be regularly
cleaned after painting by various methods and were so valuable because of the various
paint dispersal systems they possessed.'” With some of them, the paint could be applied
in broad strokes, which was ideal for painting large areas, and again they saved paint
(golden cap), while with others, thin lines could be drawn, which was ideal for framing
letters in graphite (skinny cap).

This first period after the renewal of the graffiti movement, which was marked by
the appearance of a large number of writers and the formation of numerous crews, was
concluded with the first organized graffiti festival called Graffiti Jam.'® Creating a festival
like this was just a natural course of events in the development of the graffiti scene and
it was held in the courtyard of the King Peter I Elementary School in the very center of
Belgrade, not far from the Academy club. The organizer was the civil association Post-
Pesimisti, backed by the Open Society Fund, which through SANE 751 reached out to
the best Belgrade writers and invited them to the festival.’ JENS, MISE, ABS, SANE

15 Kim-Tec cost 10 dinars (then 0.30 Euros) per can, and Kenda sprays cost 170 dinars.

16 Today in Belgrade there are several specialized stores where you can buy branded sprays and
caps for graffiti and magazines, such as Beowallz and Kobazz (Ko6as3) Skate Shop.

17 For example, today’s writers in Belgrade have bags full of caps, and after the writing is finished,
the caps are discarded if they become clogged.

18 Graffiti Jam is usually a festival where the best writers gather and draw on one wall with a
couple of guests from abroad. This festival is accompanied by a music program and advertising,
i.e. an invitation to visit the festival for all those who are interested in drawing graffiti in any way.
Such festivals and similar ones have a long history and have become an annual practice in all
countries that have a developed graffiti scene.

19 Stevanovi¢, Interview Punk, op.cit.
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751, COBES, MSK, FACE, EVIL, CSAK, NECONE, NEGRE, SUB, LECO, PUNK, and
JAMAS, all drew at the festival. Guests from Croatia, FUK and JEN, and three artists
from Slovenia (including Gorazd Prin¢i¢ and Rok Ogorevc) also drew at the festival. The
response of the public was more than positive because a large number of people gathered
in the schoolyard.”

Figure 4: Graffiti jam 1999 - JENS (photo: Nikola Radojc¢i¢).
Figure 5: Graffiti jam 1999 — Nebo (Nebojsa Savelji¢), SANE 751 (photo: Nikola Radoj¢i¢).

Figure 6: Graffiti jam 1999 - NEGRE, ABS, SUB (photo: Nikola Radoj¢i¢).
Figure 7: Graffiti jam 1999 - COBE, Smor (photo: Nikola Radoj¢i¢).

Belgrade Graffiti Movement 1999 - 2003

At the beginning of this period, graffiti was spread all over Belgrade, and a new
popular place for writing graffiti was the fence of the Jugopetrol refinery across from
Ada Ciganlija on Vojvoda Misi¢ Boulevard. This wall became the first Belgrade Hall of
Fame.?! In 1999, COBES came into contact with ASEM (aka KOBOLT, KOMA), a graf-
fiti writer from Germany of Serbian origin who was delighted to meet Belgrade writers
and offered a domain for a website on the Internet to promote the Serbian graffiti scene.

20 Ibid.
21 The Hall of Fame is a certain wall-place in the city that is legalized for drawing graffiti and the
best graffiti artists draw on it and the graffiti on that wall changes non-stop.
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Editing of this website is entrusted to NEGRE and NECONE (NEC).? The website was
called BGILLEGAL, and this was the name of the new graffiti crew, which consisted of
COBES, PUNK, SOTER, NEGRE, NECONE, SUB, ABS, LECO, DULAIT and ANGEL.
When BGILLEGAL was formed, it was not planned for the homogenization of the scene.

The website was a big step forward for the graffiti movement in Serbia because for
the first time, graffiti writers from all over the world could see graffiti from Serbia. The
Internet was slowly making its way into the homes of graffiti writers from Belgrade, or
they were visiting newly opened Internet cafes.”® The most visited website among Bel-
grade writers was artcrimes.com, where they could see graffiti from all over the world in
one place.”* New graffiti scenes were discovered, and among the most respectable writers
for Belgrade writers were the ones from Hungary, the Czech Republic, and Sweden, in
addition to France and Germany. However, some graffiti writers were against foreign
influences in the style of domestic graffiti writers. They believed that the Serbian graffiti
scene needed to create its recognizable style.”® Furthermore, the possibility for others to
become familiar with our scene was also a possibility for graffiti writers who draw on
trains to come to the city and create a problem for Belgrade writers with the public and
the authorities.” In Belgrade during that period, it was incomparably easier to write on
trains than it was, for example in Germany. There was not even a fence at the Belgrade
yard (temporary train depot near Gazela bridge, one of the favorite bombing sites for
Belgrade writers), let alone a video surveillance system and a special police unit that
dealt with graffiti on public transport.

BGILLEGAL crew existed in its full capacity until 2002 when COBES and PUNK
were the first to exit it. They decided to make a smaller but more coherent crew. They
gathered members who, in addition to writing together, shared the same ideals. That’s
how the AFO (Antifasisticka omladina, Anti-Fascist Youth) crew was born, and its mem-
bers at the beginning were COBES, PUNK, SOTER, DULAIT, MISEL, PEKMEZ (B&H/
Munich), and IMUN from Banja Luka.?” In 2001, the crew SDB (Seks Droga Bodiroga)*
was formed in Zemun, whose members were DEMON, SANE 751, DUBI, and RENZ.?

In the period from 1999 to 2003, more respectable crews and writers appeared who
marked this period or will influence the future. Apart from BGILLEGAL and AFO, an-
other crew whose quality was recognized was the LMC or MAC (Line Machine Crew).

22 Stevanovig, ibid.

23 Radosevi¢, Lj. (2001) Interview with Dubi, October 2001, Belgrade.

24 Radosevi¢, Lj. (2001) Interview with Spin, October 2001, Belgrade.

25 Radosevi¢, Lj. (2001) Interview with Cobesta28, March 2001, Belgrade.

26 Radosevi¢, Lj. (2001) Interview with Dulait, October 2001, Belgrade.

27 Stevanovi¢, Interview Punk, op.cit.

28 Alternatively, “Sluzba drzavne bezbednosti”. At the time Sluzba drzavne bezbednosti (Yugoslav
Secret Service) was a concept that, despite being long lost in history, appeared in public discourse
quite often. As a counterbalance, crew members decided to reference the despised abbreviation
with a popular song at the time by Inspektor Blaza and Kljunovi “Seks, droga, Bodiroga”.

29 Stevanovi¢, Interview Demon, op.cit.
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Its members were SECTOR, JESMA, and SNIPE.* Then appeared the crew from Mil-
jakovac called MSC (Miljakovac Style Crew), consisting of VLE, PACKE, and MISEL.’!
The graffiti writers of both of these crews were inspired by the graffiti of BGILLEGAL
and later AFO, and they also collaborated with them.*” In Zemun, writers WISE, KANG,
GEKO, and EGON appeared, forming the EZB crew (Ekipa Zemunskih Bombera, Ze-
mun bomber team), as well as PINKI who, writing together with another writer EAZY,
will become one of the most active graffiti writers on the Belgrade scene. Artist JUNK
appeared in the Pavillions of New Belgrade, and was initially inspired by the BGILLE-
GALL crew and DEMON graffiti he saw in his neighborhood.*® Block 45 was not far
behind; the Mecca of Belgrade graffiti got new graffiti writers such as DEXTER, DROPE,
NOIZE, NES, and HOPE. HOPE started writing back in 1998, but at that time he was
very young and just getting to know the scene; later on he became the principal archivist
of the local scene and its history.**

In this period, the Belgrade graffiti movement slowly began to take the shape of a se-
rious graffiti scene, as was the case earlier with cities such as Paris and Berlin. The scene
consisted of graffiti writers who had reached their zenith and were very active, followed
by new talented and interested generations of graffiti writers. All this made the Belgrade
scene very active in this period, and with that came public interest.

Figures 8-10: DUBI & D(E)MON, 42nd October Salon, 2001 (photo: Ljiljana Rado$evi¢)
The attitude of the public towards the graffiti movement in Belgrade 2000 — 2003

The graffiti movement in Belgrade spread very quickly at the beginning of the 21st
century. As the scene experienced some of its maturity, it led to the regular writing of
illegal graffiti on public transport vehicles in Belgrade and walls in the city center. The
trains were painted regularly from 1997 and 1998; Beovoz intercity train system began to
be drawn in 2000 and the first graffiti was done by PUNK, COBES, and SOTER.” They

30 Radosevi¢, Lj. (2002) Interview with Sector, April 2002, Belgrade.

31 Radosevi¢, Lj. (2002) Interview with Vle, April 2002, Belgrade.

32 Stevanovi¢, B. (2012) Interview with Michel, December 2012, Belgrade.
33 Stevanovi¢, B. (2012) Interview with Junky, November 2012, Belgrade.
34 Stevanovi¢, B. (2012) Interview with Hope, November 2012, Belgrade.
35 Stevanovi¢, Interview Punk, op.cit.
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were immediately followed by SANE 751 and DEMON. Graffiti on trolleybuses was
written even before 2000, but writing on trolleybuses experienced its expansion when
the trolleybuses garage of the city transport company burned down in a fire in the winter
of 2000/2001.*¢ Graffiti on trams started to be written at the same time and according to
the stories of older artists, writing graffiti on a tram was the most difficult thing at that
time because trams, unlike other public transport systems, were much better protected.?”

The city and the whole country in general were in transition and there were more im-
portant problems than graffiti on trains. For example, writers from that period testified
that in the yard in the early hours of the morning, they found smugglers tearing up the
upholstery in the train compartments and placing the goods smuggled in that way. Next
to them in the compartments of the parked trains were homeless people, as well as Roma
people who lived in a nearby shanty town. Writing graffiti on trains was not a game and
it was rare that a graffiti writer decided to go to the yard alone. If the police caught them
writing illegal graffiti, they would know to physically harass them, arrest them and leave
them to spend the night in detention.*

As for legal graffiti, they were immediately accepted by the public. They soon gained
attention by various newspapers and television. This is how the documentary Zid za
mene (Wall for Me) was made, which was broadcasted on Radio Television of Serbia in
2001/2003.* The show deals with graffiti history and terminology, and one of the narra-
tors are graffiti writers DEMON and FOLK (aka LEO) and Ljiljana Radosevi¢, a graduate
art historian. Radosevi¢ was the first to deal with the graffiti movement in Belgrade from
the perspective of art history and academia.

The artistic elite also noticed the graffiti movement in Belgrade. Thus, at the 42nd
October Salon in 2001, graffiti painted by DEMON and DUBI was exhibited. It is inter-
esting that no one contacted the aforementioned graffiti writers and asked them to paint
graffiti for the Salon, since they were not familiar with their identities. Before the Salon,
graffiti was painted on a metal fence panel at a construction site near Usce, and the selec-
tors of the October Salon, headed by well known artist Era Milivojevi¢, simply decided
to take that panel and transfer it to the second floor of pavilion Cvijeta Zuzori¢, where
part of the program was held. On the eve of the opening event, DEMON was informed
that his graffiti was on display, and the selectors of the Salon through other graffiti writ-
ers managed to reach him as one of the authors. He was invited to be a guest on the show
on Radio Television Studio B, together with Era Milivojevi¢.*

36 Stevanovié, ibid.

37 Stevanovi¢, Interview Demon, op.cit.

38 Radosevi¢, Lj. (2001) Interview with Leo, March 2001, Belgrade.

39 Fero, T. (2001) Zid za mene documentary show, RTS; EASY. (April 19, 2019) ZID ZA MENE
1 / 3 x GRAFFITI x BEOGRAD, Youtube, accessed June 6, 2024, https://www.youtube.com/
watch?v=9KLIT ZDKVKk.

40 Stevanovi¢, Interview Demon, op.cit; Rado$evi¢, New York Style Graffiti in a Socialist Ghetto,
op.cit.

[CyrTyPa




BOJAN STEVANOVIC

The end of this era was marked by the biggest graffiti jam called Nov Nacin - Nov Zivot
(New way - New life) supported by the Belgrade Summer Festival (Belef) in the summer
of 2003. Under the organization of Ljiljana Radosevi¢ and Marko Mileti¢ (Foto Comi),
and with the help of the graffiti writers SECTOR and ANGEL who were art selectors,
more than 20 graffiti writers were chosen to paint a large mural on the so-called Signal
building in Pop Lukina Street, as well as a large number of pieces on the fence of the
IMT factory in Block 60.* The writers were JUNKIE, PINKI, NES, HOPE, DEXTER,
NECONE, ABS, SUB, NEGRE, VIET, LEVIS, BENA, JUST, TIFUS, DOUBLE, PAFES,
PUNK, SOTER, PEKMEZ, THC, SEKTOR, NOIZE, SEC, DULAIT, MANO, and AN-
GEL (all from Serbia), LUNAR (Zagreb, Croatia), REA and ESH (Mostar and Tuzla re-
spectively, Bosnia and Herzegovina), TISH and SKEC (Budapest, Hungary). Not long af-
ter this festival, a certain number of graffiti writers stopped writing, creating a noticeable
gap, and soon new artists appeared on the scene who would carry the graffiti movement
in Belgrade forward in the years to come.

About graffiti jams

Graffiti jams are festivals which, as an unwritten rule, gather the best graffiti writers
at the moment to paint together, even if this is just the sole opinion of the author of this
article, who participated in organizing the majority of jams during this period of almost
10 years. The main motivation behind the organization of these events was for the graffiti
culture in Belgrade to get that last part of the puzzle which was previously missing so this
subcultural movement would get its final shape and meaning. Again, this is the author’s
personal impression.

The events in question are: Sabotaz jams in 2006 and 2007, Belef festival graffiti jam
in 2008, and Meeting of Styles jams from 2010 to 2013. The aim of the article is to try to
enlist most if not all of the participants, discuss the jams relationship with the scene, and
provide the organizational background. As in the case with any other event with more
than twenty people, the organizers were faced with numerous challenges and obstacles.
Some of them include: the selection of writers (the numbers are always limited by the
available funds), finding the desired locations, getting the necessary permits, marketing
and event promotion, fundraising and sponsorships (definitely the hardest part). This
part does not rely on many external references since the author was directly involved
in all of the events. The effort was made to be consistent and describe the events in an
objective manner; everything that was deemed more subjective was omitted.

Sabotaz graffiti jams 2006 & 2007

After the well-known New Way-New Life (Nov nacin-Nov Zivot) jam organized for
and supported by the Belef festival in 2003, the Belgrade scene went a bit silent. Some
of the scene pioneers from the period of 1995-2003 have become less active (example
of HALLEY ZONE crew), while some almost stopped painting for good (such as Block

41 Stevanovi¢, Interview Punk, op.cit.
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Figures 13-15: IMT Graffiti jam 2003. (photo: Marko Miletic¢)

45 writers and members of the SDB crew: JENS, MISE, MASKA, DUBI, among others).
Additionally, LINE MACHINE crew went almost silent, as well as the activity of some
writers who were not part of any crews, such as SPIN. In a way, there was a genera-
tional shift. Side by side some of the other 1995-2003 bearers (such as VIET, SOTER,
PUNK, DULAIT, MISEL, DEMON, EASY, among others) there were new writers who
were very active in this period, such as HOPE and NES from New Belgrade’s Block 45,
then JUNK, PRIME, SLOW and DEPSA from Zemun, TIMOR, EKO and CESTA from
Banovo brdo, DEROK, MASTER and WUNSTE from Lekino brdo, KLON and BAK
from Konjarnik, CRUEL from Miljakovac, DABL and OLI from Kanarevo brdo, LEON,
SARIN and GHOST from Vidikovac and many more, more or less active writers.*? This
whole new generation was profoundly influenced by the older writers and so the scene
continued with its uninterrupted development in the years to come.

42 For the early history of Belgrade graffiti, see: Stevanovi¢, B. (2013) Spoljni uticaji na grafiti
pokret u Beogradu od 1995. do 2003. godine, BA thesis, Department of History, Faculty of Phi-
losophy, University of Belgrade; Rado$evi¢, Lj. (2009) New York Graffiti in a Socialist Ghetto,
Differentiated neighbourhoods of New Belgrade, edited by Zoran Eri¢, Belgrade, Museum of Con-
temporary Art, pp. 160-171; Hope (2009), Stara skola Beograda / Old School of Belgrade, Balkan
Round, Issue #1, Belgrade, pp. 4-7.
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The new writers faced the same old recurring problem that gave headaches to the
older generation - the lack of quality painting equipment. During this period the brand
Montana started appearing in three paint shops in Belgrade, but the cost of one spray
can was so high that the cheaper Kenda Colors was still widely used, however just par-
tially satisfying the technical requirements, especially for the silver pieces. Still, writers
who preferred to do legal graffiti really felt the lack of a better and more economically
accessible spray. At that moment the social network Myspace was active, so the writers
used it as a platform to share their work and network with other writers worldwide. That
is how graffiti artist from Greece JOAN wrote to LEON as a representative of Greek graf-
fiti spray paint brand Sabotaz. LEON immediately connected her with Paja the skater,
the owner of skate shop Kobazz (Ko6a33). JOAN came to Belgrade in 2006, introduced
Paja with the distributor, and finally an accessible spray with decent performance found
its way in the local Kobazz shop.

SARIN convinced JOAN and the distributor that it would be a good marketing move
if they would allocate an amount of paint for a graffiti jam, to be organized by MDC crew
from Vidikovac (SARIN, LEON, PLASTIC, HONIC and SPAWN). And so they pro-
vided 150 spray cans and the organizers were set to find the locations and advertise the
event. SARIN’s and PLASTIC’s girlfriends at the moment suggested their high school,
“Sveti Sava” gymnasium. The location was ideal because it was centrally positioned, had
its own yard and adequate walls. SARIN contacted the school’s headmaster and she was
thrilled to have the writers paint their outer walls and inner yard fence. The organizers
wanted to boost the event by including an evening musical event during the jam. SKC-
Student cultural center’s small club was chosen as the venue and the program featured
rap performers Juice (SANE 751), Bad Copy, Skabo, Marcelo, Misterija Mikrofona, Biro
and drum and bass groups Codex and Elementz.

Everything was set in place and the promotion commenced. The first communication
channel was to create flyers which the members of MDC crew distributed for two weeks
before the jam in Belgrade clubs with hip hop and drum and bass parties, because the
graffiti jam target group attended these spaces and events. The second communication
channel was the press-radio, newspapers and televisions. The organizers sent emails to
relevant media which resulted in their appearance on TV B92.

The Sabotaz graffiti jam featured the following writers: BAK, CRUEL, DEMON,
EAZY, EKO, EKOS, GAUTAMA, HONIC, HOPE, JUNK, KLON, LEON, MISEL, PLAS-
TIC, PRIME, PUNK, RONES, SARIN, SOTER, and SPAWN. The attendance was great
in general, especially for the musical events. In the aftermath of the jam, one of the out-
comes was that a number of new and younger writers started making their first pieces,
while Sabotaz spray cans became the main tool for Belgrade writers.

The collaboration with Sabotaz brand continued in 2007, when another jam was or-
ganized in Banjica municipality’s elementary school “Filip Filipovi¢” The main organiz-
ers were LEON and Paja the skater from Kobazz, while the location was selected thanks
to LORTEK’s suggestion. Unlike the previous jam, there was no musical program and
almost no investment in marketing and advertising. Despite it all, this jam was also well
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attended. The participating writers were: BAK, CRUEL, DEMON, EAZY, EKOS, FIR-
MA, HONIC, HOPE, JUNK, KANG, KLON, LEON, LORTEK, MISEL, OLY, PLASTIC,
PRIME, PUNK, RONES, SICK, SOBEK, SOTER, and SPAWN.

Belef graffiti jam 2008

In late 2007, SARIN found an open call by Belef (Belgrade summer festival) on the
Internet, asking for proposals to organize artistic programs for the forthcoming festival.
SARIN conceptualized a desired graffiti manifestation, sent the application, and after a
few months was contacted by the artistic director Dorijan Kolundzija who accepted his
proposal.*® Since this time the graffiti jam was backed by the city as the main funder, it
was much easier to organize it. Finances were secured which enabled buying spray cans
and additional painting equipment, paying for plane tickets and accommodation for in-
ternational writers and musical performers. As there were enough funds, SARIN decid-
ed to invite two times more writers than in the last two jams, but that required painting
on two locations in the period of two days.

The first location was suggested by Belef — the fence surrounding the construction
yard in Kralja Petra street (now shopping mol Raji¢eva), while the second one was pro-
vided by SARIN. He contacted once more the headmaster of “Sveti Sava” high school
because their space satisfied all the necessary requirements. From the marketing stand-
point, Belef took over the promotion of the whole festival, including the graffiti jam,
under the direction of the PR Barbara Garcevi¢. LEON and Paja helped SARIN with
the organization. Unlike the previous years, Sabotaz spray cans in Kobazz shop were
replaced with brands such as Beat and Clash, which proved much better, but they were
still no match to premium quality Montana, MTN94 and Belton.

International writers who participated were: RUSL (Germany), EAZE, LOOFYA,
BACK, KONGO, JUAN (France), SMACK, KAZER, MOSK (Croatia) and NEMO (Bos-
nia and Herzegovina). Local writers were: PUNK, SOTER, MISEL, LORTEK, SICK,
SOBEK, SANE 751, SLOW, DEPSA, KLON, BAK, CRUEL, PRIME, ITU, PROE, DESK,
MAMBO, PIROS, BRADA, HONIC, OPTIMUS, POLX, LUCK, EAZY, RONES, AN-
GEL, JUNK, RISK, EKOS, DEMON, SARIN, PLASTIC, SPAWN, AIR, SPECTRE, MIST,
MUPOK, TIGAR, EKO, HOPE, and CASH. This might have been one of the most at-
tended festival manifestations since during the jam there were so many people visiting
the high school yard there was little space to move at all.** Several factors influenced
this opinion: the graffiti scene at the period was at its peak, the festival had great media
coverage, the funding made the organization smooth, and there were no restraints in
providing the amount of sprays nor the number of writers to paint.

43 See: Kolundzija, D. (editor, 2008), Belef08, Beograd: Belef centar.

44 Part of the atmosphere can be seen here: urbanrootsmag (2013) BELEF 2008. Graffiti part,
2. January 2013, 1. July 2024, https://www.youtube.com/watch?v=dD99aD93TI0. Also see:
Jovanovi¢, T. (2008) Umetnost grafita: Organizovano crtanje, Vreme, 14. August 2008, 1. July
2024, https://old.vreme.com/cms/view.php?id=693048.
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Meeting of Styles Belgrade 2010

One year after the organization of the largest graffiti jam so far under Belef’s support,
when the city turned to large-scale mural project led by Kiosk collective and graffiti was
not in focus in 2009. The same year the first Serbian graffiti magazine Balkan Round was
published. At the promotional party of the first — and as it turned out the last - issue,
SOTER and SARIN came up with a plan. SOTER suggested organizing the first Meeting
of Styles in Belgrade. International Meeting of Styles (short MOS) is an international
network of graffiti writers and artists launched in 1997 in Wiesbaden, Germany.* The
festival’s concept is the following: anyone who wants to organize a MOS in their city can
apply and get a permit from the organizers. In the earlier days the organization would
send spray cans, which used to be a great support for any local organizers of graffiti jams.
However, in the late 2000s, the organization slowed down, and they could not provide
neither the amount nor the quality of spray cans as before.

Nevertheless, SOTER and SARIN, together with Nebojsa Petrovi¢ from IDE Group,
decided to organize the first MOS in Belgrade. This was very important for the affirma-
tion of the Serbian scene abroad since this graffiti jam concept is among the most rec-
ognized worldwide. MOS organizers gave the permit and so Belgrade found its way into
MOS official calendar. Additionally, they promised and delivered 150 sprays of Ameri-
can brand Bluebarry paints, which was just coming up in the global market. The amount
was not enough to cover all the participant’s needs, and there was a lack of funds to pay
for transportation and accommodation for writers from abroad, as well as other ex-
penses. Local organizers turned to the city’s open call for artistic projects for additional
funding which they received and all means for realization were secured.

For the location of Meeting of Styles two locations were selected: the wall of the Insti-
tute of chemistry, technology and metallurgy facing the park at Slavija square (popularly
called Miticeva rupa), and the famous concrete fence of the Industry of Machinery and
Tractors (IMT) in New Belgrade. The institute’s wall was a long-held dream of many
writers because of its premium location and the mural would be seen both from Slavija
and Beogradska street. However, no one ever asked for painting permits. SARIN did
not even know his father, a PhD in technical science, was the institute’s associate. Upon
realizing it, SARIN asked him to contact the institute’s management and have a meeting
with them. After presenting the mural draft and overall plan at the meeting, the permit
was secured. The IMT wall is significant because it became the second Hall of fame in
Belgrade which features the best writers in the city. When the first Hall of fame, the Ju-
gopetrol fence at Ada Ciganlija was torn down, the IMT wall was the only official one
remaining at the time. To receive permits, the organizers contacted the city municipality
of New Belgrade which gave their support.

Aside from the aforementioned Bluebarry spray cans, the organizers also obtained
brands Ironlak from graffiti shop TOK and Beat and Clash from skate shop Kobazz. Part

45 See: https://meetingofstyles.com/about-us/ (accessed 1. July 2024).
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of the sprays was the shops’ sponsorship while the other part was secured through the
city’s open call. Lime, scaffolding, poster print, travel and accommodation of interna-
tional writers were also covered by the modest budget the organizers provided. Speaking
of marketing, a number of posters were printed to be posted throughout the city. At
the time Facebook became popular, so the organization relied on the social network to
advertise. Unfortunately, the attendance was much lower when compared to the Belef
graffiti jam from 2008.

The writers who painted the institute wall were: ARSEK, ERASE, and FOUR PLUS
(Bulgaria), STAN and MAX13 (Russia), RUSL (Germany) and local writers CASH, DE-
MON, EKOS, HOPE, JUNK, LEON, MARG (Marggg), MLK, PIROS, PUNK (Pank),
RONES, SARIN, SOTER, FON DACH and WUNSTE. IMT fence was painted by LU-
NAR, SMACK, KAZER and AGIOS (Croatia), POK and NOTME (Finland) and lo-
cals ANGEL, BAK, BEST, BOLERO, BRADA, DEPSA, DEROK, JENS, JUST, LEMON,
LOCK, LORTEK, MUPOK, OPTIMUS, QUIZ, PRIME, RAGE, RIKS, SANE (SANE
751), SICK, SLOW, SOBEK, TAZ, TKV, VIET, and ZULUM (Zooloom).*

Meeting of Styles Belgrade 2011

After the first successful MOS in Belgrade, the same organizers decided to realize
another festival the very next year. They submitted a project for the regular, annual open
call of the Secretariat for Culture of the city of Belgrade. However, the city provided
them with 50% less funds than the year before. As MOS 2010 was held together with
a very tight budget, the organizers thought they were in trouble. However, IDE Group
managed to get Naftna Industrija Srbije’s sponsorship and so cover part of the expenses
(spray cans and scaffolding). The desired wall was at the elementary school “Stari Grad”
in Dor¢ol. The school’s head master was thrilled with the idea to have the whole yard
filled with murals.

And so the base was set for the upcoming MOS, but the organizers already felt it will
be difficult to obtain minimum funding for this kind of manifestation in the future if
they rely on the same funding scheme and the national and city open calls. Because of
a difference of opinions in creating the selection of writers, SARIN decided to leave the
team three weeks before the event. WUNSTE and MARG (also MARGGG and MARGE)
joined the organization bringing some new, fresh energy to the team. By their merit,
aside from the jam, a competition in breakdancing was also organized. When it comes
to participating writers, the following took part: locals ANGEL, ARTEZ, BAK, BRADA,
CASH, CRUEL, DEMON, DEROK, DOCTOR, FOCUS, HOPE, JUNK, EKOS, LEON,
LOCK, LORTEK, MARG (Marggg), MLK, PIROS, PRIME, PUNK, RAGE, RIKS, RISKY,
SARIN, SICK, SOBEK, SOOMER (Sumer), SOTER, SPLIF, TAZ, TOYOTA, WUNSTE,
and YAKUZA, then MAX13 and STAN (from Russia), NOIR (Austria), SCHIL and
BACON (Italy), and ARSEK, ERASE, NASIMO and MR. NAO (Bulgaria).”’

46 MoS (2010) 27-29 August 2010, Belgrade (Serbia), 27. August 2010, 1. July 2024, https://
meetingofstyles.com/27-29-august-2010-belgrade-serbia/
47 See: Stan One (2011) Meeting of Styles. Belgrade, 2011., 5. September 2011, 1. July 2024, https://
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Meeting of Styles Belgrade 2012 and 2013

The newly formed MOS organizational team (SOTER, WUNSTE, MARG, ARTEZ,
and FON DACH from IDE Group) moved forward to organize another jam in 2012.
However, and somewhat expectedly, the funding was even lower then the year before,
but they managed to gather enough funds to set the scaffolding and buy the spray cans.
The location of the jam was the First Belgrade High School in the Dor¢ol area again. The
permit was secured from the school’s headmaster thanks to WUNSTE and MARG.*
Just like the previous year, Beogradizacija Beograda initiative also supported the jam.
The jam also featured a competition in breakdancing. The participating writers were:
ARTEZ, BRADA, HOPE, JUNK, MARG, MLK, PIROS, RAGE, SOTER, WUNSTE, and
STAN (Russia).

Despite the difficulties, the organizers decided to have another MOS in 2013. This
time, any financial support by the city was omitted, and the organizers were negoti-
ating commercial sponsorships. However, due to the poor feedback, ARTEZ decided
to hand over his previously arranged mural spot at a residential building in Dorc¢ol’s
Visokog Stevana street for the forthcoming MOS, in agreement with the building’s ten-
ants. ARTEZ’s scaffolding and spray cans were allocated to the Meeting of Styles’ mu-
rals.* At the same time, the organizers secured the IMT wall again, so this MOS was
again taking place in two locations. The participants were: AITH, ARTEZ, BEST, BRA-
DA, CHENIPE, EKOS, JUNK, KALMS, LOCK, LORTEK, MARG, MASTER, MONS-
TA, NARIS, NSI, PIROS, RAGE, SARIN, SOOMER, STEPHANIE, TKV, WUPER, and
XYMO. IMT featured: BOLERO, DEMON, ENOSTER, FOKS, GATE, GEARS, GUA,
NATU, NES, NOKS, PAYO, PONE, RULE, SILE, SOTER, TAZ, TOKYO, VITEZ, WUN-
STE, YAKUZA, and ZOOLOOM.*

When it comes to the artistic concept of these festivals, the organizers were not think-
ing of setting any topics in advance. And so, the 2006-2010 jams were freestyle. In prac-
tice, that meant every writer had their piece of the wall/fence, 6-8 spray cans, and could
express themselves and paint whatever they wanted. Naturally, some used the oppor-
tunity to paint their tag or character, their street stylistic trademark, and by doing so
add an extra layer of affirmation to their alter ego on the scene. In fact, that’s what the
organizers had in mind from the beginning. From 2010 and faced with the first larger
wall, there was a need for a more complex production, merging several graffiti letters and
characters into a whole with background, and that’s how thinking about a topic came to
be. It was also conditioned by the color palette the organizers had access to. However, the
topics were developed just a few days before the jam, except for in 2013 when ARTEZ
came up with the idea and mural draft in Dor¢ol sometime prior to the jam.

www.flickr.com/photos/stan1/6115026581; MoS (2011) 26-28 August 2011, Belgrade (Serbia),
26. August 2011, 1. July 2024, https://meetingofstyles.com/26-28-august-2011-belgrade-serbia/
48 Stevanovi¢, B. (2024) Interview with Wunste, 1. May 2024, Belgrade.

49 Ibid.

50 MoS (2013) 21-23 June 2013 - Belgrade (Serbia), 21. June 2013, 1. July 2024, https://
meetingofstyles.com/21-23-june-2013-belgrade-serbia/.
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Figure 17: Meeting of Styles, Belgrade, 2013 (photo: Ljiljana Radosevi¢)
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Conclusion

With its early steps in the mid-80s, the graffiti movement gained traction in Bel-
grade from 1995, when JENS came back from Paris and started forming the first crews
and supported teenages in New Belgrade’s Block 45 who would eventually form the first
graffiti generation. The later generations spread graffiti throughout the city, and in 1999
introduction of cheaper spray cans enabled more production. The same year marked the
first graffiti jam, and there were more to follow in the consequent years. In early 2000s,
Belgrade and Serbian writers gained extra visibility through the first website dedicated
to graffiti BGILLEGAL. This first wave of writers started to wane in 2004, when other
artists and new graffiti writers took over and started developing the scene in different
directions.

The graffiti movement in Belgrade was shaped by the foreign influences from the
USA and Europe, just like in many other places around the world. It started mostly with
popular hip-hop and graffiti movies and music in the 1980s, when the first writers left
their short mark in the city. But from the 1990s, a young group of Belgraders accepted it
as a means to express the hardship they lived through during the decade. The local writ-
ers developed their own original styles which enabled them to gain respect from other
graffiti scenes in Europe. This is further emphasized by the fact that after the sanctions
and Yugoslav civil war, artists from abroad have been a continuous part of various events
and the scene starting from 1999.

When it comes to graffiti jams, what have these events meant for the scene? Aside
from the organizers need to affirm the local graffiti scene, particularly through the
Meeting of Styles, it is important to state that in the period between 2006 and 2013 there
were new writers who had the possibility to see live and in one spot other experienced
writers and network with them. That aspect was missing in the in-between generation
after the pioneers during the period 1996-2003. The expansion came at the right time,
together with more quality sprays and caps, brands and shops, which enabled a faster
development of the Serbian graffiti scene, as well as the emergence of quality writers and
muralists of the new generation.

However, in the background of this story about the graffiti movement in Belgrade,
there is always the following question: why did certain young people from Belgrade
during the social and economic collapse of the 90s decided to use graffiti to gain visibility
and resist a destructive value system dictated by the official political and cultural elites?
The answer might lie in the very definition of the graffiti movement by photographer
Henry Chalfant, one of the makers of the seminal Style Wars documentary on New York
graffiti. He defined the writers as a group of youngsters who surmounted the imposed,
handicapped social standards and tried to break from anonymity of their time.” This
resonated with youth from all around the world who identified with the graffiti culture
and developed their own scenes, such as the one in Belgrade.

51 Chalfant, H. and Silver, T. (1983) Style Wars, PBS.
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WRITING MY NAME: TPAOVITU ITOKPET ¥V BEOTPALLY 1984-2003.
M TIPMYA O ITPAOVITHU ITEMOBMMA 2006-2013.

Caxerak: AyTop ce (oKycupao Ha IOYeTKe M MCTOPUjy IpaduTy HOKpeTa Y
Beorpany. 360r HemocTaTKa IUTepaType, OUIO je HEONXORHO CHUMMUTH MHTEPBjye
ca HEKONMIVHOM aKTMBHMX I[pTaya fia O} ce 0Ba MCTOpMja YOIIIITE ¥ HAIMCAIA,
U3MMCTANM TJIaBHY YYeCHMIM Ha CIieHU, pasyMere TeXHMKe, CTUIOBU U 3HAYEHE,
IIpefiCTaBuIe JIOKAllVje ¥ TeHepalHo pas3Boj caMe cieHe. HoBobeorpazncku biok 45
ce TpafYILIMOHAIHO y3MMa Kao IMOYeTHA TaukKa IpauTy IOKpeTa ¥ jefHa Off IPBUX
TPajCKIX ,MeKa”; y3UMajy ce y 003up U Apyre TOKaljyje Koje Cy aKTUBUpPaHe IpemheM
rpa¢uTH KyIType IO Tpafy, popMupare MHOTUX eKMIIa/KpyoBa (crews), capajima
usmebhy camux rpadurepa. HakoH moueTHMX KOpaka M MajoOpOjHUX IpuMepa
TOKOM CpefyIHe OcaMfeceTux, rpagurtu mokper fobuja Berap y neba op cpemune
IeBeleceTUX Kajia je popMmpaHa CTabuUIHMja M KOHTMHYMpaHa ciieHa. KparkoTpajHa
Tmaysa y pajly MHOTMX JIOTalallllbyX rpadurepa HacTana je 2003, a gorap je cieHa
caspera, Ipou3Besa HEKOJIMKO TeHepanyja rpadurepa 1 fobuna sHadajHy MeUjcKy
naxmy. Tome cy Takobhe mompuHenu opraHusanyja HeKOIUMKO rpadpuIy reMoBa of
1999. ¥ mOCTeNEHO YK/byuNBatbe rpaduTa y 3BaHNYHN YMETHUYKM CBET. Y JPYroM
Hely wWIaHKa ayTop muie o rpaduru yemosuma (graffiti jams), pecTuBamckum
OKyIUbamblMMa Off BeIMKe BaXKHOCTY 3a PasBoj, 3PENOCT ¥ BUI/BUBOCT Ipaduty
ClLieHe, Kao ¥ NpUIMKaMa 3a yMpe)xaBamwe rpadurepa u HOBy mponykuujy. [lemosu
MMajy HOTeHIVjal ja MHCIMPUIILY MJIaje M HOBe rpadurepe u fajy uM MoryhHocT
Ia BUJie ¥ YIIO3HAjy CTapuje, aKTUBHE U peleBaHTHe rpaduTepe Ha CLeHM Ha jeTHOM
MecTy. AyTOp je yu4ecTBOBao y opraHusanuju 6pojHux ¢ectupana usmehy 2006. n
2013. ropuse, yxkpy4yjyhu Sabotaz Jam, niemose Ha ¢ectusany BE/IEQ u Cycpeii
cimunosa (Meeting of Styles). IlpencraB/beH je KpaTak Iperjef lleMOBa, HUXOBa
OpraHy3allMOHa IT03a/1Ha M 3Ha4aj 3a 6eorpaficku (M CPIICKM) rpadpuTy MOKpeT.

Kipyune peun: beoipad, ucitiopuja ipaguitia, ipagduitiu yemosu, Meeting of Styles
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Abstract: Doctoral art research project City and a Painting - the Importance and Role of
Painting in Public Space considers the topic of possible roles of painting interventions in
public space through theoretical research based on the analysis of already existing inter-
ventions in the area of the inner center and several remote Belgrade settlements. This
interdisciplinary project seeks to categorize representative examples of different types
of interventions based on their function, in relation to the artistic, social, political, and
context of relations with institutions. The research has led to the conclusion that Belgrade
owes not only the rich diversity of painting interventions to artistic activity at different
levels, but that the use of painting stimulated by non-artistic motives, which vary from
simple commercial promotion to ideological propaganda and hate speech, is also hugely
represented, thus confirming the relevance of the image in the public space of the con-
temporary city.

Key words: painting, public space, mural, street art, graffiti

Introduction: About the Methods'

his project thesis was defended in 2018 at the Faculty of Applied Arts in Belgrade,
and this text represents its reduced version. In its original form, the doctoral rese-
arch consisted of a research (theoretical) part and an artistic (practical) segment,
the latter of which is excluded from this text. The research consists of the categorization
of representative examples of different types of interventions based on their function, in
relation to their artistic qualities, social, political and the context of relations with insti-
tutions. The research as a whole is interdisciplinary, based on field research and various
methods of theoretical research. The material gathered from the summer of 2013 to the
summer of 2017 is categorized based on parameters that are not primarily based on

1 Danilovi¢, A. (2017) Grad i slika: Znacaj i funkcija slikarskih intervencija u javnom prostoru,
PhD dissertation, Univerzitet umetnosti u Beogradu, Fakultet primenjenih umetnosti.
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visuals or aesthetics, but based on their content, i.e. meaning within a specific socio-
spatial context, which is a key factor in understanding the function of specific work. In
addition to the analysis of their visual qualities, works are subjected to analysis from the
standpoint of its non-artistic characteristics, relevant for a specific example (time of cre-
ation, place, author), the socio-political and cultural context of their creation, and then
grouped with other interventions carrying similar meaning, from where conclusions
about their function are drawn. The grouping and conclusions are based on a theoretical
method that is based upon an interdisciplinary approach and relies on social sciences
that are relevant for specific examples, but also on media reporting as a source in a spe-
cific context and inductive-deductive method. The interview was deliberately omitted.
The nature of street art and painting in public space is anti-discriminatory and implies
direct communication with the observer and the absence of interpretation, therefore the
involvement of mediators or interpreters (curators, institutions, authors) in the context
of this research, seems to be contradictory with the very nature of interventions in the
public space.

The starting point of the research is centered around the question What is the role /
function of the painting in public space? or - What is the purpose of the painting in public
space? Permanent placement of painting in space that people use every day imposes the
painting as a factor of shaping the space, forming the very impression of it, but it also
serves as a means of transmitting information indirectly — as a means for influencing
and shaping opinions. The key points of this consideration are public space - its comple-
xity and indispensability, the institutions that manage it, and the need to intervene on
public walls.

Public Space, Institutions, Painting

The goal of leaving pictorial traces in public space, whether monumental in size or
interventions of negligible dimensions, exceeds the mere need to aestheticize the public
space and connects the visual effectiveness of the image with the possibilities its uncen-
sored visibility in public space unlocks, placing it in a far more complex constellation.
This creates a wide field of possibilities of using and misusing the painting on various
levels. The modern city and contemporary society, whose functioning is based upon sets
of established norms, rules, laws and sanctions for their violation, recognizes and seeks
to regulate and channel apparent human need to intervene on the walls using painting,
through the concept of art in the public space. However, the fact remains that painting
and aestheticization are not the only goals of pictorial marking of public space.

Defining the concept of public space is not a simple task, because it is extremely com-
plex, conditioned by a multitude of different factors as well as it is crucial for different
spheres of human activity. However, my goal is not to settle on a single definition, but to
set a theoretical framework based upon the requirements of this research that will serve
as a tool to understand the pictorial content that we find on the city facades.

To define the concept of public, it is necessary to define its opposite, that is, the con-
cept of private, intimate or personal. This distinction will serve as a starting point for

[CyrTvpa




CITY AND A PAINTING - THE IMPORTANCE AND ROLE OF PAINTING IN PUBLIC SPACE

building the foundation of some of the key characteristics of public space that are impor-
tant for the specific research. Personal, intimate and private are constructs that can serve
as the opposite of the construct of public, and thus enable us to perceive and establish
boundaries of what we intend to define from several relevant standpoints. Linguistically,
the term personal, among other things, is:

a. one that refers to a particular person, person, own, private, personal - interest, card,
ruble, property, doctor; b. relating to one’s own personality, which stands out from the com-
mon, based on something of one’s own, private - sacrifice, diagnosis, trust, personal rea-
soms, aspiration; and the term public as undisguised, known, 2.a., which anyone can attend;
b.which is intended for everyone - library, local, v.that took place in front of everyone -
scandal;3.a.relating to society, socially significant — works, interest.”

From the ownership standpoint, the correlation between private (property) and public
(space) is delimited by the existence of the concept of ownership, i.e. the legal right of an
individual to control or decide upon a certain space. Based upon this, a public space is
one that is not owned by an individual i.e. one that is public or common good; the one
that is used by the wider community.

Article 10 of the Law on Public Property of the Republic of Serbia defines common
goods in general use as follows:

Common goods, in the sense of this Law, are considered to be those things which, due to
their nature, are intended for use by all and which are as such determined by law. Everyone
has the right to use common goods in the manner prescribed by law, i.e. by a decision of an
authority or legal entity to whom such goods have been given for management.’

Theoretician of urbanism and architecture Ali Madanipour conceives the analysis
of the relationship between private and public spaces by grading them based upon the
criteria of autonomy and inviolability, exposure and intensity of social interaction. Gra-
dation begins with the only completely intimate and inviolable space called the inner
space of the mind, which is followed by the space of the body that directly interacts
with the surrounding world. The size of the socio-psychological space or bubble that
surrounds the body is dictated by social and cultural norms. He proceeds by conside-
ring intermediate values such as home and neighborhood, spaces of social encounters
and ends with impersonal public space of the city.* Particularly interesting for us are
the intermediate values, “semi-public” spaces, overlaps of personal and public, such as

2 Byjanuh, M. u fip. (2007) Peunux cpiickoii jesuxa, Hosu Cap: Maruua cprncka 497, crp. 1034.
3 3axoH o0 jaBHOj cBojuHM , “Cnyx6enn rnacuuk PC’, 6p. 72 ox 28. centembpa 2011, 88 of 6.
oktobpa 2013, 105 op 3. okTo6pa 2014, 104 oz 23. meuembpa 2016 - fp. 3akoH, 108 o 29. gerem-
6pa 2016.

4 Madanipour, A. (2003) Public and Private Spaces of the City, London: Routledge.
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neighborhoods, exposed facades of private buildings, passages connecting residential
buildings and such.

Based upon all of the above, the term public space within this research and further
text will refer to the (physical) space of the city that is (physically) accessible to every
member of the wider community, while neglecting the ownership of the object, except
in cases where the presence of pictorial intervention in a particular place is conceptually
and semantically connected in some way with ownership.

Describing the nature of street art, Martin Irvine uses the phrase regimes of visibility,
explaining the influence of various institutions on regulation of visibility (of painting)
in public spaces.® Irvine sees these positions as positions of competing; street art with
visibility regimes embodied in law and system of government on the one hand, and the
regime of the world of art and ruling aesthetics on the other. Irviin recognizes the rules
and restrictions imposed by both regimes as a systematic aspiration to determine and
control who deserves and what has legitimacy (and where) to be visible and seen, and
who (and what) will be labeled as a mere noise of the city life.

Understanding the level of “monopoly” over public space is significant because it
helps deepen the understanding of paintings in public space. The first level refers to
jurisdiction over the usage of common (city) goods, i.e. public space. An illustration of
this type of monopoly over a common area is, for example, locking the gate of a park at
certain times of the day. Thus, the time of stay in a common area is systematically limi-
ted, and violations of the rules are sanctioned. Same principle applies here - intervention
on the wall is permitted with the appropriate permission of the managing institutions
or are banned altogether, and self-initiated intervention is sanctioned. Louis Althusser
defines this branch of organization of society, of maintaining the given models of functi-
oning under the threat of sanctions, as an apparatus of coercion. °

The second level of the visibility regime refers to the criteria established by cultural
institutions and art theory, by which something is recognized or not recognized as a
work of art. In relation to this level of monopoly, certain forms of action in the public
space are recognized as artistic, as opposed to vandalism or kitsch, and as such they are
granted their presence and visibility in public space.

The simple division between art and vandalism, perceiving institutionally supported
and legally recognized painting as an artistic activity, and intolerance towards any other
model of action labeling it as vandalism, is not legitimate from the art theory point of
view. This does not mean that every institution-sponsored intervention is artistic - on
the contrary. In addition to institutionally supported, no less valuable is non-institutio-
nal, illegal and subversive artistic activity. The problem of defining concepts and distin-
ctions between public (representative, institutionalized) and street art is complex, and

5 Irvine, M. (2012) The Work on the Street: Street Art and Visual Culture, The Handbook of Visual
Culture, edited by Sandywell, B. & Heywood, I., London and New York: Berg, pp. 235-278.

6 Altiser, L. (2008) Ideologija i drzavni ideoloski aparati, Studije kulture, edited by Pordevic, J.,
Beograd: Sluzbeni glasnik, pp. 143-147.
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the question of the legitimacy of their presence in the public space cannot be explained
by the division into institutional / non-institutional, i.e. legal / illegal.

Defining street art, Alden Riggle emphasizes the use of public space as an artistic
resource and an integral part of work, thus placing in this category exclusively those
works for which the part of the space in which they are located represents a building ele-
ment (in the conceptual and physical sense), for which any displacement from a specific
spatial context would mean complete disempowerment.’

From the overlap of Riggle’s and Irvine’s views, public and street art could be defined
as following - works of art that are placed in public space, with the support of institutions
and the permission of the regime of visibility, that are to a certain extent conceptually
dependent on public space, and that serve as a representative of the dominant cultural
and ideological trends, fall into the corpus of public art. Works that arise without institu-
tional support, and beyond the limitations of the visibility regime, by the initiative of an
individual or group, that are of limited durability and for which public space is an indi-
spensable material or artistic resource and integral part, belong to the corpus of street art
practices. Nevertheless, even this formulation, in relation to the conservative division of
mural = art — grathiti = vandalism requires further clarification.

The term graffiti is what causes confusion, and in common communication it impli-
es a spectrum of different actions — from mere writing of a message on the wall, to
murals executed by aerosol. Terminology of street artists and art theory uses graffiti
as a term that refers to typographic works, in a visual sense defined by a certain wri-
ting style. Graffiti relies on the use of aerosols, but also on the use of fagade paints and
rollers. Graffiti is therefore a narrower and more concrete concept than the concept of
street art, determined by different practices of action, different goals, explained by a dif-
ferent internal terminology and valorization of works.® Early graffiti-movements from
the 70s and 80s of the 20th century, set the foundation for street art. The opening of the
doors of New York’s alternative galleries to graffiti artists was also the opening of doors
that led to the formation of the first generation of street artists who found themselves
between the legacy of graffiti in terms of the subversiveness of the very act of self-initi-
ated drawing on the street, references to earlier artistic movements and authentic arti-
stic languages. Confusion in the separation of the terms mural and graffiti is partially

7 Riggle, N. A. (2010) Street art: The transfiguration of the commonplaces, The Journal of Aesthe-
tics and Art Criticism (Volume 68, Issue 3), pp. 243-257.

8 Grafhiti subculture valorizes, evaluates and relates to works in different ways than it is the case
with any other practice of expression through painting. Hierarchy and gained reputation among
writers and groups, territory, complexity of work, and their gradation in terms of - what can be
overwritten with which based on the complexity of work (more complex and demanding forms
can cross over the less complex ones) — these are some of the key places of this practice. Some of
the main types of graffiti are: tag — the signature of a writer which stands as an independent work,
and the goal is to mark as much territory as possible with his signature; throw-up - a signature
consisting of a contour line or contour line and one color with which the inner surface of the
letters is filled; piece (short for Masterpiece) — a work (letter) consisting of at least three colors.
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caused by the use of aerosols, because spray is traditionally associated with graffiti and
vandalism.’

Many muralists, whether working under the auspices of institutions or on their own,
often use aerosols. A painting or drawing tool or medium itself is not a relevant distin-
guishing factor here. It is often not even possible to tell which painting materials have
been used on specific murals. Mural as a discipline of applied arts and a form of public,
representative art is created with the cooperation and support of institutions, and street
art and graffiti are created as subversion in relation to institutions. However, among the
works created within the category of street art, there are works that are no less murals
in a formal sense. Therefore, one can talk about the distinction between legal and illegal
murals in terms of ways, reasons and motives for the creation, and even the durability
and inviolability of works, but not in terms of the very nature of the art form. The mural,
therefore, as an artwork, whether it is part of institutionalized artistic practices or street
art, constitutes a separate category of painterly intervention in public space, the precon-
ceived painting on the dry cement of the wall surface.’ Therefore, the mural, whether
executed by traditional means of painting or aerosol, without losing its meaning and
form by hypothetical displacement from a concrete spatial context, does not belong to
the category of street art, but represents a separate category.

The question of authorship in the aforementioned categories has different values. The
muralist in a formal sense signs his work with the name and concept of authorship that
is intended to protect his work from alterations, abuses and destruction. The street artist,
who most often under a pseudonym performs his work illegally, will not rely on aut-
horship as a guarantee of the inviolability of his creation on the street, but possibly on
mechanisms of avoiding the destruction of work. For graffiti artists, however, a tag, or
belonging to a particular crew, is a matter of prestige and a measure of status, which gives
authorship a completely new dimension. Endangering authorship by “crossing over”
(full or partial overlay or crossing over someone else’s graffiti) has the gravity of personal
provocation or insult and often implies counter-action of equivalent or stronger inten-
sity. The aforementioned different notions of authorship, inviolability and evaluation of
work are occasionally in conflict due to the inevitable overlapping in public space.

In addition to the considered sphere of paintings in public space with artistic pre-
tensions (within muralistic and street art practices), the painting with no artistically
oriented goals is also very common. By overlapping cheap and effective methods used

9 See: Kelling, G. L. and Wilson, J. Q. (1982) Broken Window - Police and Neighborhood Secu-
rity, The Atlantic, March 1982 Issue, https://www.theatlantic.com/magazine/archive/1982/03/
broken-windows/304465/ (accessed 02. July 2024). The authors suggest a connection between
the presence of self-initiated inscriptions and paintings in space with the appearance of crime,
recognizing “graffiti” as one of the signs of the absence of care for space, and linking the neglect
of space with lawlessness and marking it as fertile ground for petty crime. The essence of the text
is the idea that by drastic punishment of petty offenses, the more serious ones are prevented.

10 This does not mean that the fact that murals can exist in interiors or spaces for personal use is
overlooked. However, such murals are not the subject of this research.
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by street artists and awareness of the strikingness and potential for conveying a message,
painting interventions in the public space are common means of commercial or politi-
cal marketing and integral parts of broader marketing campaigns. Mural-like practices,
adapted to the social dynamics of a specific space, can become a means of demonstrating
territoriality or the voice of the collective self.

Figure 1: Murals in Savamala: Never Crew, Super Timor, Misa Most
(photo: Andrijana Danilovi¢)

Painting as a Means of Enriching the Space -
the City as a Space for Exploring Personal Artistic Voices

The painting as a means of (artistic) expression without other intentions than the
refinement of the space itself, influencing and changing its visual features and atmosp-
here and exploring one’s own visual poetics within the context of urban environment, is
firmly established through the history of public art in Belgrade, regardless of whether it
is created in cooperation with institutions (whether cultural or legal) or as a result of the
author’s own initiative. I emphasize that the word refining in this context does not refer
to skillful wall painting, banal decoration, the absence of artistic and conceptual quali-
ties or poetics, but to the function of these works, which is aimed primarily at changing
the impression of space. In this category we classify, without diminishing their value or
significance, those works in which the artistic, aesthetic aspect is set as a primary or only
goal. These do not insist on the message or social engagement, they are not a means of
commercial promotion or part of a broader, non-artistic campaign.

Such works in Belgrade appear in various forms: permanent ones such as murals,
combinations of murals and graffiti, stencils and paste-up interventions of limited dura-
bility. Whether they are works whose function of refinement is based on aestheticization
and illustration of factual references and associations to the space in which they are
located (e.g. school-fairytale-childhood) or that by their very presence they represent an
additional visual, aesthetic and conceptual quality. Without losing sight of the legacy of
murals from the eighties and nineties (Ljubovi¢, Rabuzin, Miljus, Proti¢, among others),
it is important to keep in mind the changes in the artistic climate and the development
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of street art. Interventions from the end of the first and second decades of the twenty-
first century, which at the time of the beginning of the collection of materials for this
research existed in the public space are those I am focusing on. The city as a set of per-
sonal impressions and public space in the physical sense are, in the context of street art,
a space of research of personal visual language and poetics — an open-air sketchbook, in
which there are often small drawings and quick interventions that are unpretentious in
the context of sending a message, but by no means devoid of artistic qualities or visual
effectiveness. These notes, often humorous and appealing, do not have the potential to
greatly transform the appearance of the space as a whole, but to turn an ordinary space
into a space of artistic activity simply by being present in it.

Painting Intervention as a Means of Commercial Promotion,
Campaigns and Lobbying

The dizzying technological development of information technologies and the emer-
gence of mass media that are no longer exclusively unilateral offer an endless selection
of content, and have led to changes that strictly profiled previously generalized target
groups. The ability to choose appropriate and remove unwanted content made it difficult
to reach the widest audience whose attention was once focused on a handful of televi-
sion channels. Another drastic change of the former viewer or consumer of the offered
programs is that thanks to social networks and various Internet services, they can now
also be producers of media content. Nevertheless, despite the (seemingly) democratical
nature of the virtual space of the Internet, due to the direction and self-direction towards
certain types of content, the audience’s attention is either no longer guaranteed or there
are specific obstacles in obtaining it. Therefore, as the only remaining meeting space of
the most diverse profiles of the audience, comes up the one that they inevitably have to
use — public space.

Many of the interventions that make up the campaigns which utilize painting fun-
ction independently, and could be analyzed as integral products of the painting activity.
However, due to their function, they will be viewed and analyzed primarily as a media
text. Physical, public space in comparison to the virtual one seems archaic. This is due
to the fact that it does not offer the possibility of choosing content, it becomes a place
where every user of public space, without the will or consent of his own, is being expo-
sed to primitive forms of media campaigns that rely on pictorial interventions, which for
various reasons have recognized the public space as important for their actions. Aesthe-
ticization and refinement of space, therefore, in the case of these works, are not primary,
and visual effectiveness, receptivity, ease of understanding and clarity of the message
represent their key elements.

Image in the Function of Commercial Promotion -
Promotional Campaigns That Imitate Street Art

For the reasons elaborated previously — impossibility of avoiding the content, acces-
sibility, free of charge advertising space and very modest investments in terms of mate-
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rial, lobbying campaigns and those whose goals are commercial in character, imitate
street art or use muralas as a means of promotion, and are common in public space. The
use of a painted advertisement is not a recent practice — on the contrary. Before today’s
giant printed promotional banners and building wrappers became available, blind faca-
des were painted with company logos and illustrations related to the services and pro-
ducts they offer. Some of them, as is the case with the preserved “C market” mural on
the facade in Despot Stefan’s Boulevard (late 1980s or early 1990s), are basically painted
billboards - presenting the product range, from coftee to various food supplies the com-
pany used to produce, with clear emphasis on the company logo. However, compared
to today’s models of image use, despite its large dimensions, the old murals utilized as
means of commercial promotion seem very moderate and unobtrusive. One of the rea-
sons for the comeback of painting as a means of advertising lies in the interest in street
art and mural, which has developed in the meantime, and which, among other things,
is reflected in taking photos and sharing “catches” from the street, the development of
technology that allows quick, easy and free documentation, and finally the development
of social networks that enable endless dissemination of information.

Painting as a Means of Building the Image of Space

Murals, or legalization of painting freely in a specific zone, are tools many cities often
resort to in the process of creating a certain image.!" Berlin, after the fall of the Wall,
along with New York, established itself as one of global centers of creativity and progres-
sive artistic attitude, and have been maintaining such image partially due to murals and
street art. Notable presence of public art, murals and street art sends out the message of
cosmopolitanism and progressiveness, but such images can occasionally be unfounded.
In addition to Berlin, the idea of “city of murals” and systematically planned public pain-
ting was adopted by cities such as Loggia, Tirana, Lion, and in our country, along with
Belgrade on several occasions, Kraljevo and UZice.

In the history of public art of Belgrade, it is possible to clearly mark the stages of
systemic, planned painting — in 1989, as part of preparations for the Summit of Non-
Aligned Countries, in 2008 and 2009 as part of Belef (Belgrade summer festival) and
starting from 2012, until 2015, with activities within Mikser festival. Each of them had
the same goal - to influence the impression of the city by artistic means. The youngest of
these actions achieved the most drastic result. The whole campaign was focused on a sin-
gle neighborhood. Savamala is a part of the city that was gradually transformed by vari-
ous means at the beginning of the second decade of the 21st century; from transit and
neglected, to what was described by phrases such as the center of creative industry and
Belgrade’s new bohemian quarter, which in a relatively short time became an important
point on the tourist map of the city. To use the language of marketing — Savamala has
become a brand, a package that offers art, entertainment and the spirit of urban Belgrade.

A significant role in this process was played by systematic painting. Even before the
Mikser festival 2014, which was undoubtedly the most generous in terms of the number

11 Kelner, D. (2004) Medijska kultura, Beograd: Clio, p. 418.
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of works that were created, smaller projects started shaping the artistic image of Sava-
mala. A cycle of street drawings Ghosts of Savamala (authors: Kriska Studio, part of the
City Acupuncture project), and among them the most quantitatively memorable project
Red Bull Door Deco (earlier edition of Mikser festival), in a very effective way marked
the onset of this process. Painted doors and gentle and cheerful drawings of spirit-like
creatures showed diversity, playfulness and joy - in short, they illustrated the desired
image of the neighborhood. The works that were created as part of the Mikser program
in 2014, and those that followed, determined and further developed this image. Apart
from a few subtle details in the series Ghosts of Savamala (rainbow socks and hairy legs
of two figures) and nominally the feminist nature of Femikser Street Art, a part of the
Mikser Festival program from 2012, and the mural The People by the Russian artist
Misha Most, there is a noticeable absence of social or social engagement of individual
works, and their distinctly ennobling role. Concentrated in a small area of Savamala, the
quantity of works whose primary function is visual enrichment and transformation of a
large part of the neglected space, creates or establishes the image of the neighborhood as
a space for art and space of art. The openness in the conceptual sense that characterized
this action through the diversity of approaches, styles and motifs of the works that are its
product, created in the physical space an atmosphere of artistic openness and provided
a visual component in the process of branding Savamala.

Football Fans and Murals - Territoriality, Collective Identity, Politics

A separate category of interventions in the city area consists of football fans’ murals,
interventions that resemble street art and marking of the territory with colors. Although
different fan groups are created by various groups, aesthetics and modus operandi, with
rare exceptions, are the same. Skillfulness in their execution varies. To understand this
group of works, just like for example graffiti, it is necessary to understand the subculture
it belongs to - and in Belgrade, that subculture is massive. Territory, colors, social rela-
tions and interaction of groups, determinants of identity and collective identity, ideolo-
gical determination are just some of the factors that must be taken into account when
analyzing and determining the function of fan murals and other pictorial interventions.
The category of football fan and the use of the fan in this specific context does not apply
to mere liking of one club and healthy sports rivalry in relation to a rival club or clubs.
Cheering and being a football fan in this case refers to belonging to a group in which
collective identity is a key point, and belonging and loyalty to a group is a matter of social
prestige, as well as a measure of social success within a relatively small community. The
fan we are dealing with here is the one described by the colloquial designation “hooli-
gan”. Extreme football fans are commonly referred to in such a way, but what separates
the fans we are talking about here from “ordinary” groups of football hooligans is their
involvement in politics, ideology and crime. Ivan Colovi¢'? and Ivan Dordevi¢"® dealt
with the transformation of the collective self from the context of the stadium into the

12 Colovi¢, 1. (1997) Politika simbola: ogledi o politickoj antropologiji, Beograd: Radio B92.
13 Dordevi¢, L. (2015) Antropolog medu navijacima, Beograd: Biblioteka XX vek.
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collective self utilized in wars in the former Yugoslavia, providing valuable material for
the understanding the generations of fans who are active today and seemingly illogical
links between hooligan groups, right-wing politics and nationalism that is conspicuo-
usly present on their murals and other pictorial interventions.

With this in mind, the motifs that refer to medieval Serbia, the insistence on Cyrillic,
which mimics Miroslav’s Cyrilic lettering and traditionalism in the works of fan groups,
among which Zvezda fans are leaders in this regard, becomes logical. Thus, in verbal
inscriptions, the club is often referred to as “sacred”, and dealing with the issue of Kosovo
and “family values” becomes an element that, in terms of importance and frequency of
representation, challenges the sport-related subjects.

Documentary and investigative television series The Real Football Factories and Insi-
der, which dealt with the topic of football hooligan groups in Serbia, revealed a part of
the brutality and violence that characterizes them, but also their connections with the
criminal underground. A fan, therefore, in the context of modern fan groups in Belgra-
de, is not a fan of football who follows the game of the club he is rooting for on weekends,
but a person whose primary identity determinant is belonging to a group that has poli-
tical and ideological attitudes, who nurtures the image of a macho hooligan who is no
stranger to violence.

In terms of technique and usage of visual means and symbols, the motifs of the works
of these groups are very similar, with exceptions that are conditioned by the ideological
determinants adopted by the group. Fans rarely resort to ephemeral materials and tec-
hniques. Fagade paints, concrete paints and aerosol are all in use. The foundation of the
works consists of the colors of the club (red and white for Zvezda, black and white for
Partizan, blue and white for OFK Belgrade, blue, black and white for FK Rad, etc), coat
of arms, in different ways typographically stylized slogans and the name of the club and
the group. It’s all about size and quantity. All four groups used stencils as a quick and
inexpensive multiplication technique.

The portrait appears as a motif sporadically, in the function of paying posthumous
tribute (there will be more talk about this function of the painting in a separate chapter)
and in this case realism is pursued. Fan groups in their pictorial and propaganda activi-
ties abundantly use symbols that are not exclusively related to football (Celtic or Odin
cross which is a global, racist symbol of white supremacists, the confederation flag that
is also associated with racism, cockade, coat of arms with four § letters, coat of arms of
Belgrade, Serbian flag, etc), all with the aim of demonstrating ideological convictions
and demonstrating power. The use of symbols (some of which are extremely problema-
tic) testifies to the ideological and political determination of groups and illustrates the
claim that the spheres of activity and interest of hooligan groups are not nearly limited
to sports and stadiums. One of the more radical examples of mixing fan and ideologi-
cal propaganda is the works and activities of the fan group of FK Rad, United Force. An
objectively small group drew attention to itself by participating in right-wing public ral-
lies, conspicuously propagating racial, religious and national hatred.
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Portrait as a Symbol — a Familiar Face in the Function of Representing Ideas

Portraits of famous, socially and media-exposed contemporaries and historical figu-
res, whether triggered by current events or historical reminiscence, carry significant
associative value, and can become a visual metaphor or symbol. For example, Bob Mar-
ley, a Jamaican musician, is the most famous figure in the history of reggae music and
the Rastafarian movement; the mention of Bob Marley is associated with both, and his
portrait ceases to be a mere visual representation of his face and becomes a symbol,
because it contains more than immediate meaning. Similar examples include portraits
of Adolf Hitler, Che Guevara, Marilyn Monroe, Mahatma Gandhi, Albert Einstein, and
others. A portrait that has acquired symbolic value often appears in the public space as
a carrier of a message relating to the current moment in the local space, which in some
way refers to the values that such a portrait in a metaphorical sense represents. These
examples have gained the status of global recognition, but the same principle applies to
portraits of locally famous people and fictional characters. However, the consensus over
the values that portraits represent is not always granted, so they are often subjected to
additional interventions by those who do not share the same values. These interventions
represent an illustration of a conflict of opinion, an uncensored and anonymous form of
discussion in the public space. Sometimes it is a banal mockery, like drawing a mustache,
and sometimes it has more complex content.

Painting as a Means of Posthumous Tribute — Memorial Portraits

Posthumously devoted portraits of people unknown to the general public are charac-
teristic for Serbia, and especially for the facades of Belgrade. In the conventional sense,
it is not about individuals who have in any way indebted the local community with their
work during their lifetime, but most often about individuals whose often violent death
shook a part of that community, or about individuals who had strong ties with a social
group (most often football hooligan groups). Local-geographical determinants are of
great importance for these works, as they appear most often within residential neighbo-
rhoods, in the spaces between buildings, in parks used by the neighboring community,
or on school buildings in neighborhoods which the life of the portrayed person is asso-
ciated with. What makes this group of works particularly interesting is that the very idea
of these works represents a combination of elements of sacral, which is atypical for the
contemporary image in the public space, and the elements of a specific brand of collecti-
vity, which are one of the main reasons for their creation. From an anthropological point
of view, speaking about contemporary verbal models of communication in the context
of “beyond” and “sacral’, Ivan Colovi¢ presents an argument that is fully applicable to
visual language:

The study of communication in magic, ritual (sacred or secular), in myth or solemnity,
shows that it takes place through special codes or sublanguages which enable man to esta-
blish a connection with the otherwise unfathomable world of the otherworldly forces, gods,
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heroes, and the same connection with other participants of that rite or feast. The peculiarity
of these codes, verbal and non-verbal, is not something that is only reached by analysis, but
it is, on the contrary, highlighted in the foreground."

The function of these portraits can most accurately be described as memorial, but
the means in this case surpasses the traditional ceremony associated with burial and
cemetery, which are expressions of personal grief or respect of relatives and friends. In
this case, personal grief is transferred to the level of public, to the level of the entire com-
munity, that is, to the level of collective. The sacral or ritual element of which Colovié¢
speaks, can be recognized in these works in several layers. Shifting the center of gravity
of events from the level of personal to the level of public, i.e. the transformation of the
personal sense of loss to the level of general loss. This way, the entire local community,
without having any say of their own, becomes involved in the ceremony of grief for
the deceased. Verbal messages accompanying these portraits, references to the beyond
are also noticeable. In addition to the name, years of birth and death (information that
appears on tombstones), messages not unlike epitaphs also follow these works, which
further emphasize the sacral nature of these paintings which then reflects upon the part
of public space in which they are placed.

The third level at which the elements of the sacral are particularly noticeable is com-
munities’ treatment of these paintings. Unlike other self-initiated visual interventions
(especially in residential neighborhoods), they manage to avoid whitewashing, removal
or subsequent interventions. Such an attitude of a local community that has previously
been mobilized to participate in collective grief serves as an argument to the sacral natu-
re of these works. Their destruction is not only an intervention in a common space, it
is much more than that an expression of gross disrespect for the deceased, and as such
much of an attack on a memory or “monument” than a trivial act of cleaning walls. Unli-
ke the portraits of celebrities that appear at a specific moment, whose creation is due to
media pomp regarding the news of their death, which appeal to empathy on a very gene-
ralized universal level, the portraits in question operate on a much more specific level,
referring directly to the pathos of the very act of death of the individual, and the spiritual
continuity of his connection with the neighborhood and the social group to which he
belonged during his lifetime.

Memorial portraits dedicated to famous actors, those amongst them that are not
being painted at the moment associated with the news of death, differ from memorial
portraits-obituaries by not containing the element of pathos, but by being focused pri-
marily at the public image and the work of an individual. It is notable that portraits of
actors are often based on their roles, so, for example, the famous actor Danilo Bata Stoj-
kovi¢, is paid tribute through the painting of Ilija Cvorovi¢ and Laki Topalovi¢, some of
the most famous roles he played.

14 Yonosuh, V. (2000) Bopgen paitinuka - Ponxnop, donuituxa u pai, 3eMmyH: bubnnorexka XX
BeK; beorpap: Ynroja mrama.
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Painting as a Means of Ideological and Political Propaganda

Political and ideological propaganda is based on action in the public sphere, and the
public sphere in this context implies not only public space, but also electronic and print
media, and the virtual space of the Internet. However, only those examples of political
and ideological propaganda that rely on painting and symbols in the physical, public
space are relevant to us. Probably the most effective use of the image in public space in
the service of political propaganda is the Otpor fist, by the student resistance movement.
The symbol itself, a raised fist, is a reference to the anti-fascist struggle in the Spanish
Civil War, and the raised fist and slogan No Pasaran! have become universal symbols of
antifascism and non-abandonment. So, a symbol whose history significantly determines
its meaning, in this case is a form of political propaganda that is clearly ideologically
directed. In the period from 2013 to 2017, there were not many extensive or striking
campaigns that rely on the symbol and multiplication, but this does not mean that the
principle itself is neglected — on the contrary. Noticeably, the focus shifted from small,
quick interventions (such as stencils) to murals as the dominant means. Political and
ideological propaganda and symbols were abundantly found among football hooligans’
works, either as independent elements or incorporated into larger compositions.

Hate Speech and Responses

Graphic signs (sometimes unrelated to the original meaning and context from which
they originate) that are appropriated and incorporated into visual identities of groups
and organizations that propagate racial, religious or national intolerance, have beco-
me independent associations — these are known as the hate symbols. Some of them are
generally known, such as swastikas, and their presence provokes negative reactions from
a large part of the public, and their use is punishable by law. However, an incomparably
larger number of hate symbols that are not as commonly known or represent a “varia-
tion on the theme” of over-obvious hate symbols, appear often in the public space, either
as parts of wider political and ideological propaganda, or as elements of fan murals and
inscriptions, or independently. Unnoticed by most users of public space, due to a certain
degree of coding, symbols of hatred, except for the most obvious ones, linger on the walls
for a long time without causing particularly passionate reactions from the general public.
In public space, they serve as tools of promoting ideas that are socially unacceptable and
as such do not have open access to electronic media, printed media, social networks
(because they sanction the language of hate to some extent), so the only spaces of pro-
pagating such ideas are personal blogs, semi-open forums — walls. This type of activity
in public space is followed by responses, using the same means - spraypaint most com-
monly. Various groups and individuals engage in crossing hate speech over. These back-
and-forth actions on certain locations have been seen to last for months.

Painting as a Means of Socially Engaged and Political Commentary

Socially engaged art, in the context of painting in public space, consists of works
which in addition to visual qualities and personal poetics, hold socially relevant mes-
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Figure 2: Pravda (Justice), TKV
(photo: Andrijana Danilovi¢)

sages and initiate an open discussion. What separates the works of socially engaged art
from political or ideological propaganda, although they are often a political stance par
excellence, is their goal, that is — the absence of striving for power as a goal of action.
They may have an ideological connotation, but they are not utilized as a means of pro-
moting the political activity of an organization or group.

Conclusion

A multitude of categories that have been established during a three-year period of
researching roles of painting in the public space of Belgrade, lead to the obvious con-
clusion that painting is largely recognized as a powerful and suggestive tool in achieving
various goals. The use of painting as a means of ennobling and transforming space from
ordinary to artistic through the presence of a painting, as a means of commercial pro-
motion, lobbying, building the image of space, marking the territory and demonstra-
tion of territoriality, building the image of a social group, promoting the idea and value
system through portraits that have symbolic weight, demonstration of patriotism and
constructs of collective identity, political and ideological promotion and as a means of
sending socially engaged messages, confirm and firmly establish the initial assumption
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that, apart from art-oriented motives, the image as a means is also utilized for non-arti-
stic purposes.

All this serves as an argument that the image in the public space, despite completely
different and often conflicting positions and reasons for which it comes to be, tends, and
largely succeeds, to influence the way we perceive the space we use every day, but also
the way we perceive our place in it. The widest spectrum of messages is being sent thro-
ugh the use of painting to each one of us, whether we are willing to engage them or not.
These should not be overlooked, especially since each of them is a publicly stated attitude
of an individual or a social group that fights for visibility, affection and mobilization of
the like-minded. Understanding the function of the paintings that we encounter every
day is a way to understand the people who live in that space, their habits, attitudes and
behavioral models. They are also a way to draw attention to those topics that, for various
reasons (tabooization, censorship or social unacceptability) are not represented in the
media, but are very current among people who live in the observed space.
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Anppujana [lannnosuh
beorpan

I'PAII VI CIIMIKA: SHAYA] V1 ®YHKUNJA CIMKAPCKMX
VMHTEPBEHIIVIJA Y JABHOM ITPOCTOPY

Caxketak: Y yMEeTHNYKO-UCTPAXMBAYKOM IIPOjeKTy Ipag u cnuxa - 3Hauaj u PyHk-
Uuja cruKapckux uHiliepeeHULUja y jasHom apociiiopy aHanusupajy ce Moryhe cimm-
KapCKe MHTEPBEHINjE y jaABHOM IPOCTOPY KPO3 TEOPUjCKO MCTPaKMBaIbe 3aCHOBA-
HO Ha aHanu3u Beh mocrojehux MHTEpBEeHIVja HA NMOAPYY)jY Y>Ker LIeHTpa U HeKo-
JIMKO yHa/beHUX Georpafckux Haceba. OBaj MHTePAVCLIMIUIMHAPHY IPOjeKaT TeXU
KaTeropusalyjyl pelpe3eHTaTUBHMUX IIpMMepa pa3lINdUTUX TUIIOBA MHTEPBEHLINja
Ha OCHOBY BUXOBe (PYHKIMje, Y OFHOCY Ha YMETHWYKY, SPYIITBEHN, IOIUTUYKY U
KOHTEKCT OfjHOCa ca MHCTUTYLujaMa. Ha ocHOBY pesynTara ncTpakuBarmba MOXe ce
3aK/BYYUTH fIa 6OraTy pasHOBPCHOCT CIMKAPCKUX MHTepBeHIuja beorpan He myryje
CaMO YMeTHMYKOM [IelI0Balby Ha pasINYMTUM HUBOMMA, Beh fja je y orpoMHOj Mepn
3aCTyIUbEHA U yIoTpeba CIMKe U3 HEYMETHUYKUX TOOYAa, KOje Bapupajy Off IPOCTe
KoMepljija/IHe IIPOMOLIMje [0 UAEOJIOLIKe IIPOIaraHjie 1 roBopa MpXKibe, 4uMe ce
PEIEeBaHTHOCT C/IUKE Y jaBHOM IIPOCTOPY CaBpPeMEHOT I'pajia BUIIECTPYKO HOTBphyje.

KipyuHe peun: cnuka, jasHu apocitiop, mypan, yiuuHa ymeiiHoC, ipagdui
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Abstract: Inspector Yoda the Wrinkled is an artivist project which brought a distinct cri-
tical commentary and humor to the streets of Belgrade, Serbia, between 2014 and 2018.
Inspector’s work is closely interwoven with the LGBTQ+ history and street art interven-
tions in the past two decades in Belgrade. Inspector playfully appropriated vernacular
language, often subverting the meaning, and offering an important gender and social
critique in the nationalistic and sometimes violent public space of Belgrade during the
mid-2010s. It is paramount to look at these interventions as situational artworks which
serve as tools of queer place-making and non-violent activism. The stenciled little pug
could be interpreted as a sign of resistance and hope in an environment prone to desen-
sitization to violence and general apathy.

Key words: Street art, Belgrade, 2010s, Artivism, LGBTQ+, Humor

Introduction’
magine you are walking down a familiar street lined with charming but somewhat
run-down pre-WWII buildings and more recent gray socialist blocks. You pass by
cafes and parks, until you realize a dog is following you and even trying to address
you as a passer-by. Every so often, you see a pug painted on the walls, with dozens of
messages, such as Izvini, nisi moj stereotip (Sorry, you’re not my stereotype), Sta gledas?

1 Tuni¢, S. (2023) The Adventures of Inspector Yoda the Wrinkled: Queering the Streets of Belgrade,
MA thesis, Department of Art University of California, Davis, Department of Art History. An
abbreviated and edited version was published in 2024, see: Tuni¢, S. (2024) Queering the Urban
Space: The Adventures of Inspector Yoda the Wrinkled in Belgrade, Serbia, SAUC - Street Art ¢
Urban Creativity Journal, Vol. 10, No. 1, Lisbon: Urban Creativity, pp. 72-89. This version was
adapted to correspond with the issue’s main themes.
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(What are you looking at?), and Dize mi se (rEVOLucija) ('m having a hard on [the
rEVOLution]). The dog is Inspector Yoda the Wrinkled (Inspektor Yoda Zguzvani), an
artivist (from art + activism) project by Nikola Herman (Niks$a), which also included his
pug Yoda in creating a mysterious street art character. They? operated mainly throug-
hout the streets of Belgrade, Serbia, between 2014 and 2018, and communicated almost
200 unique messages by using stenciled pugs with speech balloons, ranging from acti-
vist comments to everyday sayings. In these messages, Inspector playfully appropriated
vernacular language, often subverting (or queering) the meaning, and thus offering an
important social, gender and especially LGBTQ+ themes critique in an overtly nationa-
listic and sometimes violent public space during the mid-2010s.

Despite their significance, as well as notable presence and original style, Inspector
Yoda the Wrinkled’s opus has not been properly analyzed as a whole. Their work has
been discussed in several interviews and newspaper articles, but analytical pieces are
few and part of a wider discussion on Serbian street art, artivist interventions in the city,
or part of mapping social extremism. It is my goal to provide a more informed glimpse
of their work, by offering more context and interweaving queer theory, visual analysis
and social art history, in order to demonstrate how their artivism is still relevant today.

Turning to Inspector is timely, and can be a means of supporting existing and future
queer and artivist movements in challenging this troubled sense of progress. This effort
is also closely related to writing a responsible contemporary history of LGBTQ+ voices
and experiences in Serbia which is often unstable, under threat of suppression or invisi-
bility, and hard to grasp due to social, political, class, religious prejudices, and especially
rightwing extremism.’ An additional sense of urgency is the fact that Inspector’s sten-
cils, as a form of street art which are often used for activism, are ephemeral in their core,
and many pieces have already disappeared. Considering there has been no continuous
production since 2018, their work is no longer in the public focus aside from occasi-
onal documentary exhibitions and street art aficionados’ social media posts. This also
brings to mind an issue that several authors have addressed: although popular, street art
is often decontextualized with the overwhelming digital dissemination in the past ten or
so years, often tied with the lack of direct contact with the lived environment. Therefo-
re, I would like to propose a more experiential, embodied and grounded line of inquiry.

To avoid any possible confusion, I am using the word street art in a very narrow sen-
se. Street art is a type of contemporary art made at the intersection of graffiti subculture
and fine arts techniques, operating in public spaces. It is ephemeral, done both with and
without permission, with larger communicative potential than graffiti since it employs

2 To avoid confusion, I am using he when referring to Niksa as an individual/author, and they
when talking about the Inspector as a collaborative project which also includes Yoda the dog.

3 Blagojevi¢, J. and Dimitrijevi¢, O. (2014) Jo$ uvek nismo kvir: tragovi proglosti i/ili osmislja-
vanje budu¢nosti, Medu nama: Neispricane price gej i lezbejskih Zivota, edited by Blagojevi¢ and
Dimitrijevi¢, Beograd: Hartefakt Fond, p. 9; Bili¢, B. and Kajini¢, S. (2016) LGBT Activist Politics
and Intersectionality in Croatia and Serbia: An Introduction, Intersectionality and LGBT Activist
Politics, edited by Bili¢ and Kajini¢, London: Palgrave Macmillan, pp. 1-29.
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clear messages and/or characters.* With its origin in the late 1970s and early 1980s in the
United States and Europe, it quickly spread and became an international phenomenon
in the 1990s, while in Serbia it has been present from the mid-2000s.

One of the most common techniques in street art is the use of stencils—template pat-
terns one sprays or paints over to leave letters and images on the surface below. While
the preparation could take some time, the execution in the street itself is rather quick,
depending on the number of colors or layers the creator wants to utilize. Comprehen-
sion and direct messages are of the defining features of street art, and due to this very
nature, stencils are commonly used for both artistic and activist ends.” One of the key
defining aspects of street art is ephemerality—the art is not made to last. The life of a
given artwork in the street is dictated by the law of the street. Since a larger part of the
production is made illegally (or without permit), it can be taken down anytime. Despite
the political and community potential, intersections between street art and LGBTQ+
rights and creativity worldwide seem to exist in the margins, outside the mainstream.

Methodology

The intersection between street art, queer theory, and Serbia is rather a particular
field. Street art has been well present in academia in the last twenty years with the inter-
nationally growing (and exploited) movement. Despite the ongoing gender analyses,
however, discussions about queer street art seem to be in its infancy. There is very little
mention of Serbia in the global street art world (and a rather small amount of in-depth
analyses from the region), while queer theory is well received in the academic sphere.
Combining the three areas, it is my aim to try to bridge this gap between the fields and
advocate for interconnectedness of issues on a glocal (global + local) scale, by using
Inspector’s non-violent artivism as a case study.

In approaching street art in general, I am echoing concerns by several researchers
that street art needs to be approached in a contextualized and experiential way, especi-
ally in our era of overwhelming digitalization and popularization of street art.® In fol-
lowing this advice, I rely generously on Mitja Velikonja’s analytical framework which
takes into consideration the message (content, artwork), the producer (artist), location
(physical context) and reactions (public). This approach can provide the researcher a
more rounded, informed and contextualized insight.”

4 Radosevi¢, Lj. (2013) Graffiti, Street Art, Urban Art: Terminological Problems and Generic Pro-
perties, New Cultural Capitals: Urban Pop Cultures in Focus, editor L. Koos, Oxford: Inter-Disci-
plinary Press, pp. 1-13.

5 Wactawek, A. (2011) Graffiti and Street Art, London: Thames and Hudson, p. 33-36; Velikonja,
M. (2020) Post-Socialist Political Graffiti in the Balkans and Central Europe, London & New York:
Routledge, p. 62.

6 Bengtsen, P. (2014) The Street Art World, Lund: Almendros de Granada Press, pp. 146-159;
Lennon, J. (2021) Conflict graffiti: from revolution to gentrification, Chicago: University of Chica-
go Press, p. 19; Waclawek, op. cit, p. 61, 192; Velikonja, op. cit, p. 6.

7 Velikonja, op. cit, pp. 36-44, 87-130.
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To achieve this inquiry, I implemented several methodological tools to contextualize
Belgrade, collect the material, and demonstrate what makes public spaces really queer in
Inspector’s case. Embodied research methodology emphasizes physical presence of the
researcher and temporality in constructing shared social meanings with other people
involved in the study and embodied experiences.® In this case, it includes my discussions
with the artist and exploring the streets of Belgrade in person, both as a native speaker,
guide, and alocal. When it comes to the artworks, social semiotics is employed to under-
stand social meanings and humor of Inspector’s messages.’ This is supplemented by two
interviews and several informal chats with the artist.

In collecting, selecting and analyzing the material, I relied on a mix of ethnograp-
hic, digital, and semiotic tools, to understand Inspector’s choice of locations in a given
space and viewers’ potential encounter with them. These locations and Inspector’s art-
works were geocoded, mapped and grouped by relying on several digital photo archi-
ves,'” artist’s social media (Facebook and Instagram),'' and the use of Google maps. The
latter was useful to see the wider street context and clusters of other artworks and mes-
sages nearby by way of Google’s photographing Belgrade’s street views in 2013 and 2014,
during the Inspector’s initial peak period of activity.

Another means of contextualization is to define queer in the local framework. Wit-
hin the history of LGBTQ+ activism in Serbia, queer/kvir has often been employed stra-
tegically, as an innovative, self-reflective, politically charged and critical call for radical
action."” One of the noteworthy critical appropriation examples of queer was QueerBeo-
grad Cabaret from the latter half of 2000s. According to several researchers, the Queer-
Beograd collective playfully translated queer into kvar (malfunction), “pointing to a mal-
function in hegemonic regimes, and queer politics as the politics of interconnectedness”."®
Overall, their approach was relational and based on political solidarity, avoiding pigeon-
holing themselves on a single issue or exclusive gender and sexual identity issues. '*

8 Fransberg, M., Myllyl4, M. and Tolonen, J. (2021) Embodied graffiti and street art research,
Qualitative Research, 0(0), p. 5.

9 Sgrensen, M. J. (2016) Humour in Political Activism: Creative Nonviolent Resistance, London:
Palgrave Macmillan, pp. 17-26; Velikonja, op. cit, pp. 48-50.

10 Aside from my own collection, I relied on the material from the artist and from my street art
colleagues Ljiljana Rado$evi¢ and Aleksandar Dalek Dordevi¢, courtesy of Street Art Belgrade.
11 Inspektor Yoda Zguzvanis Facebook Page: https://www.facebook.com/inspektoryoda; real-
nost_ujeda Instagram page: https://www.instagram.com/realnost_ujeda/.

12 See: Maljkovi¢, D. (2013) A lesson in queer (Interview with Federico Sicurella), 5. Septem-
ber 2013., 23. June 2024, https://www.balcanicaucaso.org/eng/Areas/Serbia/A-lesson-in-que-
er-141023; Blagojevi¢ and Dimitrijevi¢, op. cit; Petkovi, S. (2015) LGBT aktivizam u savremenoj
Srbiji: politizacija identiteta i strategije LGBT aktivista, Etnolosko-antropoloske sveske 25, (n.s.)
14, pp. 52-56.

13 Marjanovi¢, L. (2017) Staging the Politics of Interconnectedness between Queer, Antifascism and
No Borders Politics, PhD dissertation, Academy of Fine Arts Vienna, p. 4.

14 Marjanovi¢, ibid, pp. 92-98, 238-246; Bili¢, B. and Dioli, I. (2016) Queer Beograd Collective:
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Having this intersectional perspective in mind, I argue that queer/kvar can be useful
in interpreting Inspector Yoda the Wrinkled’s creations. From 2014 to 2018, Inspector
served as a proxy for Niksa in continuing the legacy and artivism of past queer initiati-
ves and collectives. Additionally, Niksa also queered the streets in Belgrade by commu-
nicating messages promoting queer relationally, a non-normative of sociality, that went
beyond identity politics and included commentaries concerning established systems of
power and exclusion (such as the trans community, people living with HIV, migrants,
homophobia and hate speech).

Context

The key for understanding LGBTQ+ activism in Serbia, and previously SFR Yugo-
slavia, is feminism. “The women’s movement in the territory of former Yugoslavia has a
long history and it represents a crucial point in the struggles against the oppression of
patriarchy, but it also overlaps with hidden histories of homosexuality.”"* The “softer ide-
ological cage” of orthodox socialism saw feminism as either unnecessary or a bourgeois
concept, but the conference opened new perspectives and possibilities. Under the tenets
of feminism, the first LGBTQ+ activist groups were formed in the 1980s.

Officially the first gay-lesbian organization in Serbia was Arkadija, formed in 1990,
with the main aim to lobby against homophobia and decriminalize homosexuality
(which occurred in 1994), among other goals. After the breakup of Yugoslavia due to the
civil war in 1991, many feminist and LGBTQ+ organizations in Serbia were dedicated to
the anti-war movement and were critical of the nationalistic regime and rising political
role of the Serbian Orthodox Church. During these years, a once peaceful socialist coun-
try turned to aggressive nationalism and polarizing war rhetoric, introducing regressive
gender policies where both feminism and everything LGBTQ+ related were labeled as
foreign enemies, a homosexual conspiracy, and a Western vice.'®

After 2000, there was another turn. With the first democratic elections in 2000, Serbia
entered an allegedly democratic, liberal and pro-EU period of stabilization and growth
after almost a decade of economic sanctions and conflicts. However, this process has
been observed to be simplistic and misleading; the core system remained unchallenged
and a rubber band effect took place. In the past two decades we have seen an almost schi-
zophrenic process of retraditionalization under the banner of ethno-nationalism (which
is essentially against LGBTQ+ rights) and neoliberalism following European Union
policies.”” LGBTQ+ activism seems to be stuck somewhere in the middle, between local
struggles and international support.

Beyond Single-Issue Activism in Serbia and the Post-Yugoslav Space, Intersectionality and LGBT
Activist Politics, edited by Bili¢ & Kajini¢, London: Palgrave Macmillan, pp. 110-112.

15 Marjanovic, ibid, p. 70.

16 Gocanin, S. (2014) Poceci LGBT organizovanja u Srbiji — Pismo iz Slovenije koje je pokrenulo
istoriju, Medu nama: Neispricane price gej i lezbejskih Zivota, edited by Blagojevi¢ & Dimitrijevi¢,
Beograd: Hartefakt Fond, 338-339.

17 Velikonja, op. cit, pp. 131-145.
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Against this broad backdrop, Inspector’s peak activity between 2014 and 2018 was
marked by two cornerstone events: a third successful Pride parade in 2014, after which
no further Pride parades were banned or prevented until today, and the appointment
of Ana Brnabi¢ as the first gay/lesbian prime minister of Serbia in 2017. Critics noted
that during this period, the right-wing, nationalistic and conservative government failed
to advocate for better LGBTQ+ rights and equality, introducing surface-level changes
aimed to satisfy the EU."* While these events have contributed to better visibility and a
more stable presence of LGBTQ+ community in Serbia, it is paramount to question this
false sense that LGBTQ+ rights have been finally won with ongoing officially sanctioned
Pride parades and a lesbian prime minister.

Keeping this in mind, communicating any LGBTQ+ topics and issues in public spa-
ces in Serbia in the last twenty years was risky in multiple ways. The overwhelming hate
speech created a very toxic and challenging environment to work with and in."”” This
atmosphere significantly influenced LGBTQ+ artistic expressions and culture in Belgra-
de, and Serbia overall. Many initiatives were semi-public, if not entirely private, creating
a safe space for expression. Other, more radical initiatives challenged the status quo by
poking the bear,”® and speaking up about problematic issues in the public, at least for a
short period of time.

From the 2000s and well into the 2010s, with the proliferation of LGBTQ+ initiatives
and public controversies (such as the Pride parade), the street became an important pla-
ce for resistance. Many activist tuned to stencils; some noteworthy examples are Gayril-
las (Gejrila) Gej je OK (Gay is OK), pop culture superheroes defending the attempted
2009 Pride parade (with Batman, Joker, Modesty Blaise, and Superman), Ne j*bu vas
p*deri nego kapitalizam (The f*gs don’t scr*w with you but capitalism does), promotio-
nal messages for Pride 2013, IPAK mirrors and stencils with famous feminist authors,
and many others.?! Many employed humor with political critique, a legacy that Inspec-
tor relied on, yet none of them established a continuous presence apart from one-off or
short-termed actions which were mostly reactive. The situation changed with Inspector’s
arrival to the street art scene.

Inspector Yoda the Wrinkled
The groundwork for Inspector’s beginnings lie with one of the most influential stre-
et artists in Serbia, TKV-The Kraljica Vila (The fairy queen). She and a couple of other

18 Lhullier, C. (2022) The First EuroPride in the Balkans: Why it might take more than a walk to
address LGBTIQ+ rights in Serbia,” 11. November 2022., 23. June 2024, https://platform.mk/the-
first-europride-in-the-balkans-why-it-might-take-more-than-a-walk-to-address-lgbtiq-rights-
in-serbia/.

19 See: Petkovic, op. cit; Bili¢ & Kajini¢, op. cit; Danilovi¢, A. (2017) Grad i slika: Znacaj i funkci-
ja slikarskih intervencija u javnom prostoru, PhD dissertation, University of the Arts in Belgrade,
Faculty of Applied Arts; Kisi¢, I. (2020) Desni ekstremizam u Srbiji, Beograd: Helsingki odmor za
ljudska prava u Srbiji.

20 A common expression Ne cackaj mecku (Do not poke the bear) means do not look for trouble.
21 See: Tuni¢, The Adventures of Inspector Yoda the Wrinkled, pp. 14-18.
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Figure 1: Jolana Mili¢i¢ova - Yoda with Drugaciji pa sta?, 2013,
stencil, Bra¢e Krsmanovica street (photo: Inspector)

women artists introduced street art in Serbia when the first stencils started appearing in
Belgrade in 2004. Since then, she has been the Queen, as graffiti writers would say, with
an art career that often intersects with activism. In 2012 for IPAK Center and together
with Kornelija Sabo, TKV took part in a project and workshop called Rodno ¢itanje gra-
da (Gendered readings of the city), aimed at supporting young artivists.

Niksa, who would later create Inspector Yoda the Wrinkled, took part in their wor-
kshop, a crucial point for his way to artivism. As one of the outcomes, a team of partici-
pants including himself realized an independent project called Kissing Area (Mesto za
ljubljenje) which operated from late 2012 until 2014.”> Behind Kissing Area was the idea
to mark metaphorical safe spaces around the city and position them on public sidewalks
and in parks. Playing with the common homophobic saying that LGBTQ+ people sho-
uld keep to themselves inside their own four walls, the authors created a stencil marking
the four corners signifying the walls of a room (or a brick triangle signifying a house),
framing an inscription which is (usually) the very name of the project in Serbian.

However, Niksa at some point was dissatisfied with the project since its essentially
pro-LGBTQ+ and non-heteronormative messages appeared unclear and people were
appropriating the popular stencils as romantic urban spots. At the time he was also expe-

22 Authors were: Andela Ceh, Sanja Seliskar, Petar Dogev and Nikola Niksa Herman. See: Stogi¢,
M. (2015) Face the Wall - (De)kontaminacija javnog prostora, Politike (ne)prijateljstva: politike
jezika i pitanje odgovornosti, edited by Stosi¢ & Vasiljevi¢, Beograd: Centar za istrazivanje kultura,
politika i identiteta (IPAK.Centar), pp. 42-43; IPAK.Center, “Kissing area”: http://ipakcentar.org/
kissingarea; Mesto za ljubljenje/Kissing area Facebook page: https://www.facebook.com/Mesto-
ZaLjubljenje.
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rimenting on his own, under the Nique Chat pseudonym. Some of his early street inter-
ventions were playful and humorous counter renditions of homophobic messages and
stencils with Freddie Mercury. With the new knowledge of stencil-making and LGBTQ+
activism, very soon he came up with the new project which made its debut at the second
Vreva festival in Savamala in 2014.

Like in previous examples of LGBTQ+ artivism, Inspector Yoda the Wrinkled utili-
zed the medium of stencils to communicate a combination of text and images, this time
coupled with speech balloons drawn manually with markers. The dominant image in the
stencil is a pug called Yoda, an adopted pet dog of Niksa. The name comes from Yoda
from Star Wars, referencing not only the outward appearance of both characters, but also
their age. Together they embody Inspector, in a collaboration between the human and
the animal. The dog not only served as inspiration for the character, but accompanied
Niksa to almost all of the street interventions, and served as a mouthpiece for his mes-
sages (Figure 1). To paraphrase Niksa, “It was as if I was imagining what Yoda would say
to all these [homophobic and hate] messages we were encountering during our walks.”
The stenciled pug is predominantly life-sized, positioned either within the reach of Yoda
the dog (often emphasized on Inspector’s social media accounts), or at the average line
of sight of us humans.

In an interview, Niksa described Yoda as: “..a pug, reaction, answer, message, aware-
ness, sobering up, kick in the butt, wordplay, empowerment, defense, protection, que-
stioning, critique, intervention, conversation, joke, memory, recycling, activism, Kissing
area.”” This multifaceted and repetitive image made this street alter ego a true character
tag, at the same time of recognizable authorship and anonymity, a common feature in
the world of graffiti and street art. According to our interview, TKV’s colorful stencils
and paste ups of strong women inspired his approach, as well as Shepard Fairy’s stickers
Obey Giant. In both cases artists were covering the city with their characters, creating
persistent and alternative advertising with a sense of mystery. Just like in the Obey Giant
case, Niksa was not signing their pieces. In a way, you needed to know who the artist was
beforehand or through word of mouth.

One could argue that the choice of a dog brings several interpretations to mind. Dogs
are present in the streets of Belgrade, as desirable pets or undesirable strays. Symbolically,
“marking the territory” is often related to dogs, as well as social groups such as gangs and
sport fans. But Inspector’s approach is far from violent: “I consider myself a peace loving
lunatic and that’s somehow a story that I figured out sits well with people and the authori-
ties [...]”** Doing graffiti and street art through the action of tagging and bombing—cove-
ring a large area with your signature/character—is also a way of claiming the public space
visually and symbolically. And with a queer perspective in mind, it is a way of claiming
space, asking for cultural validation and breaking the silence about one’s existence.”

23 Balaz, M. (2016) Uli¢no gazenje hejta! Liceulice, br. 3 - Sloboda, p. 28.

24 Herman, N. and Jovanovi¢, N. (2016) Yodorius (drugi deo), 1:42-1:53, 26. January 2016., 23.
June 2024., https://www.youtube.com/watch?v=eVx57MmG9VQ.

25 Getsy, D. J. (2016) Introduction//Queer Intolerability and its Attachments, Queer (Documents
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According to Niksa, Yoda the dog helped him to overcome personal challenges, and
by taking care of the animal, he was empowered to make positive changes in his own life
and immediate surroundings. The motivation was to face indifference and ignorance,
fight violence and hate, and “start with something positive. After taking part in several
festivals and collaborating with artist Sanja Panti¢ between 2017 and 2018, until the dog
passed away in 2018. During the first wave of the COVID-19 pandemic, he made just
a few stencils with Yoda in 2020, and has a large number of messages pending for years
that he wanted to put up. Since then, Niksa has been trying to continue his work, pos-
sibly with a different approach and a new character. Until that happens, there is a large
body of past work that deserves our attention.

Some of the key aspects of public interventions that Inspector introduced was a com-
bination of: an amiable character; clear, critical and diverse messages; humor and wit in
playing with words and meanings; queering the public space; and a continuous produc-
tion. A little pug is an instantly recognizable image, made intentionally cute and bene-
volent. He stands as the artist’s surrogate, a proxy, and a transmitter of messages. In a
fashion typical of stencils in particular, their messages are written clearly, in Latin script,
and a great majority in Serbian. The aim was to reach a large audience in public spaces,
by utilizing this alternative media of street art. There is also care to the surface below to
make the message legible, using markers to contrast the background color.

While activism might sometimes seem dull in its seriousness and utilitarianism, it
does not necessarily need to be so. Humor operates in a social, cognitive and emotional
way that allows activists to playfully and publicly criticize power. And when artivists
use it to destabilize dominant ideas, in a discursive guerilla war, they can stir up public
opinion and offer alternatives to the prevailing order of things.” However, many of the-
se humorous and political stunts suffer from a lack of continuity. Many times they are
responding to a particular political event or cases of discrimination and do not continue
with their engagement.”® The situation is quite different in the case of Inspector who
maintained public production for a number of years. Another important element is that
Inspector’s messages are not worn-out political slogans, prescribing the desired behavior
or attitude. They are targeting our sense of humor and intelligence, like carefully crafted
riddles, leaving our interpretation open, but well-informed and with an edge.

Diving into this production is not an easy feat. Unlike Kissing Area, Inspector com-
municated a larger body of content. According to my research, from almost 200 unique
messages, about 30% is related to everyday sayings and general positive messages, 30%

of Contemporary Art), London: Whitechapel Gallery and Cambridge, Massachusetts: The MIT
Press, p. 44, 79.

26 Marceti¢, D. (2014) Krenimo od onog $to je dobro - Inspektor Yoda Zguzvani u Zagrebu, 26.
November 2014, 30. June 2024, https://libela.org/razgovor/krenimo-od-onog-sto-je-dobro/.

27 Serensen, op. cit, pp. 7-9, 21-22.

28 See: Hvala, T. (2023) Streetwise Feminism: Feminist and Lesbian Street Actions, Street Art
and Graffiti in Ljubljana, Amnis [Online] 8, Femmes et militantisme, 1. September 2008., 23. June
2024, https://journals.openedition.org/amnis/545¢lang=en.
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question gender and sexuality, and the last 30% are some sort of a social critique.” They
range from pop culture references, social media (mis)use, and everyday sayings, to social
critique, gender expectations, and animal rights. In socio-political commentary, Inspec-
tor’s messages were always relevant to current events.*® The majority of them employ
a combination of wit and humor, often subverting the meaning of words, in revealing
alternative or transgressive meanings. Niksa tagged the city relying on an interplay bet-
ween the message, location, available surface and inspiration. Therefore, taking into con-
sideration the physical public space as the space of production and communication in
analyzing street art is paramount.

The city space is, after all, a large part of the meaning of these situational artworks, its
primary context, created purposefully to be communicative and democratic.’ In order
to understand the power of both artistic and political street art, we should address not
only the content (artwork) and producer (artist), but also context (location) and audien-
ce (public, reception). Given the overwhelming number of Inspector’s messages, I will
focus on a few threads tackling humor and non-violent social critique and discuss pla-
cing and meaning-making in interaction with the surrounding context.

Hejteroseksualci: Deconstructing gender

Figure 2: Jolana Mili¢i¢ova Budi musko oZenstveni se, 2014, stencil, near
corner of Zagrebacka and Koce Popovica streets (photo: Inspector)

29 This number does not include how many times a given message was reproduced in streets.

30 See: Danilovi¢, op. cit, p. 90.

31 Young, A (2014) Street Art, Public City: Law, Crime and the Urban Imagination, London & New
York: Routledge, pp. 7-8, 25-28; Waclawek, op. cit, pp. 79-90.
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Many Inspector’s messages are juxtaposing a familiar character—a small almost
comic book looking pug—with messages that playfully question everyday life. One of
the prime locations for such a strategy is Savamala urban neighborhood where a lot of
gender and sexuality messages found their place. From the late 2000s, the neighborhood
became known for its art scene, nightlife, clubs, independent, and LGBTQ+ spaces. Nik-
$a’s activity in Savamala, first with Kissing Area in late 2013 during BeFem festival and
then independently from 2014, takes place at a time when the artistic scene was still
vibrant and gentrification was starting to take over, right before the Belgrade Waterfront
demolition and construction took place.

A corner between Cultural center GRAD-which is an important LGBTQ+ institutio-
nal ally-and the co-called Spanish house features a closely knit group of three stencils on
concrete blocks and a wall. Hejteroseksualci (Haterosexuals) is a twist on heterosexuals,
purposefully mislabeling and problematizing whether being straight equals hate toward
sexual and gender difference. Pis maco (Shoo macho) plays with the words maco (mac-
ho) and maco (pussy cat), where instead of shooing a cat (Pis maco) one does so with
aggressive masculinity, weakening its power. Femmenalno blends fenomenalno (pheno-
menal) and femme, equating exceptionality with women. All three can be seen as a criti-
que of masculinity and aggressive heterosexuality which is essentially patriarchal.

Several other messages follow this confrontational gender thread, but one really
stands out, Budi musko oZenstveni se (Be a man, feminize yourself, 2014, Figure 2). “Be
a man” is usually said as a teasing encouragement to enact a stereotypical masculine
gender role, a synonym to “be brave” in facing difficult situations or proving oneself.
According to Judith Butler, since social reality is not a given, but continually constructed
through language, gender itself is a performance. She uses this argument to emphasize
the fight against oppression that governs “normative heterosexuality”** In this line of
thinking, we could say that Niksa is performing through his artivist queer character as
well as commenting on the social performances of gender.

By intentionally employing queering, they are destabilizing heteronormative langua-
ge and gender (stereo)types, creating fissures for multiple, often contradictory readings.
Here the message has a tone of a challenge where manliness should be proven by the
very opposite-by being feminine. This is visually underlined by the pug’s pinkish bac-
kground. It functions as a paradoxical contrast which destabilizes common sense and
gender expectations. I would also argue that the message could be read in another way.
By abandoning toxic masculinity, the message might call to accept the non-patriarchal,
non-macho qualities of being a man, creating a balance of stereotypical feminine and
masculine behavior (like men publicly crying, showing their “weak” side, etc).

One of the prominent pieces is Do jajnika, a funny multilayered world-play which
refers to “do jaja,” which roughly translates as awesome. Literally, it means “to the egg,’
where egg has the same connotation as testicles in English. IYW replaced the sexual

32 Butler, J. (1988) Performative Acts and Gender Constitution: An Essay in Phenomenology and
Feminist Theory, Theatre Journal Vol. 40, No. 4 (Dec., 1988), pp. 519-531.
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organ by inserting the word jajnik (ovary), while the original meaning remains recog-
nizable.”

Another one, Ovde je butchno plays with the words butch and bucno (loud), referen-
cing the more masculine lesbian butch identity. Of two examples known to me, both are
near not only LGBTQ+ spaces but also clubs, whose music is often heard from the street.
By this intervention, IYW seems to signal a coded connection between the often pro-
tective indoor safe LGBTQ+ social spaces and sometimes threatening outdoors world,
but it can also be a commentary about the loud night clubs or amount of noise that this
heavy transport hub experienced at the time.

Inspector’s messages can be interpreted as a means of claiming existent queer spa-
ces and queering the public space. In the case of locations which have a prior LGBTQ+
history or contemporary social use, but which are often obscured for protection and
privacy sake, Inspector was contributing to their coded visibility. On the other hand,
everyday public locations which are not explicitly associated with the LGBTQ+ popula-
tion were queered by inserting queer subjects and topics in a space where they are unex-
pected, suppressed or invisible.

Drug od drugog: Solidarity, difference and interconnected struggles

Be a man, feminize yourself could also relate to the surrounding neighborhood, fil-
led with graffiti tags and sport fan paroles. Today’s Park Luke Celovi¢a has been called
P*cin park (P*ssy park), known for its cis-women and trans sex workers for decades.
Challenging masculinity and praising femininity with stencils could be Inspector’s way
of acknowledging their presence, something Inspector also did with pro-trans content
around the city. Interestingly, it is also a place with shifting identity in the mid-2010s
which allows kvar-abandoning single-issue and identity struggles. For example, a group
of stencils were addressing the notion of otherness and migration.

Around Park Luke Celovi¢a and along Karadordeva street, on the walls and large
garbage bins, Inspector made a few pieces of Drug od drugog (Companion of the other),
playing on the words drug (friend, buddy, comrade) and drugi (other, literally second).
At that time the message was made (2014), Savamala was transforming from a transit
into migrant hub, especially from 2015 with the large influx of immigrants from the
Middle East who were located in the park itself. The stencil called for companionship, to
side with the migrants (especially because the message was written in Serbian and not
English or Arabic), resisting their othering and exclusion from Serbian society, adding
up to other activist voices in the area which addressed notions of racism, class solidarity,
war and nationalism. Following the trend, Inspector temporarily abandoned the ico-
nic pug and stenciled the neighborhood with the message Rasizam ubija (Racism Kkills),
while (Od)baci stigmu (Throw away the stigma) found its way throughout the city on
both walls and garbage cans.

A set of stencils tackled the general issue of difference, such as Kissing Area’s Jpy-
iauuju tia wina? from 2013 (Figure 1) and Inspector’s Drugacija, pa sta? from 2014

33 Jajnik (singular, nominative case), jajnika (singular or plural, accusative case).
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(meaning: Different, so what?). The latter was reproduced next to an IPAK mirror with
Audrey Lorde, both strengthening the feminist undertones and creating a dialogue with
the pre-existing piece. Several Inspector messages address the stigma of HIV, which is
still widely regarded as a virus that predominantly affects the gay population. Breaking
the taboo in a playful fashion, one found in Savamala says HIV sloveni. Here Inspector
referred to the previous, socialist Yugoslav anthem Hej, sloveni (Hey, Slavs), which was
used from WWII until 2006. Catchy and subversive, the message has both a historical-
cultural reference and acknowledges the visibility of people with HIV among the Slavs
(Serbs included). Following the gender thread, many messages addressed the trans*
population, emphasizing their visibility in the LGBTQ+ acronym and struggle. Some
of them stated: Padam na trans (I'm falling for trans), Trans*fer Ponosa (Trans*fair of
Pride), and Ne trans*fobisi se trans*formisi se (Don’t trans*phobe yourself trans*form
yourself).

As we had a chance to see, although it seems easy to remain in the narrow circle of
LGBTQ+ messages, queering as an artistic strategy should not be essentialized. Looking
over Inspector’s entire opus can provide multiple points of connection and interpre-
tation. Challenging gender norms and posing taboo questions, offering solidarity and
confronting ignorance all operate at the same time, and sometimes even place. The com-
bination of these stencils in situ might emphasize a thread, like resistance to gender or
social discrimination, or simply expose the passersby with bits of Yoda’s wisdom.

Cekam ovas: Countering the Hate

Figure 3: Jolana Mili¢icova Neznanje rada strah and Strah rada nasilje, 2014,
stencils, Knez Mihailova street (photo: Inspector)
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By virtue of being in the public space, street art is accessible to the passersby, for bet-
ter or worse. Due to its unsanctioned character, people might object and react. Street
art pieces can be erased, white walled (painted over by city services or tenants), buffed
(crossed over by other street artists), or people can engage creatively by adding content
of their own. To go back to Velikonja’s approach, given location, including third-party
interventions, also play a significant role in contextual analysis. We must not forget that
this combination of elements is crucial for analyzing the artworks in situ.

In several interventions Inspector reacted upon the already existing hate speech, with
the strategy to “decontaminate” the streets.** For example, in 2015 they joined forces
with the initiative Ne budi ogranicen. Misli! (Don't be ignorant. Think!) to react against
ultra-right wing, nationalistic, neo-Nazi, and hooligan hate messages in Belgrade.?”” Era-
sing hate messages in public space is a staple activist activity, but in this case the artists
aimed to leave their creative mark as well. In the action called Hejt ubija - cetke na gotovs
(Hate kills — paintbrushes ready), Inspector’s made small stencils of pugs walking over
“clouds,” areas of paint that covered the undesirable content. The joyful colors also make
a contrast with often gray or dilapidated surfaces underneath. As we can see in the exam-
ple from Strahinji¢a Bana street, an upscale area, they transformed the negative messa-
ges into a visual pleasure of looking. This action was coordinated among several cities,
which resulted in a unified regional response with other antifa groups.*

While this strategy erased, blurred, or simply crossed over hate messages, contribu-
ting to a wall palimpsest, anonymous public feedback can also reveal multiple readings
of a given message. Originally reproduced in several locations, standing solo or reacting
to a nearby hate message, J*bes p*dere (F*ck f*gs) from 2014 received a special treatment
(Figure 4). According to Niksa, the motivation was to react to a set of nearby hooligan
graffiti by Partizan fans, which were aggressively claiming the area with their signature
black and white color. Looking at Google maps, the area is full of them—the closest ones
are sexist Jer lepa si do mog, I'/] (Ipo6apu Tophorn, Grobari Dor¢ol), PFC/IT®K (Partizan
football club), and a nationalistic stencil ITuwu hupunuyom (Write in Cyrillic). Inspec-
tor’s message explicitly reflected the dual-meaning, implicating both the sexual interco-
urse (as attraction or aggression) and indifference. Many homophobic men turn out to
be unsure of their sexuality and even “latent homosexuals,” who channel their aggres-
sion towards the LGBTQ+ population. According to Niksa, there is a parallel sentiment
where actual gays just want to be left alone from these hetero pressures and frustrations.

34 Velikonja, op.cit, p. 53; Velikonja, M. (2020) Ustavimo LGBT revolucijo! - Kar poskusite!
(Anti)homofobni in (anti)patriarhalni grafiti postsocialisti¢ne tranzicije, Casopis za kritiko zna-
35 Danilovi¢, op. cit, pp. 85-86; Danilovi¢, J. (2015) Slavimo Beograd, operimo grafite mrznje,
Liceulice br. 24 - Bolje da se uzalud boris$, nego da uzalud Zivis, pp. 16-17; Balaz, op.cit.

36 Martinovi¢, I. (2015) Zajednicka akcija antifasista regije: Ne grafitima mrznje, 25. June 2015,
30. June 2024, https://www.slobodnaevropa.org/a/ujedinjeni-antifasisti-regije/27092100.html;
Bagari¢, D. (2018) Kako se crta ekstremizam, 30. June 2024, https://autonomija.info/wp-content/
uploads/2018/11/kako_se_crta_extremizam.pdf.
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Possibly because the speech bubble used a derogatory word, somebody reacted cros-
sing over in red spray the word p*dere and wrote homofobiju!, thus changing the message
to J*bes homofobiju! (F*ck homophobia!). In this interesting twist, with an exclamation
mark, the sexual agency and critical indifference is again targeting the homophobic sen-
timent. In an additional twist, two police officers caught Niksa in the act, asking him
why he was writing a seemingly homophobic message on the wall.”” Located on a wall in
a small street overlooking the memorial Museum of Vuk and Dositej and kindergarten
Mestasce, as well as the nearby Mihailo Petrovi¢ Alas elementary school, it was no won-
der he caught the police’s attention. Eventually, the location remained attractive to other
artists; TijanaTri from studio Kpumka (Kriska) and Hepa (Nera) made their mural piece
just below the Inspector’s, directly inspired by his work.*®

Nearby Savamala was also not immune to hate messages targeting the LGBTQ+
population that usually appeared before the Pride parades during the 2000s and 2010s,
and which proved durable in the streets due to general neglect and/or apathy. Right-
wing extremist groups were trying to spread fear and oppose the Pride parade, which
they achieved several times with the Pride parades being canceled due to alleged police
understaffing and threats of urban violence. Many of them used to spread Cekamo vas! /
Yexamo sac! (We are waiting for you!) messages throughout the city in order to scare the
Pride attendants and supporters. While not the first such artivist response in Belgrade,*
Inspector introduced a message that challenged the hate messages themselves (2014). By
recomposing the two words from Cekamo vas into Cekam ovas (I am waiting for oats),
the original threat has been humorously neutralized with an absurd twist.

Some messages commented on violence in general: Neznanje rada strah (Ignorance
gives birth to fear) was sometimes coupled with Strah rada nasilje (Fear gives birth to
violence, Figure 3). Others, such as Ne tuci (p)se (Do not beat dogs/yourself) extended the
fight against violence towards dogs the artist saw being beaten or neglected in city parts.

Sada je najlepse: Hooligans

Many hate messages were employed by a number of sport supporter/hooligan gro-
ups, such as the ones in Dor¢ol neighborhood, aggressively tagging the public space.
Dor¢ol is an old neighborhood, with a rich history and multicultural heritage (Austrian,
Jewish, Muslim), in a prime location between the very center and Danube river. Terri-
torially, it has been divided into upper and lower Dor¢ol, where sport fans of Partizan
(called Grobari, gravediggers) claim the upper, and fans of Crvena Zvezda (Delije, war-
riors/braves) claim the lower part. Both groups of these two biggest sport clubs in Serbia
use graffiti, murals and street art for marketing and to extend their reach, physically and

37 Herman & Jovanovi¢, op.cit.

38 Nearby there was a tag by Noriaki from Poland, as well as still standing murals of Snout and
GTR/Deroks, the latter featuring the actor Bora Todorovic.

39 Example of stencil intervention with superheroes prior to announced Pride in 2009, see: Tunic,
The Adventures of Inspector Yoda the Wrinkled, p. 17.
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Figure 4: Jolana Mili¢icova J*bes p*dere, 2014 (photographed in 2017),
stencil and spray paint, Gospodar Jevremova street (photo: Srdan Tuni¢)

symbolically. Hooligans at the time were generally notorious for street violence, homop-
hobia, and their political and criminal ties.* In a few instances, Inspector decided to
counter and address their messages that sometimes oversaturated the streets. Given that
Dor¢ol was Niksa’s and Yoda’s primary home at the time, we can see the pugs as a way to
reclaim the public space.

Reacting against hate is only one strategy, as we had a chance to see in the previous
section. Apart from clear activist messages, a large part of Inspector Yoda the Wrinkled’s
opus are everyday sayings, spontaneous jokes and “spreading positivity.” One of the posi-
tive stencils is Sada je najlepse (something like: Now’s the best) from 2017. According
to Niksa, this “saying which our grandmothers used” indicates a state or situation when
all is well. What is interesting is that one of the versions of this stencil found its way to
an unlikely place, a football fan mural in their own territory. Near Niksa’s neighbor-
hood, lower Dor¢ol, many walls and almost entire residential blocks have been mar-
ked as belonging to one of the largest sport clubs in Serbia, Crvena Zvezda (Red Star).
Inspector wanted to test their territoriality by placing another Sada je najlepse stencil on
their wall, while respecting the existing color scheme (red and white). Poking the bear
indeed. Some young fans spotted him during the act, but due to his benevolent behavior
and message, let him go unharmed.

40 Danilovi¢, Grad i slika, pp. 52-62; Velikonja, Post-Socialist, pp. 273-326.
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But the real elephant in the room is what happens to hooligans who oversaturate the
area with their tagging which often remain unchallenged, not to mention hate messages?
Popular explanation is that there is no money to whitewall and decorate the old faca-
des, where some owners might be just preparing a fresh clean wall for next taggers, but I
think the underlying reason might be simple desensitization and apathy. In other words,
the citizens do not notice the discriminatory language anymore, it all becomes white
noise in an environment already filled with public advertising. While this might suggest
the hate messages are semi-neutralized, even abandoned by not being erased or reacted
upon, their content continues to spread and “contaminate” the environment.

A few other interventions also addressed the sport supporters/hooligans. A classic
inscription of Red Star’s /lenuje! (Delije!) at Lower Dorcol was repurposed by adding an
extra I' (G) in front and ? at the back, humorously turning the message into a question
rllenuje!? (Gdelije?!, Where is he?!). Throughout the city, Inspector also utilized the pug
commenting I navijaci tepaju, playing on the double meaning of the word tepati which
means both to beat and coo, and so the message stated Sport fans/supporters beat/coo too.
In a way, in these examples Inspector managed to make a lasting physical and symbolic
intervention within the space which is usually extremely homophobic. Seeing this mes-
sage in its contextual use, I think Inspector created a potent double-alternative: both to
violent or overly politicized messages on Belgrade’s walls, and the sometimes prevalent
victim discourse of the LGBTQ+ community.

Conclusion

I mean, a police officer asked me, “do you truly think you're going to change anything by
doing what you do?” [...] I don’t think so but I can’t be silent anymore, I mean... somehow
I think that there’s been enough silence. You can only be silent for so long."!

Many of these examples can be interpreted as cases of kvar—malfunction of logic,
expectations, normative relationships and “common,” “public” opinion. That is, purpo-
sefully challenging the alleged neutrality and objectivity of these everyday notions which
have been hijacked by ultra-right nationalism, coupled with social solidarity and antifa
sentiment. When everyday language reproduces violence and homophobia,* Inspector’s
guerilla war interventions create ruptures in the dominant discourse by confronting the
passersby. The value of these actions is not just in reacting publicly against hate and con-
demning violence, but also in challenging the desensitization of the public, where these
hate messages remain unsanctioned or unquestioned in the streets for a long time. As
we had a chance to see, many messages in public spaces made under the ultra-right wing
or “banal nationalist” pretext are violent in content or call for violence, contributing to
a toxic and fearful atmosphere targeting certain minorities. According to Velikonja, in
regards to nationalism, “[s]arcastically speaking, there is always someone to hate.” Street

41 Herman and Jovanovi¢, op. cit.
42 Blagojevi¢ and Dimitrijevi¢, op. cit, p. 11.
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art can challenge apathy, by giving a public voice to a certain social group, a counter-nar-
rative, and as such is inherently a democratic and political act.”

Reviewing Inspector Yoda the Wrinkled’s artivism, I want to underline that this little
pug is a symbol of hope. While the physical stencils have mostly been erased by now, its
messages resonated with the public and are still relevant in today’s Serbian society. As we
have seen, marginalization, stigmatization and violence towards the LGBTQ+ commu-
nity have been reproduced in public space, physically and symbolically. Having a critical
minoritarian voice in this setting has great potential to create fissures in this context,
reacting against desensitization of the general public, confronting the hate messages, and
presenting a discourse of its own. Inspector is one of those voices who was queering the
streets, destabilizing “the common sense,” questioning gender norms, challenging the
status quo, and providing alternative gender and social relations.

His own personal empowerment was intentionally reflected in his immediate surro-
undings: the city of Belgrade, artistic, activist and queer circles. This enabled a certain
temporal queer space, interwoven in the everyday fabric of the city. And by expanding
the focus outside of “pure” LGBTQ+ topics and activism, Inspector managed to tac-
kle some intersectional potential which reflected not only Niksa’s interests, but also the
interconnection of struggles. After all, the same urban space is shared by a variety of
social groups and individuals encompassing multiple identities, which all points to an
awareness of the local context and belonging. As a queered space, it reflects an aesthetic
choice, but also fosters minoritarian politics of visibility and brings the private into the
public as a means to face prejudices. This is an important decision given the often margi-
nalization and imposed secrecy of queer everyday experience in the public.

Finally, Inspector Yoda the Wrinkled brought play and positivity into the gray city
which might be overlooked looking at the sometimes grim messages they were reacting
to. Therefore, it is important to shift the weight from pure discrimination, hate and vio-
lence (or reaction to it), towards this discourse which brings and supports critical hope.
After all, despite the fact that a little pug could not change society, their example challen-
ged desensitization and apathy, which serves as the groundwork for resistance.
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Yuusepsutet ,Temnn’, Tajnep 1kona 3a yMeTHOCT U apxutektypy, Punagenduja ITA, CALl
ABAHTYPE MHCIIEKTOPA JOJE 3I'Y>)KBAHOT
HEHACWIHM AKTUBM3AM M KBMPOBAIGE Y/IMIIA BEOTPATA
Caxerax: Mncilexitiop Joga 3iyieanu je akTMBUCTIYKY IpojeKaT Hukone Xepmana
Huxiue, xoju je 3ajeHO ca CBOjUM MOIICOM JOJOM Kao a/JTePEroM CTBApao yIM4IHY

YMETHOCT M YHOCHO KPUTHYKe KOMEHTape ¥ XyMOp Y Hallly CBaKOJHEBUIY U Ha 6eo-
rpagcke ynuie usmehy 2014. n 2018. rogune. Fbuxos pap je 6mucko BesaH 3a JITBT+
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VICTOPUjY M aKTUBUCTUYKE MHTEPBEHIMje KPO3 YIMYHY YMETHOCT IOCTENIbE JIBE
meueHmje y beorpany u npumep je I10KanHO KOHTEKCTYa/IM30BaHe ¥ KpUTUYKE alpo-
Ipujanyuje KOHIIeNTa ¥ TepMIHa queer/KBUp Kao KBapa. Kpos ckopo 200 pasmuunTix
HOPYKa, Jofla ce MONTpaBao ca CBaKOJHEBHVM TOBOPOM, 4ecTo KBapehu mmm nogpu-
Bajyhu opuruHanHoO 3Hauewe, Hyfiehy jenHy BaXkKHY POIHY U APYLITBEHY KPUTUKY Y
jaBHOM IIPOCTOPY KOjU je 4eCTO 61O MpeIyH arpecUBHIX OPYKa MpPXibe T0OYeTKOM
nBexmbaguTux. HeonxonHo je ma carnmemaMo oBe MHTEPBEHLMjE KAO ,CUTYalIOHA
yMeTHIYKa flefla“ Koja CIy>ke CBPCU KBUPOBama IIPOCTOpa M IPOMOBNCamba Mfeana
HeHacuntHOCTY. Manu 1ma6monu Morca Jone koje je Hukia xopuctuo ma 6u oberne-
JKIO Tpafi MOTY [la Cé MHTEPIIPETHPAjy Kao 3HAK OTIIOPA M Hafle Y OKOIMHM KOja je
CKJIOHA IeCeH3MOMMNCAaHOCTY Ha Hacube M OILITY allaTHjy Y APYLITBY.

Kmbyune peun: yruuna ymeiminoci, beoipag, apiiususam, JIIBT+, xymop
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Abstract: The streets of Belgrade are filled with all kinds of street (art) interventions,
including murals. In this article I argue that murals are not merely a means for artistic
expression or beautification of urban space. While approaching murals from an ecolo-
gical perspective, that goes beyond their aesthetic and visual aspects, I show that murals
are complex entities that not only manage to communicate with each other and take on
new meanings over time, but they are also intertwined with the “ecosystem” of the capital
and Serbian society. Based on ethnographic encounters with two Belgrade murals, I trace
the post-socialist transformation of both Serbian and ex-Yugoslav society, and the way
people here deal with shifting temporalities.

Key words: Murals, Ecology, Yugoslavia, Urban space, Serbia, Post-socialist transfor-
mation

alking through the streets of Serbia’s capital, Belgrade, it seems as if you come
across a street (art) intervention almost at every turn.' Or at least that was my
impression when I started a research for my master thesis Ecology of Walls:
Ethnography of Belgrade Murals, which was defended in 2023 at the Faculty of Huma-
nities, Charles University in Prague, and on the findings of which this article is based.
And indeed thousands of writings, tags, graffiti and street art pieces, stencils and murals

1 The research was supported by the specific university research project 260736 Crisis and Un/
certainty of Contemporary Worlds: Anthropological Perspectives, conducted at Charles Univer-
sity, Faculty of Humanities. ORCID ID: https://orcid.org/0009-0007-6978-0825.

2 Mili¢i¢ova, J. (2023) Ekologie zdi: Etnografie bélehradskych murdlii, master thesis, Faculty of
Humanities, Charles University in Prague, https://dspace.cuni.cz/handle/20.500.11956/181537
(accessed 02. July 2024). In case of interest in the English version of the master thesis, please con-
tact the author at milicicovaj@gmail.com.

[CyrTyPa




JOLANA MILICICOVA

inhabit the walls of Belgrade's streets. As city dwellers though we can tend to overlook
them. If it captures our attention we often see it in just two ways: vandalism or aesthetic
beautification of urban space. We rarely look further at the richness of life that flourishes
on the surrounding facades. To some extent the same can be told about social scientists.
Slovenian researcher Mitja Velikonja has recently pointed out that street interventions —
despite being an important part of public space all over the world - are rarely considered
a legitimate topic for social scientific research.’

Along with it there is no consensus that would clearly and uniformly differentiate
what is street art, graffiti or a mural.* Through literature, it is possible to come across
many (sometimes contradictory) definitions of what street (art) interventions are and
what forms of them can be distinguished. When I started my research, some of the first
questions I began to ask myself in the field were: what exactly is a mural, how is such an
image on a wall perceived by people inhabiting a given urban space along with it, and
what can it in turn tell us about a given society and place.

I really think that what a mural is depends on a context. (...) A mural doesn't exist without
a context. If you go out of the context, you just get a painting. And a painting works in the
vacuum of a gallery. On the other hand, a mural has to respond to its immediate spatial
context. It's created in a temporal context, it's created in a certain political environment, in
a particular social environment. (...) You can't see it as an isolated image. Because otherwi-
se you take away everything that really makes it what it is.>

This is how a muralist Jana Danilovi¢ described her perception of what a mural is
when we sat together in a café in Vracar, one of the districts of Belgrade, and discussed
the variety of forms that a mural can take. And, as I try to show in this article, not only a
mural can not be viewed without its immediate and wider context, nor can it be appro-
ached as a mere static image on a wall.

In this article, I go beyond the aesthetic aspect of murals. (1) First I introduce two
researched Belgrade murals, (2) then I explain how, with a help of ecological perspecti-
ve, I - in my ethnographic approach - view murals as complex entities with their own
socio-material life and agency and (3) finally on the case of the two murals I show how
this approach allows me to study not only the lives of the murals, but also post-socialist
transformation and reflections of lives of the people in the region.

3 Velikonja, M. (2020) Post-Socialist political graffiti in the Balkans and Central Europe, London
and New York, Routledge, p. XIII

4 Bengtsen, P. (2014) The Street Art World, Lund, Almendros de Granada Press, pp. 11-25; Schac-
ter, R. (2016) Street art is a period, PERIOD: or, classificatory confusion and intermural art, Graf-
fiti and Street Art: Reading, Writing and Representing the City, edited by Avramidis, K., Tsilimpo-
unidi, M., New York: Routledge, pp. 103-118.
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Meet the murals

In Rajiceva Street in Belgrade you can find a building of the Belgrade Faculty of Fine
Arts (FLU) and, opposite the faculty, a building of the former Jugobanka. And it is on
the side wall of this building where a mural is painted in bright colors. This mural is one
of the oldest in Belgrade. It was created here in 1984 by professor from FLU, Cedomir
Vasi¢, with his then-students Perica Donkov, Darija Kaci¢, Vesna (Milivojevi¢) Kneze-
vi¢, Mirko Ognjanovi¢ and Igor Stepancic.

Hundreds, maybe even thousands, of people pass by the mural every day. But if you
don't know about it, you might pass it unnoticed. Despite its monumentality, the mural
is a bit hidden in the folds of the street. The houses here don't form a straight line. This
creates a small plaza that reveals a view of the side wall of the former Jugobanka, with the
mural facing directly onto the famous Knez Mihailova Street.

Two central elements dominate the mural. A young man with his back turned to peo-
ple walking on the street, so he does not properly show his face, and streams of spilled
paint that seem to flow down from the top of the building. The young man is wearing
a denim jacket, jeans and sneakers. He holds a large orange sketchbook in the armpit
of one hand and his other hand is casually tucked in his pocket. Like this, he is looking
somewhere upwards.

Figure 1: Mural “Raji¢eva,” Cedomir Vasi¢ & students,
Belgrade, 2023 (photo: author)
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On the other side of the city, in Bezanijska Kosa district, you can find a mural that
resembles the one from the 1980s. The mural is called Promena boja, which means Tran-
sformation of colors. It was created 36 years after the first of the murals, by a muralist Pija-
nista as part of a Runway Festival. The surroundings in which this mural is located are
different from the bustling city center. Bezanijska Kosa has a more residential atmosphe-
re. The mural inhabits one of the corner walls of a block of apartment buildings. In front
of the mural is a small grassy area, a pavement and a small parking lot. On the mural we
see an elderly gentleman with a white beard. He is wearing a hat, a dark shirt and trou-
sers and an unbuttoned greenish shirt. This man is facing people walking on the street.
With one hand in his right pocket, his left hand pointing upwards, his eyes follow this
gesture. From the roof does not stream paint, as in the first mural, but something brown.
Something the artist himself referred to as feces during our interview in 2022.

B s AT s 3

Figure 2: “Mural Promena boja,” Pijanista, Belgrade,
2023 (photo: author)

As part of my field work research in Belgrade, I participated in many events related to
the local art community. There I gained new information and contacts. I began to realize
that the mural on Rajiceva Street and the mural on Bezanije Kosa are related at a confe-
rence where I first met Pijanista — the author of the second mural I researched. From his
presentation it became clear that the mural Promena boja not only pays homage to the
one on Rajiceva Street, but also tries to reflect a perception of a certain transformation.
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Soon after this meeting, I began to ask myself various questions: how and in what
circumstances murals come to life? What does the transformation of colors embody and
what is it trying to tell us? With whom the murals communicate? And can messages of
the murals gain complexity when they interact with one another?

Anthropological journey to the life of murals

The core of the anthropological approach is qualitative, or more specifically ethno-
graphic research. Its main focus is on participant observation. The principle of this met-
hod involves being in the field for a long-term period of time, immersing oneself in the
local environment, spending time with local people and researching the chosen pheno-
menon.’ Such an approach opens up the possibility to study in depth, for example, those
contexts Jana mentions at the beginning of this article. As a researcher, I spent a total of
approximately 6 months in Belgrade over the course of two years (2021 and 2022).

There is a rich body of literature that addresses the meanings that murals represent.’”
However my aim during the research was not to look at the murals ,only* from their
artistic and meaning-making side. Instead, or rather alongside, I have tried to think of
them holistically. As an intersection of actions and events involving walls and facades,
artists and passers-by, local moods and global politics. The metaphor of the ecology of
walls helped me to do this. Thanks to it, I was able to view the murals as a kind of living
organisms that are embedded in a certain socio-material environment, and thus clo-
sely intertwined with the ecosystem of the capital and Serbian society. In this ecological
approach, I build on the concepts of Gragory Bateson's ecology of mind and Tim Ingold's
ecology of materials.®

In its broadest sense, ecology is about the relationality of all organisms coexisting and
interacting in a particular physical environment, together forming specific ecosystems.’
Bateson argues that if we want to understand a phenomenon, we need to view it in a

6 Madden, R. (2010) Being Ethnographic: A Guide to the Theory and Practice of Ethnography, Lon-
don, SAGE Publications, pp. 77-94.

7 See for example: Danilovi¢, A. (2017) Grad i slika: Znacaj i funkcija slikarskih intervencija u
javnom prostoru, PhD thesis, Fakultet primenjenih umetnosti program Primenjena umetnost i
dizajn, Univerzitet umetnosti u Beogradu; Goalwin, G. (2013) The Art of War: Instability, Inse-
curity, and Ideological Imagery in Northern Ireland's Political Murals, 1979-1998, International
Journal of Politics, Culture no 26(3), Published online: Springer Science+Business Media New
York, pp. 189-215; Rolston, B., Ospina, S. (2017)Picturing Peace: Murals and Memory in Colom-
bia, Race and Class no 58(3), Los Angeles, London, New Delhi, Singapore, Washington DC, Mel-
bourne: SAGE, pp. 23-45; Upalevski, I. (2017) Murals make (Our) history: paintings on the wall
as media of cultural memory. Interpreting the current state of Warsaw’s commemorative murals,
Przeglad Socjologii Jakosciowej no 13(4), Published online: University of Lodz, pp. 114-135.

8 Bateson, G. (1972) Steps to an ecology of mind, San Francisco, Chandler Pub. Co; Ingold, T.
(2012) Toward an Ecology of Materials, Annual Review of Anthropology no 41, Published online:
Annual Review, pp. 427-442.

9 Pimm, S. L., Smith R. L., ,Ecology*, Encyclopedia Britannica, May 2, 2024, June 4, 2024, https://
www.britannica.com/science/ecology.
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context of the interconnectedness of a given (eco)system — with all the related contexts
and relationships in which it is embedded.'® Ingold criticizes the asymmetrical view on
human and non-human actors. From his perspective, artifacts — such as murals I would
add - are seen as too passive and dependent on human agency. In his view, we should
rather view them like living organisms, as something that develops, grows and is an acti-
ve part of the process of becoming."

Following this, I base my research on the assumption that murals, like any other
organisms, are part of the environment that affects them, just as they affect it. By envi-
ronment here, I mean all the surrounding entities and conditions affecting a given orga-
nism. From air, water or other organisms - for example, other murals - to the various
cultural and social forces shaping all forms of life in a given environment.'? In order to
understand the phenomenon of murals, I am, with Bateson, trying to understand the
circuit of which murals are a part and which they allow to enter."

The very nature of qualitative research required narrowing the focus to a few selected
murals.' Initially, I wandered around the city and observed the variety of what Belgra-
de’s walls had to offer. Gradually five murals crystallized that I began to examine more
closely, two of which I present in this article. Each of the studied murals demonstrated
an ability to embody and reflect significant topics resonating in contemporary Serbian
society. Whether it was air quality, gender equality, nationalism or the process of post-
socialist transformation.'®

I subsequently created detailed field notes from the days spent in the local streets
and with the local people. Alongside this, I conducted informal and semi-structured
interviews with street artists, graffiti writers or muralists, experts with particular know-
ledge tied to particular murals, or people who were just passing by the murals.' Those
appearing in this article are presented here either under anonymous names or under
their artistic or civic names. Depending on our agreement in terms of written or verbal
“ethnographic” consent."” Using the strategies and tools of qualitative analysis, I then
attempted to view these data in some new and (anthropologically) relevant ways.'

10 Bateson, op. cit, pp. 287-312.

11 Ingold, op. cit, pp. 427-442.

12 Lock, M. (2020) “Permeable Bodies and Environmental Delineation”, Biosocial Worlds: Anthro-
pology of Health Environments Beyond Determinism, edited by Seeberg, J., Roepstorff, A., Mei-
nert, L., London: UCL Press, pp. 15-43.

13 Bateson, op. cit, pp. 229-232.

14 Flick, U. (2007) Designing qualitative research, London, SAGE, pp. 61-67.

15 Mili¢icova, op. cit.

16 Madden, R. (2010) Being Ethnographic: A Guide to the Theory and Practice of Ethnography,
London, SAGE Publications, pp. 59-76.

17 Fassin, D. (2009) Nad ramec etickych pravidel: Zamysleni nad etnografickym vyzkumem praktik
zdravotni péce v Jizni Africe, Biograf no 49, Published online: Casopis Biograf, pp. 25-41.

18 Gibbs, G. R. (2007) Analyzing Qualitative Data, London, SAGE, pp. 143-145; Konopasek, Z.
(1997) Co si pocit s po¢itatem v kvalitativnim vyzkumu, Biograf no 12, Published online: Casopis
Biograf, par. 106.
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Murals and transformation(s)

The mural in Rajiceva Street is closely related to the history of the boom of murals in
Belgrade in general. Although it was not the first mural to inhabit the walls of this city, it
had an ambition to be the protagonist and the start of an initiative aimed at finding new
ways to contribute to the positive (urban) transformation of Belgrade. It was Professor
Vasi¢ and his students from the Faculty of Fine Arts (FLU) who were one of the most
active initiators of creating murals in Belgrade between 1984 and 1997." And many con-
temporary muralists and murals more or less directly follow this tradition.”

As Professor Vasi¢ revealed to me, his idea was that murals would become part of
Belgrade’s urban planning: ,It was about the need for something to move, something to
change in the environment as it was then. And it seemed to me that murals were a means
that could contribute to that.* With his students, he therefore created a plan for 50 murals,
along with a list of suitable locations which the murals could inhabit, and submitted it
to the city council. The mural in Rajiceva Street was the first of this initiative. Based on
a sketch by Perica Donkov. According to the professor, the mural had no other purpose
at that time. Perhaps only that:

...one could say that one enters the city through Kalemegdan [nearby park and fortress]
And this could have been a symbol that the city had some other ambitions than just buil-
dings, but also some life. Some kind of artistic life that starts with this building.**

According to Vasi¢, with this mural and with the initiative murals slowly began to
enter the consciousness of the local population and the city‘s leadership. And how it
seems based on the research, the mural has developed for itself also a new purpose with
passing time and interaction with another mural - the mural Promena boja.

There are three things to mention about the Promena boja mural in this context. (1)
Its author, Pijanista, is known for his critical perspective on the current conditions in
Serbia. His works tend to be filled with criticism, irony and a certain amount of provoca-
tion. (2) The young man in the 1980s mural and the older gentleman in the 2020 mural
are the same person. In fact, one of the students who worked on the first mural, and later
also a professor, Mirko Ognjanovi¢, stood as a model for both of the murals. (3) The Pro-
mena boja mural, according to Pijanista, consciously refers to the Raji¢eva Street mural
created in the 1980s - i.e. in the time of Yugoslavia.

Most of the people I spoke to were unaware of this linkage. Including those living
in Bezanijska Kosa. For example, when I approached an elderly lady with her grandda-
ughter while wandering around the block, she said she knew nothing about the mural,

19 More on the history of murals in Belgrade: Stojanovi¢, S., Mileti¢, M., & Radovanovi¢, M.
(n.d.) Istorijat oslikavanja murala u Beogradu, March 12, 2023, https://www.udruzenjekurs.org/
radovi/istorijat-oslikavanja-murala-u-beogradu/.

20 Mili¢i¢ova, op.cit, pp. 79-86.

21 Mili¢icova, J. (2022) Interview with professor Cedomir Vasic, personal interview, Belgrade.
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“for example, who is this person anyway” with an undertone that suggested in my eyes a
question: “and why do we have him here at all”

Ability to transmit information can sometimes tend to be viewed through a filter of
logocentrism, reducing it to a spoken word or written text.”> As a result, the power of
what the murals are trying to tell us may be overlooked. Some murals may be openly
artivist.”> However, as the intertwined lives of these two murals will show, sometimes a
seemingly subtle message becomes visible only through communication of two murals
at once.

Pijanista himself describes the relation between these two murals as follows: the man
from the Promena boja mural is no longer a student, but a professor, and a lot has chan-
ged. And not only in the young man's life:

I wanted to show what has changed in society. And in fact, nothing has changed except the
colors. And here [in Serbia], when we say colors, in the jargon we most often refer to parties
in a socio-political sense.**

However, according to Pijanista, where used to be bright colors, feces, represented by
brown streams, are now pouring down from the top:

Which is also a connotation of the fact that when one thinks of those who are currently in
power, dictator or whatever, one says, ,At the top.” (...) So you could say that feces are pou-
ring down from above, and that is the only transformation that is really happening here.”

When I talked to local people about the relationship between the two murals, I did
not want to influence them with my already acquired knowledge and interpretations.
That is why I always gave them a photo of each of the murals separately without any
additional notes. People usually recognized the mural in Raji¢eva Street. It was often
referred to as their favorite mural or figured in their memories of their childhood. In
contrast, the Promena boja mural was unknown to most of them. However, from the
very beginning, most of them, as soon as they saw the two photographs side by side,
began to suspect that the murals depicted one and the same person.

22 Kohakova Haakenstad, M. (2015) Vizualita narodni identity v Mexiku: Odraz kolektivni
paméti, ¢i mocenského diskursu? Lidé mésta no 17(1), Published online: Fakulta humanitnich
studii Univerzity Karlovy, pp. 3-44.

23 Tuni¢, S. Grafiti u pokretu, December 13, 2019, June 4, 2024, http://www.seecult.org/vest/gra-
fiti-u-pokretu; Stammen, L. and Meissner, M. (2022) Social movements' transformative climate
change communication : extinction rebellion’s artivism, Social movement studies no 23(1), Publis-
hed online: Taylor and Francis, pp. 1-20.

24 Mili¢icova, J. (2022) Interview with muralist Pijanista, personal interview, Belgrade.

25 Ibid.
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Many of the informants assumed that the young man in the first mural is looking
towards a better future. At the Promena boja mural some of them suggested that the man
was pointing out that the roof was leaking or that he might be turning to God with his
troubles. These reflections are nicely illustrated by an example from a discussion over
photographs of the two murals during focus group interview, in which Marko and Petar,
students at the University of Belgrade, and Suzana and Jovana, two assistants at the Uni-
versity of Belgrade, participated.®

Petar: He's holding something [the man on the mural on Rajiceva Street], maybe hol-
ding some books, maybe some work, I don't know, and looking at the sky. And the man is
facing the future. Eternity. And he is looking upwards. But other than that, I don't know
what to say... Well, he [the person on the Promena boja mural] is pointing to something.
Is he pointing to the fact that it's leaking from the roof?

[Everybody’s laughing]

Suzana: Well, it really looks like it. Literally, that's what it looks like!

(...)

Jovana: I have a very similar feeling as Petar about this [the mural in Rajiceva Street].
A glimpse into the future. These intense colors remind me of some brightness, something
beautiful that has yet to happen. Something that awaits us. And this person here seems to
me to be one promising young man who is absolutely ready to embark on what lies ahead.
Maybe he's just out of school, and those colors are what's coming. Absolutely some glimpse
towards some of the beauty of the life that is ahead of him. And as for this guy [the Prome-
na boja mural], it makes a lot of sense that maybe he's pointing to some work that needs
to be done on that building. But if I consider that maybe he's looking up to the sky, maybe
he's addressing God. Maybe he's even turning to God [develops a reflection thoughtfully],
maybe he's thinking about life. And the look on his face is kind of sad. Kind of melancholic,
like, ,God, why". It's like he's wondering why something is happening in his life. So let's put it
this way, maybe he's turning to God. Maybe he's asking for something. I find that expression
very strange. I can't quite define it. But I would say he's not entirely happy...”’

After a while, when Marko and Suzana also comment, I reveal that the same person is
depicted on the mural 36 years apart. Or rather Petar precedes me with his assumption.

Suzana: That's more or less what we were talking about. He was expecting some super shiny
future here and he got a leaky roof - just kidding. He got some kind of disaster. This is such

26 Hyde, A., Howlett, E., Brady, D. and Drennan, J. (2005) The focus group method: Insights
from focus group interviews on sexual health with adolescents, Social Science ¢ Medicine no 61,
Published online: Elsevier, pp. 2588-2599.

27 Mili¢i¢ova, J. (2022) Focus group interview with two students, Petar and Marko, and two assi-
stants at University of Belgrade, Suzana and Jovana, Belgrade.

[CyrTyPa




JOLANA MILICICOVA

a classic Balkan story, a classic Serbian story. We keep looking forward, expecting some bea-
utiful future and instead we grow old in a disaster. In wars, in despair, in some abnormal
situations, sanctions and so on. So now the murals are even better for me. And I like the
fact that he's addressing us. Communicating directly with us and sending that message: hey
guys, it's a disaster here, move out [laughing]. I'm kidding...”

As curator Slavko Sterk writes, graffiti can “entertain, provoke and stir thought.”?
And the same can be said of murals. Conversations with local people and thinking about
and with the murals led me to conclude that the murals together seem to reflect a more
general mood in the country. Like Marko, Petar, Suzana and Jovana, most of the infor-
mants perceived the age of the man in the second mural as an embodiment of the passed
time. The change of colors, then, was most often seen either as a change in conditions
in artistic circles or as a change for the worse in the life of the depicted person or in the
current situation in Serbia in general.

Among the people in Serbia, both the older and the younger ones, there is a cer-
tain degree of shared nostalgic narrative relating to the period of the former Yugoslavia,
Yugo-nostalgia.*® The murals themselves seem to make these discourses present in their
lives — the bright colors illuminating the future for Yugoslavia and the swamp of fecal
matter of the current conditions in Serbia.

Velikonja in his research on political graffiti throughout the space of the former
Yugoslavia, speaks of the fact that of hundreds of photographic materials of street inter-
ventions related to the former Yugoslavia collected in his archive, there are five times
more pro-Yugoslav than anti-Yugoslav ones.*" In most cases, these are various writings
or images referring to Yugoslavia or its important figures or symbols. Velikonja then
subjects the collected data to a semiotic analysis, taking Barthes, Eco or Foucault as his
guides. But what to do if the message the street (art) intervention tells is not explicit at a
first glance? Or it is even located somewhere in the space between two murals. As in the
case of the Rajiceva Street mural and the Promena boja mural. In other words, how to
get beyond the surface of the ,obvious’ meanings? This is where I take an ecological per-
spective to help me, as it allows me to trace the interconnected lives of these two murals
and the circuit which they are part of.**

28 Ibid.

29 Sterk, S. (2004) Umjetnost ulice - Zagrebacki grafiti 1994-2004/Street Art — Zagreb Graffiti
1994-2004, Zagreb, Muzej grada Zagreba, p. 69. Quoted from: Velikonja, M. (2020) Post-Socialist
political graffiti in the Balkans and Central Europe, London and New York, Routledge, p. 5.

30 Boskovi¢, A. (2013) Yugonostalgia and Yugoslav Cultural Memory: Lexicon of Yu Mythology,
Slavic Review no 72 (1), Published online: Cambride University Press, pp. 54-78; Vol¢i¢, Z. (2007)
Yugo-Nostalgia: Cultural Memory and Media in the Former Yugoslavia, Critical Studies in Media
Communication no 24(1), Published online: Taylor and Francis, pp. 21-38.

31 Velikonyja, op. cit, pp. 69-77.

32 Bateson, op. cit, pp. 229-232.
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On stuckness, nostalgia and hope

As has already been said, the Pomena boja mural suggests that the time when the
mural in Raji¢eva Street was created, the time of Yugoslavia, refers to something bet-
ter than what people in Serbia are experiencing today. One of my informants, Novak,
a photographer documenting art on streets who himself experienced the Yugoslav era,
drew my attention to a well-known opinion poll that suggests that currently about 70 %
of young Serbs do not see their future within Serbia and think they should move out of
the country.” In contrast, the Yugoslav period is seen as a period of relative economic
stability, a time when people could travel freely and held one of the best passports in the
world.** This was also intertwined with the fact that Yugoslavia enjoyed a recognised
position on the geopolitical level at that point in time. Novak stated:

For the West we were the East, for the East we were the West. And with that passport we
could go to the Soviet Union and, on the other hand, to America. So from that side it was
all very interesting. We also had enough money to follow some trends...”

All this was largely due to the specific position of socialist Yugoslavia, which in many
ways was very different from the experience of other socialist states in the Eastern Bloc.*
As my colleague in the field, Ljiljana Radosevi¢, once remarked during one of our walks,
perhaps the most political element of the Rajiceva Street mural is the young man's Adi-
das-like sneakers and denim outfit. Such goods were not commonly available in other
socialist states. To a certain extent, Yugoslavia owed these different conditions to the
events of 1949, when Tito ideologically split with Stalin and thus Yugoslavia embarked
on its specific form of socialism in opposition to the Stalinist Eastern Bloc.”

Since I was in the field as a half-Serbian, half-Czech researcher living in Prague, some
of my older informants, such as a taxi driver Neboj$a, mentioned school excursions to
the Tatra Mountains or Prague in the 1980s.*® Compared to the locals, they said, they

33 Mondo, Veliko istrazivanje: Mladi bi da odu iz zemlje, April 11, 2019, April 15, 2023, https://
mondo.rs/Info/Drustvo/al1178961/Mladi-u-Srbijiistrazivanje-o-mladima-u-Srbiji.html

34 Jansen, S. (2009) After the red passport: towards an anthropology of the everyday geopolitics
of entrapment in the EU’s ‘immediate outside;, The Journal of the Royal Anthropological Institute
no 15(4), Published online: Wiley, pp. 815-832.

35 Mili¢icova, J. (2022) Interview with photographer Novak, personal interview, Belgrade.

36 Vuletic, D. (2012) Sounds like America: Yugoslavia’s Soft Power in Eastern Europe, n Divided
Dreamworlds?: The Culture Cold War in East and West, edited by Romijn, P., Scott-Smith, G.,
Segal, J., Amsterdam: Amsterdam University Press, pp. 115-131; Zaccaria, B. (2014) The Euro-
pean Community and Yugoslavia in the Late Cold War Years, 1976-1989, Disintegration and Inte-
gration in East-Central Europe: 1919 — Post-1989, edited by Loth, W., Paun, N., Nomos Verlagsge-
sellschaft mbH, pp. 264-283.

37 Petrovi¢, J. (2007) The Tito-Stalin Split: A Reassessment in Light of New Evidence, Journal of
cold war studies no 9(2), Published online: The MIT Press, pp. 32-63.

38 More on the position of halfie anthropologists in: Mili¢i¢ovd, op. cit, pp. 22-24.
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had the most modern clothes, could afford to spend money, and felt “like kings” in Czec-
hoslovakia. However, as they all independently added in the same breath, “Today it's the
other way around.”

However, the 1980s, in which the first of the murals was created, was also a period of
emerging economic crisis, as well as internal disunity within the Yugoslav federation.”
Nevertheless, according to Novak, for example, in the early 1990s there was an assump-
tion among people that Yugoslavia would be the first of the post-socialist countries to
join the West. But then came the other events of the 1990s. This period is seen by many
of the people I have had the opportunity to talk to as the moment when the problems
that had been bubbling under the surface throughout Yugoslavia‘s existence exploded.*’
Novak said:

Everything that's not supposed to happen to a young person happened to you. You had
wars, sanctions, lack of everything, you couldn't travel... and finally the bombing.*'

It was the moment when the ,total collapse of everything’ came and the moment when
even the hope for a better future was lost. As Novak continues:

The 1980s had that moment that had been going on since World War II - there was a belief
and an idea that tomorrow will be better than yesterday. (...) And you had the ,80s with all
the negative things... but you still had this idea that it was only temporary and tomorrow
will be better. I think the ,90s destroyed all these thoughts that tomorrow will be better than
yesterday in a short moment. And suddenly you knew tomorrow won't be better.**

Despite the end of the wars and the calming down of the situation in the region, the
drop in enthusiasm and hope, according to some of my informants, continues.

Some authors, such as Hage, write about the need for existential mobility, about a
need for a sense of moving on in life. And moving towards something that is better than
what you are leaving behind.*” However, the research of the lives of these murals and cir-
cuit which they are part of suggests that many people in Serbia perceive rather a feeling
of a sort of existential stuckness. A sense that their lives are not moving well enough wit-
hin the country.* This feeling was attributed by many of my informants to the continued
stagnation and scandals that they felt surrounded the current Serbian government. On

39 Yarashevich, V. and Karneyeva, Y. (2013) Economic reasons for the brek-up of Yugoslavia,
Communist and post-communist studies no 46(2), Published online: University of California
Press, pp. 263-273.

40 Fink-Hafner, D. (1995) The Disintegration of Yugoslavia, Canadian Slavonic Papers / Revue
Canadienne Des Slavistes no 37(3/4), Published online: Taylor & Francis, pp. 339-356.

41 Mili¢i¢ova, Interview with photographer Novak.

42 Ibid.

43 Hage, G. (2009) Waiting Out the Crisis: On Stuckedness and Governmentality, Waiting, edited
by Hage, G., Melbourne: Melbourne University Press, p. 99.

44 Tbid.
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the other hand, according to many, there is no solid opposition in the country. During
our interview, Pijanista himself mentioned that the colors on the older mural symbolize
for him a certain happiness and life that “has been infused with color” However, such a
life, according to him, has been extinguished in Serbia with the new colors.

A feeling of such stuckness is often associated with the inability to move from the
real or imagined place, as well as with waiting and a sense of wasted time: “To be stuck
is both spatial and temporal”™* This may be why some young people in Serbia see a way
out of this stuckness through physically leaving this (not only) geographical space. In
the language of the researched murals, waiting for a future full of color has turned into
a present full of feces. However, the perceptions that can be observed through the lives
of these two murals in contemporary Serbian society are not exclusive to this country.
Jansen, based on his research in Bosnia and Herzegovina, shows the contrast in the cour-
se of post-socialist transformation between some former Eastern Bloc states and some
states of the former Yugoslavia. According to him, the people of former Eastern Bloc
states, such as the Czech Republic, place the emic category of normality — as opposed to
the abnormal socialist past - in a future embedded in a renewed belonging “to a univer-
se referred to as Europe or the West”* But as Jansen discusses, and as the two commu-
nicating murals suggest, people in the territory of the former Yugoslavia attribute this
dreamed normality not only to an imagined future, but also to a past that is already gone.
And this corresponds both to the nostalgic narrative surrounding the Yugoslav era and
to the message pursued by the dialogue of the two murals. According to professor Vasi¢:

There's a lot of nostalgia for those days now. Firstly, because there was peace and because
there was moving into something better. You could feel that things, the state, the people, were
developing. (...) We had to go through the difficult ,90s. And in a sense they continue. I mean,
somehow you don't come back to the point where you feel that society is moving. Instead,
there are always some breaks. Always forward and then back. And we start to be skeptical.””

This nostalgia is embodied in reverse position by the mural Promena boja. As Pija-
nista told me:

And in fact, the whole point is in the detail that, where there [on the Rajiceva Street
mural] were colors, that it was some happier time. Seen from this distance. And that at
this moment feces is pouring down. And that simply the situation is what it is. In society, in
culture, among people.*®

45 Turner, S. (2022) “Camps as Vessels of Hope,” Material Culture and (Forced) Migration: Materi-
alizing the Transient, edited by Yi-Neumann, F, Lauser, A., Fuhse, A., & Braunlein, P. J., London:
UCL press, p. 58.

46 Jansen, S. (2015) Yearnings in the Meantime: 'Normal Lives‘ and the State in a Sarajevo Apart-
ment Complex, New York, Berghahn, p. 36.

47 Mili¢i¢ova, Interview with professor Cedomir Vasi¢.

48 Mili¢i¢ova, Interview with muralist Pijanista.
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At the same time, however, Pijanista added during our conversation that Yugoslavia
itself does not mean that much to him, as he himself had not even been born yet in that
time. Nevertheless, he found it a fitting comparison in the sense of a state that was better
than the present one. For example, Novak's reflection was interesting. When we were
discussing the two murals, he began to develop the idea that ,objectively people are no
worse off than in the 1980s. On the contrary, they are better off. What has changed is
the perception of their situation. A very similar feeling is described by Jansen for Bosnia
and Herzegovina: “...although I knew it (and they knew it), few acknowledged that most
people in Dobrinja now had access to more and technologically more advanced goods
than then. Yet most felt worse off.”*

An important aspect that many of the informants referred to in their narratives abo-
ut Yugoslavia was hope - represented in their eyes also in the bright colors of the older
Rajiceva Street mural. Hope which is more difficult to find in the current circumstances.
The post-socialist transformation is here intertwined with the post-war one. And the
imagined future, in the eyes of many, never comes. Instead, as the Promena boja mural
attempts to tell us, the country remains stuck in the “feces” of the current meantime,
where many hopes seem to be disappointed again and again.® For many of my infor-
mants, the assassination of Prime Minister Zoran Dindi¢ in 2003 was a clear moment
when hope was lost. For some people in Serbia, Pindi¢ remains a symbol of “real” pro-
European politics and the effort to emerge from the wounds and consequences of the
1990s. For many, the assassination is also a moment when figures who were active on the
political scene in the 1990s are returning to power.

All of these motifs are reinforced by the interaction between the Promena boja mural
and the Rajiceva Street mural. However, not all of those with whom I had the opportu-
nity to discuss the murals completely agreed with the reflection of Pijanista. Especially
people who had not experienced the ,80s. For example psychologist, in her early 30s,
Anja said to me:

I don't see it that way. But I wasn't even born then. But I often have discussions with my
mom about whether or not it was really a golden time. Definitely, when you look at eve-
rything that was in the country at that time, that time was great. But I think it was a pure
loan. (...) And I think that now is the time when we're paying off that debt and living in
sh*ts [referring to Pijanista’s comment about feces flowing down the wall] because they
were living off what they themselves were creating and could create back then. (...) Yes. It
was one rainbow. It was one idyllic color back then. But not because things worked, but
because they took out one big loan that will be paid back by our generation and probably
the generation after us. So in a way, yes. You have negative things that are more like fecal

49 Jansen, S. (2014) On Not Moving Well Enough: Temporal Reasoning in Sarajevo Yearnings for
“Normal Lives”, Current Anthropology no 55, Published online: The University of Chicago Press,
p.-77.

50 Jansen, S. (2015) Yearnings in the Meantime, p. 54.
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matter than what they used to be, but not because we're making any mistakes or because
there's bad government policy now or anything like that. I think it's the result of bad policy
that we‘ve been dragging behind us for a long time. But I don't think that society as a who-
le, whether in Serbia or elsewhere in the world, has gotten that much worse.”!

Kole, a nearly 30-year-old architect, mentioned his belief that the vast majority
of people who perceive the period of the former Yugoslavia with nostalgia also asso-
ciate it with being young. Prof. Vasi¢ eventually expressed similar opinion:

So it means that it has one very strong message [the Promena boja mural]. That this whole
system in which we did this [the Rajiceva Street mural] has failed. Which we know very
well. We are aware that it has all collapsed, but what to do with it now. (...) Well, how shall
I put it. The big socio-political conclusions are and are not... [hesitates] It was different. It
was different. (...) Especially in these years. I've gone over 70 and I don't have much to look
forward to anymore [laughs]. So, as I would say, I wouldn't totally jump to conclusions.
Because biology influences them a lot.>

Mural: more than a painting on a wall

The communication between murals in Rajiceva Street and the Promena boja mural
embodies and reflects a certain perception of life in the given region. Milo§ Moskovljevi¢
in his article on the (re)imagination of the past and collective memory through murals
and graffiti, expresses his belief that “..murals and graffiti, should be observed as com-
munal links between past and present”* And, I add, between the (imagined) future as
well. Regardless of what does or does not influence the perspectives of the people living
in Serbia on their lives, research on the Rajiceva Street mural and the Promena boja
mural suggests that these two murals not only allow us a glimpse into the history of a
given place and its people, but they also allow us a glimpse into how the local people deal
with this history and how they reflect on their past, present, and just as importantly, on
their future in relation to it. And at the same time, as I showed, the murals through their
own lives, allow these perceptions to be rethought and reassessed.

In this article I go beyond aesthetic aspect of murals and with help of a metaphor of
ecology of walls T approach the two presented murals as sort of organisms, which have
their own socio-material life and agency and has the ability to interact and communicate
with each other as well as to open up circuits which on different dimensions interconnect
them with not only ecosystem of the capital city but also serbian society and ex-yugoslav
region as a whole. To approach murals in this way allowed me to study not only the lives

51 Milic¢i¢ova, J. (2022) Interview with psychologist Anja, personal interview, Belgrade.

52 Mili¢i¢ova, Interview with professor Cedomir Vasié.

53 Moskovljevic, M. (2022) War on the Walls: (Re-)imagining Past And Collective Memories
through Murals and Graffiti in post-Yugoslav Serbia, UXUC - User Experience and Urban Creati-
vity no 4(1), Published online, p. 27.
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of the murals and people who inhabit with them a given urban space but also post-soci-
alistic and post-war transformations which Serbian society undergoes.

Not only these two murals, but countless other interventions on Belgrade’s walls
show that murals are not mere static images and platforms for aesthetic expression. As
my research shows, murals have the ability to embody and sometimes be also active
actors in issues that are for various reasons significant in contemporary Serbian society.*
And Belgrade walls have become one of the places where these issues are infused and
where they come to life.
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VI3BAH ECTETUKE: ETHOTPA®CKV CYCPETU CA MYPAJIVIMA
V BEOTPATTY

Caxxerak: Yinue faHaimer beorpasia ucnymeHe Cy pasnuyuTUM BpCTaMa yINYHUX
(YMeTHMYKMX) MHTEPBEeHIMja, YK/byuyjyhu u Mypane. Mypany HUCY caMO CPeICTBO
3a YMETHIYKO M3pakaBambe WIM Y/ellIaBambe YpOaHOr IPOCTOpa. Y OBOM TEKCTY
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VI C BpEMEHOM J00Mjajy HOBa 3Havama, Beh cy 1 cacTaBHU Jleo ,eKo-cucreMa’“ Ipe-
CTOHMIIe U CpIICKOT ApymTBa. Ha ocHOBY eTHOrpadckux cycpera ca iBa 6eorpajcka
Mypara, y TeKCTY je IIpeficTaB/beHa IIOCTCOLMjanuCTIYKa TpaHCPOpPMaIiija CPIICKOT
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TEMITOPATHOCTH.
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Abstract: This essay reflects the process of designing the visual arts program of the Bel-
grade Summer Art Festival (Belef) in 2008 and 2009 from the perspective of the cura-
torial team. In both editions, the program focused entirely on the art in public space.
This essay deals with the wider context that influenced program orientation; it gives an
overview of the program’s participants and programs. It also offers an analysis of the pro-
duction conditions of the festival. Finally, with the benefit of 15 years’ hindsight, we will
analyze the relationship between our aspirations at the time and the program’s impact.
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Figure 1: Terratoria, Belef 08 (photo: Ana Adamovi¢)
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fter more than fifteen years since the realization of the Belgrade Summer Art

festival in 2008 and 2009, the thematic issue of Kultura magazine dedicated to

street art and art in public space is a good occasion for reflection and a first-
hand insight into the motivations, concept, realization and production of the festival’s
program. From the perspective of coordinators of the visual art program in 2008 and
curators and co-producers of the visual program in 2009, Belef Festival seems far behind
us. Our professional path has led us towards further research and experiments, and our
current preoccupations in the field of contemporary art seem to be far removed from
the works realized during the festival. However, even at first glance at the long-written
and forgotten text from 2008,' we recognize several basic categories that we can easily
identify with our current preoccupations. The relationship between art and public spa-
ce, multi-authorship and a high degree of audience participation are stated in the first
sentence as the main interests that guided us while shaping the program. Some of these
topics are still important for the work of the Kiosk collective, but the field of research and
platforms for experiments have shifted. Nevertheless, it is interesting to detect the chan-
ges in the approach and methodologies that have occurred in the past decade. The Belef
Festival itself, as an official city manifestation, also has changed its character, structure
and program conception over time.

The aim of this review will not be a historical analysis of the development of the festi-
val as a city manifestation (although it could provide certain guidelines for future rese-
archers). Rather, for this occasion, we will focus on our personal experience of working
on the festival’s program from several different perspectives. We will look at the broader
context that influenced the program design and orientation towards the public space as
the main platform for the realization of most program activities. We will recall some of
the participants and programs realized within these two festival editions, as well as the
production conditions of a city manifestation such as the Belgrade Summer Art Festival.
Finally, we will try to conclude this review by analyzing the effects of the implemented
program, aware that the perspective of direct participants inevitably carries the charac-
ter of subjective assessments shaped by our own aspirations, beliefs and experiences.

The relationship between the social context and the program design of the festival

In 2008 Belgrade was somewhat different from today’s image of the city. Investors’
urbanism had not yet become the dominant force behind the changes in the structu-
re of the city, while the effect of the global economic crisis still hadn’t reached its peak
which will become more apparent in the second half of the year. However, symptoms
of commercial interests over public space were already clearly being manifested, from
numerous abandoned spaces of privatized public companies whose hidden conversion
of purpose has not yet been clear, to the proliferation of commercial marketing strate-
gies and adverts on facades and public areas. The Museum of Contemporary Art and
the National Museum of Serbia were closed to the public due to reconstruction, and the

1 Peki¢, M. and Adamovi¢, A. (2008) Art and the City, unpublished text from the archive of Kiosk
collective.
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Figure 2: Mark Jenkins, temporary sculptural street installation, Belef 09
(photo: Ana Adamovi¢)

attempts of the city administration to create a new space for independent culture in the
old warehouse of publishing house Nolit in Kraljevi¢a Marka Street resulted in unresol-
ved legal status for the artists and art collectives who were using the space. The plans of
the City Council for the construction of a new City Hall gallery on the Republic Square
remain recorded only in the domain of certain planning documents. Accelerated com-
mercialization, but also an institutional weakness to represent the public interest, direc-
ted the design of the program of the festival toward public art interventions and actions
on the streets, squares, parks, facades, schoolyards, sports centers, rivers, the railway
station, and city corners.

The choice of locations for program activities as well as the choice of participants was
guided by the idea of the right to the city. The right to participate in processes of urban
transformation, the right to public spaces and artistic content, but also the right of artists
to be actively involved in the processes of public interest. According to David Harvey,
the right to the city is “far more than a right of individual or group access to the resources
that the city embodies: it is a right to change and reinvent the city more after our hearts’
desire. It is, moreover, a collective rather than an individual right, since reinventing the
city inevitably depends upon the exercise of a collective power over the processes of
urbanization”?

2 Harvey, D. (2012), Rebel cities: from the right to the city to the urban revolution, London and
Brooklyn: Verso, p. 4.
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The need to intervene in the processes of urban transformations at the time as well
as the need to open a dialogue about the city and its development while engaging artists
in this discussion, determined the concept of the visual program. The very nature of
the festival as the city’s public manifestation motivated us to design the program more
ambitiously than it would be possible for us as non-institutional actors, to use the advan-
tages of institutional and infrastructural support. We wanted to include artists still on
the margins of the art system but whose voices were already present in the public space
through various guerilla actions, to promote the work of local artists outside the galleries
in public spaces, to enable a wider international dialogue and exchange with internatio-
nal artists recognized for their works in public spaces, and to enable and encourage the
participation of art students within the different festival’s programs.

Artists, collectives, workshops, actions’

Figure 3: Alby Guillaume Remed, mural in Karadordeva street in Belgrade, Belef 08
(photo: Ana Adamovi¢)

One of our initial aims in designing the program was to invite the local graffiti and
street art scene rapidly developing on the streets of Belgrade at the time, with already
clearly profiled different styles and author’s approaches. Several program units in both
festival editions brought together a large number of artists around collective actions in
public space. The Graffiti Jam program at two locations (panels in Kralja Petra and Uzun
Mirkova streets and the courtyard of the “Sveti Sava” high school) was organized by graf-

3 Reconstruction of the festival’s program relies on our own documentation available on www.
kioskngo.net (last visited 30. April 2024), but also on the catalogs of the both festivals: Kolundzija,
D. (editor, 2008), Belef08, Beograd: Belef centar; Milin, V. (2009), Belef09, Beograd: Belef centar.
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fiti artist Bojan Stevanovi¢ and included over 30 authors of the local and regional grafhiti
scene in 2008. The same year a public street art session took place on Nikola Pasi¢ squa-
re, with more than 20 street art authors taking part and creating their works live in front
of an audience. Within the next festival’s edition, a similar collective street art action was
organized in front of the Sports Center “Olimp”, in which 13 artists participated in crea-
ting works on the public wall over 30m long. This part of the program was curated and
organized by the artists Stefan Unkovi¢ and Dusan Raji¢. In 2008, the American collec-
tive GRL (Graffiti Research Lab) performed a laser tagging action on the facade of the
Youth Theater “Bosko Buha” on Republic square, where citizens and the audience had
the opportunity to take part in the session, creating large-format temporary light graffiti.

Apart from collective public actions by artists, our second program strategy was to
initiate collaboration and exchange through numerous workshops with relevant interna-
tional street art artists whom we invited as guests of the festival. In 2008, the artist Albi
Guillaume known as Remed realized a workshop with local authors using the public
space of a small tram tower as a playground and surface for artistic interventions. French
artist Black Le Rat, one of the founders of the street art scene in Europe and among the
first to introduce stencils to street art in the 1980s, was a guest of the festival in 2009.
Black realized a workshop with local artists and students in the independent cultural
center Magacin in Kraljevica Marka Street with a series of public interventions mainly
in the courtyard area in front of Magacin itself. American artist Mark Jenkins bases his
interventions in public space on temporary sculptures, human shape figures made of
duct tape, which he places in various city locations, parks, crossroads, corners, creating
interruptions and unexpected situations in the daily routine of the city. The implementa-
tion of Jenkins’ interventions within the 2009 festival program included workshops with
art students and the collective creation of sculptures, followed by the collective action of
placing sculptures in the public space.

The motivation to work with students and the idea to create conditions for their
wider participation in the festival’s program resulted in the Teratorija program initiated
and mentored by the artist Marko Ladusi¢. Over 200 students, in both editions of the
festival, had the opportunity to work and make terracotta sculptures in the Terra art resi-
dency space in Kikinda. During the festival, their sculptures occupied the city, from the
pedestrian zone in Knez Mihailova Street to schoolyards, green areas on Ada Ciganlija,
kindergartens, libraries and other public locations and institutions in different parts of
the city. Due to their large numbers, these terracotta interventions temporarily domina-
ted certain areas of the city, and in 2008, during the protest organized on the occasion
of the arrest of Radovan Karadzi¢ on Republic Square, they became an obstruction to
movement as well as a cold weapon of street conflicts. The media images of Belgrade that
went around the world that day manifested the paradox of the intersection of street riots
and art in a strange simulacrum of a public event.

The production of six large-scale murals on Belgrade facades within both festival
editions turned out to be the first major initiative of this type after almost twenty years,
when in 1989, on the occasion of the 9th Summit of Non-Aligned Movement in Bel-
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grade, five murals were created. In the meantime, the continuity of mural production
in the public space was maintained mainly at the initiative of the artist and professor of
Fine Arts Faculty Cedomir Vasi¢.* In 2008 and 2009, within both editions of the festival
program, murals by the following artists were produced: Remed (Karadordeva Street),
Blu (Pop Lukina Street 6), Valerio Berruti (on the facade of the “Petar Petrovi¢ Njego$”
primary school in Resavska Street No. 61), Mariusz Waras M-City (at Durmitorska Stre-
et 16), Vladimir Peri¢ (on the facade of the primary school “Sveti Sava” at Mekenzijeva
Street 42) and Biljana Purdevi¢ (Milesevska Street 57). Several parameters influenced
the choice of the artists: we wanted to present artists active on the international stre-
et art scene (Remed, M-City, Blu) whose work influenced local artists of the younger
generation. We also wished to promote in public space works of local artists whose con-
tribution for shaping the local contemporary art scene is significant (Biljana Durdevi¢
and Vladimir Peri¢ ) and international artist Valerio Berruti who was already active on
the local scene and visited Belgrade on several occasions. Before the Belef festival those
artists didn’t have a chance to produce large-format murals in public space. All the loca-
tions were carefully chosen and the selection of the final images was made in dialogue
with the tenants of the buildings on whose facades the murals were made and with the
administrations of primary schools in the case of Berruti and Peric.

In 2009, one program line was dedicated to the history and fragile memory of Bel-
grade through the research of various video and photo archives. Within the Cybercine-
matography project, authors Sonja Lebo$ and Manja Risti¢ made a collage of archival
footage of the city which was then projected onto the facade of the building overlooking
the park under the Terazije plateau. As a temporary visual and sound intervention in
public space, the artwork confronted one possible historical perspective of the city with
the current reality of the location. Project Korzo, on the other hand, offered an open-air
permanent exhibition of archival photographs from several important photo collections
covering the period from the second half of the 19th century to the 1940s.”> Photographs
were printed on ceramic plates and displayed on the facades along King Peter street,
which connects Belgrade’s two rivers, the Sava and the Danube.

Site specific artistic interventions were also produced within several other programs.
Exhibition Sistema Binario (2008) brought together ten Italian artists (curated by Adria-
na Rispoli and Eugenio Viola) and seven local artists (curated by Sasa Janji¢) who crea-
ted site-specific installations at the Belgrade railway station. Within the Dazzling Words
project typographic light installations were produced and installed by the river on the
facade of the former customs warehouse (now known as Beton hala). These installations
were made by a team of designers and artists (Isidora Nikoli¢, Jana Orsoli¢, Vladimir
Peri¢, Igor Orsoli¢ i Dorijan Kolundzija).

This brief overview of some of the festival’s programs should offer an insight into our
curatorial strategies. Guiding principles in designing the program were: a desire to create

4 Stojanovi, S., Mileti¢, M. and Radovanovi¢, M. (n.d.) Istorijat oslikavanja murala u Beogradu,
30. April 2024, https://www.udruzenjekurs.org/radovi/istorijat-oslikavanja-murala-u-beogradu/.
5 Collections of Zoran Trtica, the Museum of applied art, and the Jewish museum in Belgrade.
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the program in public spaces available to a wide audience, a motivation to include a great
number of local and international artists, to decentralize the curatorial role by including
multiple curators and artists in shaping various sub-programs, to create permanent arti-
stic interventions which would remain in the public space after the festival is finished,
and to engage students as active participants in different programs.

Figure 5: Vladimir Peri¢, mural on the fagade of the
“Sveti Sava” elementary school, Mekenzijeva street,
Belgrade. Belef 09
(photo: Ana Adamovi¢)

Figure 4: Valerio Berutti, mural on the facade of the
“Petar Petrovi¢ Njego$” elementary school, Resavska
street, Belgrade, Belef 09

(photo: Ana Adamovi¢)

Conditions of production of the city festival

From today’s perspective, it seems important to reflect on the conditions of work and
production background of the festival. Some of the key questions are: in which circum-
stances the program was realized? What were the problems we encountered and how
did we surpass them? What was our experience of collaboration with the festival’s team
and representatives of city institutions and local governments during the realization of
the program, the scale of which implies coordination of different departments of local
government and administration?

We believe that the economic background of every production, as well as the rela-
tionships between all people taking part in the production process are significant for
the outcome of the program. Our position as external collaborators and independent
authors influenced the working process and relations established. Our previous working
practice was not burdened by the imposed norms or limitations which our colleagues,
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working in the frame of public insti-
tutions, sometimes have to face and
deal with.

At the time we were invited to join
the team of the Belef festival, Kiosk
had already realized a number of exhi-
bitions and projects, in collaboration
with numerous artists and collabora-
tors. Our working experience, since
our foundation in 2002, was shaped
by the conditions of work within the
independent scene: economic instabi-
lity, project cycles, administrative bur-
den and the endless and exhausting
process of fundraising and project
writing. At the time, the main sour-
ce of funding for us came from inter-
national cultural foundations and
several companies with developed
grant-giving schemes. Available open
calls for the independent sector on
the level of national and local public
administration could not cover the
minimum needs of the artistic pro-
duction and were more in the domain
of symbolic support. The opportunity
to work for the Belef festival offered us
valuable institutional experience, including support on infrastructural, organizational,
technical, promotional and operational levels as well as on the level of production. Being
a public institution, Belef at the time had an annual public budget, permanent staff and
office space;* much more stable resources than any organization active on the indepen-
dent scene could hope for.

Nevertheless, the program we designed proved to be demanding both at financial
and production levels. The production of five murals in 2009, for example, exceeded
the capacity of the festival’'s budget so we had to look for additional support. The part-
nerships we built in our previous initiatives and projects were key for the implemen-
tation of this segment of the program. One of those partnerships was with the Telenor
Foundation as well as with numerous local governments in Serbia for the Start Up City

Figure 6: Blu, mural in Pop Lukina street in
Belgrade, Belef 09
(photo: Ana Adamovi¢)

6 Today the majority of city manifestations, including Belef, has been gathered under one orga-
nization called CEBEF-Belgrade Festivals Center. For more info, see: https://www.cebef.rs/en/
about-us.html (accessed 30. April 2024).
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project within which we initiated production of eleven murals across the country.” The
experience of negotiation and collaboration with local governments, dialog with local
communities and tenants, communication with administration through official letters
and requests, learning the procedures and production stages of the process of creating
the murals in public space, learning about mural techniques and materials, all proved
valuable for this segment of the festival’s program.

As already mentioned, the first limitation we faced was related to the festival’s bud-
get which was not sufficient for the realization of the murals. The production expenses
included: the preparatory construction works on five city facades, rent of scaffolding
during the whole process, authors fees, production materials, assistance for the artists
during the production and travel and accommodation for international artists. The list
does not include the selection of locations, work on securing all necessary permits from
relevant institutions, coordination between different city institutions, communication
with tenants to include them in the decision-making process regarding the selection
of final mural designs and images, as well as numerous side and invisible jobs needed
for the venture of this scale. The production and successful realization of this part of
the visual arts program depended mostly on our own resources, partnerships, knowled-
ge and experience gained during the Start Up City project. However, the advantage of
Belef’s public status, relevance and visibility was key for negotiation and communication
with public officials, relevant institutions and local communities. With the approval of
the Telenor Foundation we reallocated part of the Kiosk’s budget for the Start Up City
project toward production of the murals within the festival, in the process of which
significant partnerships were established with city municipalities of Stari grad, Savski
Venac and Vracar. Their local administrations provided us with the necessary permits,
scaffolding and construction works on the facades, all of which would have been impos-
sible for us to secure and organize with our original available budget and resources.

Tenants of the building in Karadordeva street, the ideal location for Remed’s mural,
had an opportunity to rent their side facade as a marketing space and secure a decent
annual income. Convincing them instead to give permission for a mural was not an easy
task. Stari Grad municipality helped with negotiation by offering to renovate the frontal
facade of the building as well. This proved to be a key argument in securing the tenants’
approval.

Production of murals was just one of the numerous festival’s programs, so the expe-
rience and skills of Belef team played a crucial role in coordinating all the program
activities, the administrative, production and organizational parts of the festival, as well
as in the domain of promotion and communication of the activities with media and

7 The following artists created murals within the Start Up City project: Katarina Soski¢ and
Dusan Raji¢ (Kraljevo), Milos Nusi¢ (Leskovac), Stefan Tkoni¢ (Loznica), Sini$a Ili¢ (Pancevo),
Miodrag Stanisi¢ (Sabac), Marko Stojanovi¢ (Sombor), Igor Stangliczky (Subotica), Aleksandar
Dimitrijevi¢ (Uzice), Aleksandra Petkovi¢ (Vranje), Mladen Hrvanovi¢ (Zajecar), and Ana Kra$
(Zrenjanin). More info on: https://kioskngo.net/project/start-up-city-2007-2009/ (accessed 30.
April 2024).
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the public. The program’s focus on public space required coordination and continuous
communication with numerous city institutions, but also it implied continuous risk of
unstable conditions for activities, from weather changes to other unpredictable situati-
ons.® Assuring the security of all participants and accurate timetable of all program acti-
vities as well as being prepared for unexpected situations and ad hoc solutions, required
dedication and good collaboration of all team members.

Overall, the scale and the ambition of the program called for negotiation, flexibi-
lity and resourcefulness in realization, good communication with all participants in
the process, and additional partnerships, including support of city municipalities and
new sponsorships. Being part of a larger Belef team offered us a new experience that
we remember today with fondness. The synergy between the knowledge and skills gai-
ned within the independent sector and the institutional experience of Belef’s team pro-
ved efficient and together we managed to overcome all the challenges along the way.
It is exactly this type of collaboration and partnership between civil and public sector,
between the independent scene and public institutions that offers significant potential
for development. Bringing together different experiences and knowledge, resources and
capacities, we managed to implement a program which seemed too ambitious at the very
beginning. However, continuous lack of public support for the independent scene and
mismanagement of public institutions, lack of investments, reduction of institutional
autonomy and general devaluation of professional standards in the cultural sphere, have
made the capacities of both sectors much weaker; consequently, the potential of civil and
public partnership is yet to be explored and practiced.

The effects of the visual program

Reflecting on our direct experience of work within the Belef festival from today’s per-
spective we are inevitably faced with the unstable source of subjective memory and the
lack of opportunity for us to take a break, look back and analyze the program’s results
and effects. Conditions of work on the independent scene in the past decade which do
not allow time for the process of reflection and contemplation are surely part of the rea-
son. Many artistic collectives and organizations have been burdened with the project
logic, moving from one project to another, from one instability into another. Part of
the reason lies also in institutional discontinuity conditioned by political circumstances,
lack of institutional memory and lack of evaluation of institutional practices and values.

However, we are still living and working in this city, and many artworks produced
for the festival are still part of the city’s facades, walls, corners, and yards. Their presence
made them part of the city’s everyday life and symptoms of some past times. Some of the
artworks are gone, while the others show clear signs of decay and the lack of care and
necessary maintenance by local administrations.

8 For example, during city protests in 2008 a large number of terracotta sculptures were endange-
red and damaged, or the situation of night tagging over Blu’s mural in 2009 just after the author
returned to Italy, which prompted an urgent restoration while the scaffolding was still in place.
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The program’s focus on public space and intention to use the status of a public festi-
val to create permanent artistic interventions in dialog with artists and communities
still seems to us a logical strategy given the festivals profile. Some of the terminology
we used to articulate the concept of the program (such as the city as a metropolis or the
artists as stars) from today’s perspective and experience sounds anachronous.” However,
the concept of the city as a public workshop is still relevant to us, but changed circum-
stances and contexts have shifted our tactics of action onto a different path. Even though
the Belef festival continued with its dynamic program activity in the following years, it
seems that the scope of the program itself and the possibility for larger permanent public
space interventions has declined over the years. In the 2009 catalog we stated:

The idea behind the festival’s visual art program is to enable and initiate production of seve-
ral permanent public artworks each year within the festival, as an artists’ response to the
aggressive commercialization of the public space in the city."’

In an interview for Kvart magazine from the same year we added:

As a public city manifestation, Belef festival should be a platform for artistic experiments
and a platform that will support, promote and encourage innovative practices and new
artistic projects that can hardly get any support elsewhere."!

And again we are faced with institutional weakness and the lack of strategy and cul-
tural policy for the city. Instead of making a comparative analysis between various public
space interventions produced within the Belef festival in the past fifteen years, compa-
ring curatorial concepts and strategies and their effect on the structure of the city as
well as its influence on the development of the local art scene, detecting the changes in
understanding of the notion of public art, we are left with pale traces of old artworks
and examples of tireless efforts mostly by of self-organized collectives and a few indi-
viduals to maintain public art practice and its development. Aggressive transformation
of the city in the past decade and intensified confrontations between political elites and
the independent art scene related specifically to the issue of the right to the city and the
future of city development influenced the process of radicalization of artistic and cul-
tural actions. Within the current context, any public dialog on the relation between art
and urban development seems impossible. The rapid changes of circumstances we are
working in have been guiding us and our numerous colleagues towards more intensi-
ve mutual collaborations, collective imagining of alternative non-institutional practices;
towards creating solidarity platforms within which new forms of collective actions are

9 Adamovi¢, A. and Peki¢, M. (2009) Vizuelni program beogradskog letnjeg festivala Belef 09,
Belef09, Beograd: Belef centar, p. 51.

10 Ibid.

11 David, M. (2009) Belef, Kvart, br. 11/12, Beograd: Kvartovi d.o.o., p. 120.
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being shaped and new joint struggles for the commons and public space are being ini-
tiated.

In the context of ever-shifting circumstances, our Belef experience has remained sup-
pressed by accumulated events in the deep corner of our memory. Even though this brief
reflection is based on direct experience and rather subjective analysis, we hope it can
offer insight for future researchers. This essay is dedicated to them and future efforts to
evaluate and offer a more objective interpretation of the results and effects of the festi-
val’s program.

Figure 7: Korzo, Belef 09 (foto: Ana Adamovi¢)
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Abstract: Graffiti, once solely perceived as vandalism, has undergone a shift in interpre-
tation, now acknowledged as a potential art form. This evolution has prompted many
western cities to reconsider their approach to graffiti management, incorporating edu-
cational initiatives alongside traditional removal and enforcement measures. While Bel-
grade has just begun to develop its graffiti management policies, they primarily revolve
around removal and enforcement, lacking preventive measures like education and com-
munity engagement. The text showcases the “Rapresent” project (2010-2015) by the IDE
Group, as an example of a possible educational initiative in this domain. The project
aimed to transform the city’s underpasses into legal graffiti zones and provide educa-
tional platforms for young graffiti writers. Despite bureaucratic obstacles, the project
demonstrated graffiti’s potential to enhance neglected public spaces and engage youth
positively. It emphasised the importance of clearer city regulations and procedures to
actively engage with young artists and promote responsible graffiti practices.

Key words: Graffiti management, Belgrade, regulations, enforcement, removal, educa-
tion programs, Rapresent

Introduction

raffiti is a multifaceted phenomenon that elicits varied interpretations depen-

ding on the context of study. This text aims to explore graffiti through the lenses

of existing grafhiti management policies in Belgrade, acknowledging the diverse
perspectives within this field and what are the ways for the city to manage this problem.
In this text I present and suggest some alternative ways for dealing with it. The main
focus is on the Rapresent project, an educational initiative by the IDE Group aimed at
designating legal spaces for young grafhiti artists to practise their skills, as well as to deve-
lop a more responsible attitude towards the urban environment.
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Traditionally, graffiti has been viewed as unauthorised markings, etchings, or pain-
tings that deface public or private property.'Numerous city ordinances and anti-graffiti
programs, notably those adopting a zero-tolerance stance prevalent for a long time in
the USA, Australia, Scandinavia, and the UK, classified all forms of graffiti as blight and
view graffiti artists as vandals deserving of punishment. However, over the past 50 years,
understanding of graffiti has evolved significantly. Some scholars, as well as local muni-
cipalities since the beginning of the 2000s, have started to recognise graffiti as a form of
artistic expression.” This prompts the question: what makes graffiti an artistic expressi-
on? The answer is complex, as the boundary between the art and vandalism is sometimes
difficult to pinpoint. Marisa Gomez highlights the complexity of graffiti, noting that the-
re are various types driven by different motivations.” Understanding these motivations
is essential for distinguishing between art and vandalism and for effectively managing
graffiti. She proposes a nuanced classification of graffiti into two main categories: “graffiti
art” and “graffiti vandalism”* According to her, graffiti art encompasses works exhibiting
characteristics akin to “high art” or “folk art,” often created with the intention of produ-
cing artwork. On the other hand, graffiti vandalism refers to simple scrawling driven by
motives such as territorial marking, seeking notoriety, or defying societal norms.> While
some graffiti may possess qualities of both art and vandalism, Gomez argues that the
distinction remains valuable.

To address these complexities of graffiti, many cities today prioritise making dis-
tinctions between various types of graffiti in their graffiti management programs.® By
recognising differences in characteristics and motivations, cities are developing targeted
strategies tailored to address specific challenges posed by different types of graffiti. This
may involve implementing legal graffiti programs and mural art programs, to provide a

1 Weisel, D. L. (2004, revised 2013) Graffiti: Problem-oriented guides for police, series no. 9, Offi-
ce of Community Oriented Policing Services, Washington, p. 5.

2 Halsey, M. and Young, A. (2002) The Meanings of Graffiti and Municipal Administration, The
Australian and New Zealand Journal of Criminology Vol. 35, No. 2, Australia: Sage, pp. 165-186.
3 Gémez, M.A. (1993) The Writing on Our Walls: Finding Solutions Through Distinguishing
Graftiti Art from Graffiti Vandalism, University of Michigan Journal of Law Reform, Vol.26, Issue
3, Michigan: University of Michigan, pp. 634-635.

41bid., p. 634.

5 Ibid.

6 For example this distinction is made in following texts: Calne Town Council, Policy and Proce-
dure Street Art, Graffiti and Anti-Social Behaviour, Calne 2014, 24. 04. 2024, https:moderngov.
microshadeapplications.co.uk/calnetc/documents/s10074Street ArtGraffitiand AntiSocialBeha-
viourPolicydocxvl.docx.pdf; Graffiti Management Policy 2021, City of Melbourne. 24.04.2024,
https://www.melbourne.vic.gov.au/SiteCollectionDocuments/graffiti-management-policy.pdf;
Morgan, A. and Louis, E. (2009) Key issues in graffiti. Research in practice summary paper, no.
6. Canberra: Australian Institute of Criminology; Tackling Graffiti, A report from Overview &
Scrutiny (2008) Birmingham City Council, 24.04.2024, https://www.birmingham.gov.uk/dow-
nloads/file/592/tackling_graffiti_scrutiny_review_february_2008.
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space for the expression of graffiti writers while discouraging graffiti vandalism. Effecti-
vely managing graffiti requires a nuanced understanding of its various forms and moti-
vations. By embracing this complexity and developing tailored approaches, cities can
better address the challenges posed by graffiti while also recognising and supporting its
potential as a legitimate form of artistic expression.”

Overview of the Graffiti Management Policies®

Initially, city graffiti management policies typically focus on identifying and remo-
ving graffiti. However, relying solely on removal as a long-term strategy for combating
graffiti may not be sufficient. In response to this challenge, cities have developed several
other strategies: enforcement strategies utilising legal means, and prevention strategies,
which encompass physical protection and proactive measures including education and
community engagement.

Removal as a grafhiti management program is a widespread approach. Even in cities
lacking specific anti-graffiti regulations, removal procedures are often integrated into
regular maintenance protocols. Responsibility for removing graffiti from public pro-
perty usually falls on city administrations, while private property owners are typically
responsible for their own premises. Some cities offer specialised graffiti removal services,
either for a fee or free of charge, depending on local finances.

Enforcement strategies often involve prosecuting graffiti writing under criminal laws
related to property destruction or trespassing. Police have the authority to make arrests
for these offences, but they have to catch vandals in the act. Generally, offenders face
penalties such as fines or community service, often involving the cleaning of graffiti.’
Additionally, property owners can make a civil claim against the writer for the cost of
the damage caused. Cities which base their graffiti policy on strong enforcement have
even specialised police divisions that focus solely on addressing graffiti problems. They
conduct patrols, document tags, and aim to apprehend offenders in the act, with vandals
facing maximum penalties upon capture.'

In the domain of prevention various measures are available: including physical pro-
tection, public space design changes, PR campaigns and education programs. Physical
protection usually includes employing the anti-graffiti coating, implementation of CCTV
systems and bolstering security personnel. Efforts are made to integrate preventive mea-
sures into urban and architectural design, such as using graffiti-resistant materials, tex-
tured walls, darker colours, landscape solutions as well as mandatory use of anti-grafhiti

7 Halsey, M. and Young, A. op.cit., pp. 165-186.

8 This section primarily draws upon the experiences of cities in North America, Australia, and
Europe, starting from the early 1980s. It specifically examines the period from 2000 onwards up
to the present day. For this purpose, texts by A. Young for Australian cities, M.A. Gomez and H.
Shobe & T. Conklin for US cities, as well as various governmental policy documents and city graf-
fiti management plans, were utilised.

9 Halsey, M and Young, A. op.cit., pp. 165-186; Gémez, M.A. op.cit., pp. 633-707.

10 Cities with zero policy, see in: Gémez, M.A. op.cit., pp. 633-707.
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coatings. As part of PR strategies anti-graffiti campaigns are intensified through diverse
channels, educating the public about the harm and cost associated with graffiti and enco-
uraging reporting. Community-led clean-up initiatives, including ‘clean-up days, invol-
ve volunteer participation in graffiti removal.

Education and outreach programs primarily target young people involved in graffiti
activities. Cities collaborate with youth organisations to offer programs diverting youths
from grafhiti toward alternative activities.!' For instance, municipalities with a zero-tole-
rance policy engage schools to educate students about the negative consequences and
costs of graffiti. They also encourage youth participation in graffiti clean-up projects.
Additionally, welfare projects aim to provide constructive outlets for young people’s free
time as they see young graffiti writers as troubled, underprivileged, or unemployed indi-
viduals acting out of boredom. Consequently, investments are made in programs such
as job placement, employment training, and various youth activities like sports, art, and
science aimed at providing constructive outlets for their free time.'?

On the other hand, some cities are adopting strategies that acknowledge and embra-
ce graffiti culture, such as commissioning murals on walls prone to graffiti. This not
only covers up grafiti but also enhances urban aesthetics and reduces graffiti vandalism
as graffiti writers tend to respect and appreciate artwork."”” Education projects such as
graffiti workshops and the mural paintings aim to steer young graffiti writers away from
vandalism (tagging) and toward cultivating their artistic skills. Typically led by seasoned
graffiti artists, these workshops serve as platforms for mentorship and skill development.
Cities support instalment of legal graffiti walls and zones, recognising the significance of
graffiti culture for youth. Legalised graffiti provides opportunities for skill development
and fosters a sense of belonging among young people, contributing to a more respon-
sible attitude towards their communities. One of the most renowned programs of this
nature is Mural Arts in Philadelphia,'* established in 1984 as part of the Philadelphia
Anti-Grafhiti Network. This initiative engages young graffiti offenders in art workshops
to acquire skills and subsequently involves them in creating murals throughout the city.
Over the past 40 years, this program has produced between 50 and 100 murals annually
in the City of Philadelphia.’®

Graffiti Management Policy in Belgrade

Before discussing the strategies employed by the city of Belgrade to combat graffiti, it
is important to outline the types of graffiti commonly found on Belgrade walls and the

11 Halsey, M. and Young, A. op.cit., pp. 165-186.

12 Ibid.

13 Ibid. and Gémez, M. A. op.cit., pp. 633-707.

14 More about Mural Arts Philadelphia on their webpage: https://www.muralarts.org/40years/
15 It is interesting to note that two cities that represent the cradle of contemporary grafhiti culture
New York and Philadelphia have adopted two totally different strategies for tackling the graffiti
problems. New York adopted a zero policy approach based on total eradication and criminalisa-
tion of graffiti while Philadelphia based its strategy on development of the Mural Arts program.
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motivations driving them. Graffiti appearing on the Belgrade walls can be divided into
five groups:'®

1. Slogans and simple pictograms (often created using stencils), convey a diverse
range of messages. These messages can range from personal expressions like love
notes to political statements, activist messages, or even hate speech. While some
citizens may find them interesting or thought-provoking, they are generally con-
sidered vandalism.

2. Tagger graffiti - typically include simple or stylised calligraphic lettering, often
forming a unique pseudonymous signature. Additionally, there are more ela-
borate versions known as throw-ups, characterised by fat bubble-style letters."”
The primary motivation for taggers is to disseminate their tags across as many
locations as possible, as their recognition and reputation hinge on widespread
visibility. Although some of them may have artistic aspirations, these types of
graffiti are generally classified as vandalism.

3. Pieces (masterpieces) also known as graffiti murals, feature large, intricate let-
tering often accompanied by characters or imagery.”® Crafting these pieces
demands considerable time and skill, with the primary motivation being artistic
expression.

4. Street art is visual expression originated from graffiti culture, characterised by
stylised drawings, diverse symbols, often showcasing refined techniques and
compositions. This form of art encompasses a range of methods, including dra-
wings, murals, stencils, paste-ups, objects, etc. The main motivation here is arti-
stic expression.

5. Football supporters’ graffiti constitute another significant type of graffiti. These
serve primarily to mark territory, promote specific groups claiming ownership,
and communicate messages to rival factions. They come in various forms, ran-
ging from simple slogans and visual symbols to elaborate murals that reflect the
values and attitudes of the groups involved."” Even in the case of large murals
their primary intention remains more territorial than artistic.”* They are usually
considered vandalism.

16 Some groups could be further divided based on their content, but for the purpose of this text,
that is not so relevant.

17 Tags and throw-ups are integral parts of graffiti culture. They are typically the first step for
people getting involved in the graffiti culture, and they often develop their skills through tagging.
18 Pieces are also part of the graffiti culture, which has a different approach to the concept and
practice of graffiti.

19 This includes portraits of deceased members as well as various nationalistic and patriotic
murals.

20 Often, these murals are not created by the group themselves but are commissioned from graf-
fiti artists (from the third group).
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Artistic motivations clearly underpin the creations of the third and the fourth group,
while the primary aim across all other groups tends to be more the communication of
various messages. Sociologically, all these groups hold significance as a means of repre-
senting public discourse. However, for the majority of citizens, the first, second, and fifth
group are perceived as vandalism. Conversely, citizens typically view the works of the
third and the fourth group in a more positive light.”!

Regulation and enforcement

There is no single universal document that clearly defines all aspects of the graffiti
management policy in Belgrade. The fact that until recently (2011) the only city ordi-
nance addressing this issue was the “Decision on the General Regulation of the City”
(Odluka o opstem uredenju grada) from 1987 reveals a great deal about the city’s lack
of attention to this problem during the last thirty years. In this decision, it is stated that
“writing advertisements and other inscriptions is prohibited”** and that for this is a pre-
scribed penalty from 250 to 25, 000 dinars (around 2 to 213 euros today). It also defines
the responsibility of the owners to keep wall surfaces clean, or they could be fined up
to 500,000 dinars (around 4260 euro). This regulation was replaced in 2011 by the new
“Decision on Communal Order” (Odluka o komunalnom redu) in which we can find
some general aspect of city policy toward graffiti today - who is responsible for mainte-
nance of wall surfaces as well as existing reinforcement and supervision strategies. Even
though the term “graffiti” is still not explicitly mentioned in this regulation the concept
is addressed through descriptions. Article 9 states that “it is prohibited to damage, write
on, draw on, stick posters to, soil, or otherwise disrupt the appearance of the exterior parts
of the building”>® At the same time the article 5 mandates that “exterior parts of buildings
must be maintained, prohibiting damage, soiling, writing, or any other actions that disrupt
the city’s appearance”.**

Responsibility for maintenance of walls differs: the city oversees public spaces, while
building owners and users® are responsible for their buildings, and in case of multifa-
mily buildings, all owners share responsibility together.” The Secretariat for Communal

21 Tlypuh, 1. (2014) Opuroc beorpahana npema pasmmuutum Bpcrama rpadura, Kyniypa 6p.
142, beorpap: 3aBoz 3a Mpoy4yaBame KyITYPHOT pasBUTKa, cTp. 302-323.

22 Odluka o ops$tem uredenju grada, Sluzbeni list grada Beograda, br. 32/87, 29/2007, ¢lan 47.

23 Odluka o komunalnom redu, Sl. list grada Beograda, br. 10/2011, 60/2012, 51/2014, 92/2014,
2/2015, 11/2015, 61/2015, 75/2016, 19/2017, 50/2018, 92/2018, 118/2018, 26/2019, 52/2019,
60/2019, 17/2020, 89/2020, 106/2020, 138/2020, 152/2020, 40/2021, 94/2021,101/2021, 111/2021,
120/2021 i 19/2022, ¢lan 9.

24 Ibid,, ¢lan 5.

25 Buildings that are given for use to public institutions and organisations.

26 Odluka o komunalnom redu, SI. list grada Beograda, br. 10/2011, 60/2012, 51/2014, 92/2014,
2/2015, 11/2015, 61/2015, 75/2016, 19/2017, 50/2018, 92/2018, 118/2018, 26/2019, 52/2019,
60/2019, 17/2020, 89/2020, 106/2020, 138/2020, 152/2020, 40/2021, 94/2021,101/2021, 111/2021,
120/2021 i 19/2022,¢lan 6.
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Affairs (Sekretarijat za komunalne poslove), and City and Municipal Communal inspec-
tions (Gradska i Opstinska komunalna inspekcija) are responsible for monitoring and
reporting graffiti,”” ensuring that buildings meet aesthetic standards. Fines of 5,000 (aro-
und 42 euros) to 25,000 dinars (213 euro) may be imposed on non-compliant owners.*
The municipal police (Komunalna policija) enforce these regulations, penalising indi-
viduals caught defacing facades with graffiti with a fine between 5,000 (42 euros) and
20,000 dinars (170 euro). They can also be sentenced to community service ranging
from 40 to 160 hours. Community service involves individuals cleaning up graffiti.*
Parents of offenders under 14 are fined, while offenders aged 14 to 18 may face corrective
measures per misdemeanour law.*

Removal strategies

During the 1990s and the first decades of the 21st century, there was no official stra-
tegy for the removal of graffiti, which likely contributed to its flourishing in Belgrade.
Economic challenges and widespread poverty during the 90s limited the city’s ability to
organise more than basic maintenance of public spaces. Additionally, as citizens beca-
me owners of their apartments during this period, they also became responsible for the
maintenance of multifamily buildings. However, their responsibilities were not clearly
defined in city regulations but even if they were, the pervasive poverty hindered their
ability to address graffiti and other building maintenance issues effectively.

This began to change in the early 2000s when the city initiated some renovation pro-
grams in the central part of the city, such as the Renovation of facades of buildings under
the state protection project (Obnavljanje fasada zgrada pod zastitom drzave) in 2002.*
During this time, municipal company Belgrade Road (Beograd put) started a graffiti
removal program focused mainly on public transit areas such as underpasses which
were cleaned annually or sometimes even twice a year. The Secretariat for Communal
and Housing Affairs (Sekretarijat za komunalne i stambene poslove) also began annual
(spring) grafhiti removal actions in central parts of the city, primarily in municipalities

27 Citizens can also contact the City and Municipal Inspections to report graffiti.

28 Odluka o komunalnom redu, SI. list grada Beograda, br. 10/2011, 60/2012, 51/2014, 92/2014,
2/2015, 11/2015, 61/2015, 75/2016, 19/2017, 50/2018, 92/2018, 118/2018, 26/2019, 52/2019,
60/2019, 17/2020, 89/2020, 106/2020, 138/2020, 152/2020, 40/2021, 94/2021, 101/2021, 111/2021,
120/2021 i 19/2022, ¢lan 64b. In practice, fines of 5 000 dinars are usually issued.

29 https://www.paragraf.rs/dnevne-vesti/230215/230215-vest11.html.

30 Odluka o komunalnom redu, SI. list grada Beograda, br. 10/2011, 60/2012, 51/2014, 92/2014,
2/2015, 11/2015, 61/2015, 75/2016, 19/2017, 50/2018, 92/2018, 118/2018, 26/2019, 52/2019,
60/2019, 17/2020, 89/2020, 106/2020, 138/2020, 152/2020, 40/2021, 94/2021,101/2021, 111/2021,
120/2021 i 19/2022, ¢lan 64g.

31 Later, projects “Popravimo zajedno” and “Lepsa Srbija” were launched. Subsequently, faca-
des on Kosanci¢ev Venac were renovated (2016-18), and the facade restoration continued on
Brankova Street. More information about these projects can be found on the page https://www.
beograd.rs/.
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Stari Grad and Vracar, and later expanded these actions to other areas. City Sanitation
Services (Gradska cistoc¢a) and Belgrade Road (Beograd put) were typically responsible
for these tasks, although specialised companies were also engaged due to a lack of suita-
ble equipment.*

Some municipalities also organised cleaning actions in collaboration with city com-
munal enterprises, as well as volunteer cleaning campaigns in collaboration with citi-
zens. Essentially, all these actions were seasonal, lasting for a limited period, and the-
refore inadequate to effectively tackle the problem. It wasn’t until 2019 that a city ordi-
nance for graffiti removal was adopted, which precisely defined responsibilities, tasks,
and procedures. Today, the public utility company City Sanitation Services (Gradska
distoca) is responsible for year-round graffiti removal.*® The ordinance defines graffiti
“as any image, drawing, or textual message visible from public areas on a structure”>* Buil-
ding owners are held responsible for maintaining cleanliness, with the city authorised to
remove graffiti at their expense if they fail to do so.”

Preventive measures

In addition to removal strategies, the city also implements prevention measures,
mostly physical protection by applying special anti-graffiti coatings to surfaces after
removal. According to a city manager interview from 2019, all new buildings are expec-
ted to have anti-graffiti coatings on the surface up to 2 metres** and CCTV cameras are
installed in some cases.

City’s reliance solely on physical protection as a preventive measure reflects a lack of
understanding of the complexity of the graffiti problem. This is evident in the city ordi-
nances, which equate all graffiti with vandalism, disregarding the nuances observed on
the streets. In reality, many graffiti murals, though illegal, are considered as art by the
local community*” and are even tolerated by the city.

32 “The Secretariat for Communal and Housing Affairs will initiate a public procurement pro-
cedure for cleaning graffiti, removing posters, and protecting the facades of buildings and other
public structures in the broader city centre from graffiti and posters during 2008 and 2009. The
estimated value of the works is 25 million dinars” Anonym., Ci§¢enje grafita i skidanje plakata sa
javnih objekata, DanasOnline, 24.03.2008, 24.04.2024, https://www.danas.rs/vesti/beograd/cisce-
nje-grafita-i-skidanje-plakata-sa-javnih-objekata/

33 Removal is primarily conducted from spring to autumn due to weather conditions, as it is
important for the temperature to be above 15 degrees Celsius.

34 This is the first time that this term is used in official city regulations. Odluka o ¢iS¢enju grafita,
SL. list grada Beograda, br. 60/2019, ¢lan 3.

35 In practice, the removal of graffiti from multi-family buildings is financed through the city
budget.

36 Anonim., Vesi¢: Cis¢enje grafita od velike vaZnosti za uredenje grada, Danas Online,
25.07.2019, 24.04.2024, https://www.danas.rs/vesti/beograd/vesic-ciscenje-grafita-od-velike-
vaznosti-za-uredjenje-grada/.

37 Ilypuh, [I. (2014) OpHoc Beorpabhana mpema pasmmumtym Bpctama rpadura, Kyrnitiypa
6p.142, Beorpaz: 3aBoj 3a Ipoy4aBarbe KyITYPHOT pa3BUTKa, CTp. 302-323.
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Furthermore, during the last twenty years there were numerous legal murals and
mural programs initiated by individuals, NGOs, public institutions and companies, and
yet there are no defined regulations in this domain as well as no official city support for
such initiatives. The absence of clear procedures for painting murals, especially on city-
managed areas, highlights the difficulty of the situation. While the Decision on Commu-
nal Order allows for mural decoration on building facades and gable ends under specific
conditions,* these conditions have yet to be defined.

The process is somewhat easier for privately-owned buildings or public institutions,
such as schools, where obtaining permission from the owner (or user) or signatures
from the majority of apartment owners, along with the opinion of the City Institute or
the Republic Institute for the Protection of Monuments® suffices. However, the lack of
established guidelines for mural painting on the city level hampers progress in addres-
sing the issue effectively. In spring 2015, city officials announced plans to launch a city
mural program and to establish procedures in this domain. In the fall of 2015, they even
formed a Commission under the Secretariat for Culture (Sekretarijat za kulturu) tasked
with overseeing art in public spaces projects. Regrettably, these efforts stagnated, and as
of today, conditions for mural painting in Belgrade remain undefined.®

A significant issue in Belgrade is the absence of educational programs such as graffiti
workshops, tailored for young taggers who may have artistic intentions, aimed at teac-
hing them skills to create larger pieces. These workshops could potentially discourage
prolific or random tagging by confining it to designated areas around the more elaborate
pieces. Additionally, the establishment of legal walls or approved areas where writers
can practise their skills could provide further outlets for expression and help channel
their artistic energy in a positive direction. In the following section, I present one of the
projects initiated by the group of artists represented by IDE Group, which could serve
as an example of how educational initiatives can be conceived as part of the city’s graffiti
management policy.

Project Rapresent

The latter part of the first decade of the 2000s, when the city initiated its first regular
graffiti removal efforts, was also a period of significant growth for graffiti culture in Bel-
grade. Although the beginnings of the graffiti culture in Belgrade are often associated

38 In the Decision on Communal Order article 11 is stated “the facade and side wall of the buil-
ding can be decorated with a mural, under the conditions and in the manner determined by
the city’s special regulations” Odluka o komunalnom redu, SL list grada Beograda, br. 10/2011,
60/2012, 51/2014, 92/2014, 2/2015, 11/2015, 61/2015, 75/2016, 19/2017, 50/2018, 92/2018,
118/2018, 26/2019, 52/2019, 60/2019, 17/2020, 89/2020, 106/2020, 138/2020, 152/2020, 40/2021,
94/2021, 101/2021, 111/2021, 120/2021 i 19/2022, ¢lan 11.

39 Zavod za zastitu spomenika kulture grada Beograda or Republicki zavod za zastitu spomenika
kulture

40 Becuh: Mypamn u rpaduru ybynyhe Ha mpenysHo oppehenmm noxanmjama,19.03. 2015,
24.04.2024, https://www.beograd.rs/index.php?kat=beoinfo&lang=cir&sub=1657267%3F
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with the late 1990s, it wasn’t until the mid-2000s that it began to flourish more widely.
Initially, by the end of the 90s, only a small number of people were involved in the cultu-
re, and graffiti could be seen primarily in areas like New Belgrade (especially Block 45)
and on transit infrastructure.*' It took a few more years for it to expand to the city centre.
From the mid-2000s onward, graffiti started to rapidly spread throughout the entire city
and to an increasing number of towns in Serbia.

Their expansion was largely facilitated by the fact that more and more young people
gained access to websites, blogs, and forums dedicated to graffiti, thanks to the internet.
Additionally, many of them became involved in grafhiti through the widespread influence
of hip-hop culture,* which was dominant in Serbia at that time. Graffiti became an inte-
gral part of many cultural festivals, such as the Hip Hop Festival and the Mikser Festival.
The first specialised graffiti shops were opened and in 2010 a group of graffiti writers star-
ted organising the Belgrade edition of the international Meeting of Styles festival. At the
same time, smaller graffiti jams were regularly organised, many of them in school yards,
providing young people with the opportunity to see experienced writers in action.

Meanwhile, many brands aimed to attract younger consumers by using elements of
graffiti aesthetic and by employing graffiti writers for their promotional activities. Even
the City of Belgrade, at one point, used graffiti as part of its campaigns for a new city
identity, including the Meeting of Styles festival as part of its “Beogradizacija” (Belgra-
disation) campaign. The same approach was adopted by NGOs, using graffiti aesthetics
whenever they wanted to address youth issues.

In 2008, young graffiti writer Bojan Radanov, known by the tag Rapresent (RST), ini-
tiated and organised a graffiti jam in an underpass near Student City (Studentski grad)
with the help of his friends. The underpass, situated on the outskirts of the city but still
highly used by pedestrians, was covered with numerous tags and scribblings, making
it an ideal location for such an event. During this time, Bojan was affiliated with the
Academic Film Centre (Akademski filmski centar), which was part of the Cultural Cen-
tre Student City (Dom kulture Studentski grad) located near the underpass. Utilising
his connections at the Cultural Centre, Bojan secured support for the jam, which was
also included as an accompanying activity of the Balkanima Festival.* Bojan’s dedication
to this project was remarkable, especially considering his challenging past. Before his
involvement with the Balkanima Festival and the Academic Film Centre, Bojan faced
homelessness on the streets of Belgrade. Graffiti and hip-hop were some of the few posi-
tive aspects of his life during those difficult times. Born in Croatia, Bojan experienced
tragedy early on, losing his father during the war when he was only three years old. He,

41 More about this period in: Radosevi¢, Lj. (2008) "Nevidnaenergija beograjskih ulic, Casopis
42 While graffiti is often portrayed as an integral part of hip-hop culture, it’s important to note
that in the early days of graffiti culture in Serbia, writers were listening to various music genres,
and hip-hop was just one among them.

43 In the organisation of this event, Bojan collaborated with Mara Prohaska Markovi¢, who was
then the PR of the Cultural Centre Student City.
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along with his mother and sister, sought refuge in Serbia, but unfortunately, his mother
passed away when he was just eleven. Subsequently, Bojan found himself living in the
Community Home (Dom za napustenu decu) and later in the Juvenile Detention Centre
“Vasa Staji¢” (Zavod za vaspitanje dece i omladine, Beograd). At the age of eighteen, he
lost his accommodation rights at the Home, which led to him becoming homeless. In
2007, his compelling story caught the attention of documentary filmmaker Ivana Todo-
rovi¢, who created a short film depicting Bojanss life on the streets and his love of graffi-
ti.* Through the process of making this film, Bojan became involved with the Academic
Film Centre at the Cultural Centre Student City.

Following the success of the initial underpass project, Bojan hoped to organise simi-
lar initiatives in other underpasses throughout Belgrade. Unfortunately, he tragically
passed away in 2009 before seeing his plans realised.* In honour of Bojan’s memory and
his unrealised dreams, a group of Bojan friends decided to continue his work by carrying
on the underpass graffiti mural painting project. The founding team of the project in
2009 consisted of Mara Prohaska Markovi¢,* Nebojsa Petrovi¢,”and Slavica Radisi¢*.
Due to organisational reasons and the necessity to apply for funding, it was decided that
the IDE Group would officially organise the project. The IDE group was a Citizens” Asso-
ciation established in 2009, gathering artists interested in mural painting and commu-
nity arts.* They named the project “Rapresent” as a tribute to Bojan’s creative influence
and enduring impact.”

Recognising the pivotal role graffiti culture played in Bojan’s life, helping him navi-
gate through challenging times, IDE Group envisioned a project that transcended tra-
ditional mural initiatives. Instead of just making the mural, they decided to craft an
educational platform tailored for young graffiti writers, much like Bojan once was, who
dedicated their free time to mastering the art of grafiti on the streets. Their goal was to
provide those young people with the chance to collaborate with seasoned graffiti wri-
ters and street artists, refine their aerosol techniques, connect with peers facing similar
interests, and cultivate teamwork skills. The aim was also to teach them how to act more
responsibly towards public spaces and to channel their energy and time into creating
graffiti murals that enriched rather than diminished the neighbourhoods.

44 Ivana Todorovi¢, Rapresent, short documentary film, 2008, 24.04.2024,
https://www.youtube.com/watch?v=tZeiClsjOhI&list=PLMRoOv650iloLb7KyHvT-
54w6]c0jTF5Gn&index=6&t=958s

45 He was twenty-one years old.

46 Participated in the first edition of the project in 2010.

47 A member of the Balkanima team and one of the founders of the IDE Group.

48 Member of IDE Group.

49 More about IDE Group projects see: http://grupaide.blogspot.com/

50 Bojan chose this tag because of his deep love for rap music, as he explains in the documentary.
Additionally, “Rapresent” closely resembles the word “represent’, a term with significant weight
in hip hop culture and graffiti. It reflects the duty of hip hop artists and graffiti writers to represent
their crew, neighbourhood, and the city.
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In addition to this educational goal, IDE Group had a second objective aimed at
obtaining permits for New Belgrade underpasses to become legal graffiti zones. Transit
infrastructure such as bridges, highway and bridge pillars, protective walls, and under-
passes are common sites for graffiti murals in Belgrade. Some of these locations serve
as genuine graffiti galleries and are occasionally tolerated by the city, and citizens agree
that graffiti murals in these areas enhance urban landscapes.” The underpasses in New
Belgrade that IDE Group aimed to designate as legal graffiti zones typically suffer from
neglect and could indeed benefit from the addition of graffiti murals. These poorly lit
and littered spaces are characterised by walls covered with tags, various political and
football fans related slogans, layers of torn posters, and advertisements. Consequently,
citizens often feel unsafe using these passages, considering them problematic spots in
their neighbourhoods. IDE Group believed that involving young graffiti artists in deco-
rating these areas with graffiti murals would not only make them easier to maintain, as
graffiti writers tend to avoid defacing murals, but would also instil a sense of pride and
ownership among the young graffiti writers participating in the mural painting process.
By organising periodic painting sessions every few years, the project would ensure the
involvement of each successive generation of young writers in the mural painting and
maintenance of the underpasses. Essentially, the project aimed to establish a symbiotic
relationship between the city and young graffiti writers, providing them with dedicated
platforms for creative expression while simultaneously reducing the city’s maintenance
costs for these underpasses.

Figure 1: “Student City” Underpass, 2011 (photo Olivera Indi¢)

51 Ilypuh, [I. (2014) OpHoc Beorpabana mpema pasmmumtym Bpctama rpadura, Kynitiypa
6p.142, Beorpan: 3aBop 3a mpoy4aBarbe KYITYPHOT PasBUTKa, CTP. 302-323.
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The Rapresent project had 6 editions and took place every year from late September
to early October from 2010 to 2015, except for 2012 when it was organised at the end of
July. During the project’s tenure three underpasses were painted: the underpass near the
Student City two times - 2010, 2011, the underpass in Block 44 in 2012 and the under-
pass Usce 2013. Unfortunately, during the project, there were numerous issues in obtai-
ning permits for mural painting. Since there was no precise procedure in such situations,
much depended on the goodwill of individuals within the city administration. Due to
permit problems, in the last two years of the project, painting was organised outside of
the underpasses: one year on the back wall of the Simpo building in Lion neighbour-
hood (2014) and the last year of the project (2015) in the courtyard of the Vasa Staji¢
Juvenile Detention Centre.

Figure 2: “Vasa Staji¢” Juvenile Detention Centre, 2015 (photo Nebojsa Petrovi¢)

Every year, the project began by issuing a public call for participants. The call was
primarily distributed through social media platforms and groups where graffiti writers
exchange information, as well as through specialised websites intended for young peo-
ple. The conditions for participation in the project were that participants be between the
ages of 14 and 20 and that they submit photographs of their work on the wall, along with
two to three sketches.

During the first three years, up to 20 writers per year participated in the workshops,
but due to reduced painting areas, the number had to decrease to 10 to 15 participants
later on. Participants were predominantly male, with only two female participants in the
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first year. The average age of participants was 16-17, but towards the end of the project,
younger writers, some even younger than 14, have started to apply. Nearly half of the
participants took part in painting twice.

The project was primarily intended for participants from Belgrade, but throughout
the years, there were applications from various parts of Serbia. Therefore, the organisers
decided to give them a chance as well, resulting in participants from Novi Sad, Smede-
revo, Pancevo, Indija, Novi Pazar, UZice, and other cities in Serbia. A lot of participants
were attending various secondary art schools, such as School for design, Tehnoart or
Architectural school. Many of them opted to pursue further education in the field of arts
or architecture, and eventually chose artistic professions for their careers.

Workshops typically began with a documentary about Bojan, after which partici-
pants delved into learning more about graffiti art, including its origins, history, various
technical aspects as well as how to be more responsible towards public space and help
beautify it while avoiding contributing to its degradation. In the subsequent sessions,
participants would select an overall subject and colour pattern for their mural, define
the spatial arrangement of who would paint where, and begin working on their sketches.
The workshops were led by senior and well-established graffiti writers and street artists.

During most editions of the project, special attention was given to informing young
people about other important social issues, such as the problem of homeless children
and children working on the streets. To address this, documentary about Bojan was
often used, along with the animated film “Cudoviste”, made by Nebojsa Petrovi¢, Nata-
lija Dabi¢ (IDE Group) and Aleksandra Jeli¢ (Aps Art) in collaboration with children
from The Shelter for Children in Belgrade (Prihvatiliste za decu Beograda). Additionally,

Figure 3: Artwork done by children from Drop-In Shelter New Belgrade,
Underpass “Usce”, 2013 (photo Milo§ Vujici¢)
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during the mural painting events in 2012 (Block 44) and 2013 (Usce), a portion of the
wall was allocated for workshops with children living on the streets, allowing them to,
by working back-to-back with young graffiti writers, create their own artworks. These
workshops were jointly organised by IDE Group and Drop-In Shelter in New Belgrade
(Svratiste za decu Novi Beograd) managed by the Centre for Youth Integration (Centar
za integraciju mladih).

Since one of the project’s goals was the promotion of graffiti culture and the establis-
hment of legal graffiti zones, IDE Group insisted that graffiti writers be an integral part of
the project team. They were primarily responsible for conducting workshops, organising
mural painting sessions, and often participating in project PR. Throughout the project’s
duration, several graffiti artists were closely involved in its organisation: Aleksandar Sliv-
njak Lortek (throughout all 6 editions of the project), Marko Velji¢ Soter (2010, 2011),%
Dragan Planinc¢i¢ Super Timor (2011,2012) and Aleksandra Petkovi¢ TKV (2010).

Throughout all six years, the project was primarily funded by the Ministry of Cultu-
re, initially under the Visual Arts Program for the first four years and later through the
Children and Youth Program for the last two years. During the period when the project
was funded through the Visual Arts Program, the allocated amount managed to cover
the basic project expenses as well as very small fees for organisers. However, in the first
year, the amount was rather symbolic (50,000 dinars or 427 euros), which was insuffi-
cient even to purchase basic painting materials. Consequently, the IDE Group had to
finance some materials themselves, unfortunately of very poor quality, which also affec-
ted the quality of the murals in the first year. When the project was transferred to the
jurisdiction of the Children and Youth Program, the funding received from the Ministry
was significantly reduced and could only cover basic materials. In addition to funding
from the Ministry of Culture, the project received support from the City of Belgrade.
One year, the support came through the Secretariat for Culture (Sekretarijat za kultu-
ru), and another year through the Secretariat for Youth and Sport (Sekretarijat za sport
i omladinu).

Since one of the main goals of the project was to obtain permission for graffiti murals
and advocate for legal graffiti zones in underpasses, collaboration with local municipa-
lities, as well as various city institutions and services that could contribute to the orga-
nisation and quality of the project, was an important aspect. Throughout the four years
of the project in New Belgrade, organisers strived to establish close cooperation with
the municipality of New Belgrade. The assistance from the municipality of New Bel-
grade was primarily logistical in nature, as financial support was not possible since the
municipality funded other projects of the IDE Group. This logistical assistance included
finding spaces for workshops,” providing technical support for workshops and mural
painting, and offering recommendations from the municipality for obtaining permits
from other city institutions. Unfortunately, the municipality’s support for the project

52 A member of the IDE Group and the founder of Meeting of Styles Belgrade Festival.
53 In 2012, workshops were held in the premises (Block 45) and with the assistance of the New
Belgrade Cultural Network (Novobeogradska kulturna mreza).
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was not systematic and mostly relied on the goodwill of individuals interested in this
type of project, primarily Milo§ Petrovi¢, then Deputy President of the Municipality.**
However, Petrovi¢’s influence did not extend to other city institutions. For example, alt-
hough the municipality promised to improve the lighting in the underpass in Block 44
they were unable to do so due to unclear responsibility for maintaining that underpass.
All municipality support ceased when Milo§ Petrovi¢ stepped down from his position
(2012/2013).

In 2014, during the mural project on the Simpo building, organisers attempted to
establish cooperation with the Municipality of Zvezdara to provide assistance in fin-
ding space and the technical support for the workshops. Sadly, communication with
the municipality was almost non-existent, and support was obtained thanks to a former
participant of the workshops who was then part of the youth organisation of the political
party in power in the Zvezdara municipality.”

In addition to those two municipalities, the Cultural Centre Student City and Com-
munity Theatre Aps Art played significant roles in assisting with the organisation of the
project. The Cultural Centre Student City (Kulturni centar Studentski grad) provided
substantial help during the first two years with technical and PR support for workshops,
which were also included in the official program of the Visual Art Department. The same
support was provided by Aps Art during the last edition of the project.

On the city level, the project received significant support from the Office of the City
Architect, especially concerning the issue of the lack of procedures for obtaining permits
for murals in public spaces under the direct city’s control. Obtaining permits was the
biggest problem during the organisation of the project. It should be noted that during
the initial painting in 2008, obtaining permits was a simple process. Organisers obta-
ined permission from Belgrade Road (Beograd put), which was then responsible for
maintaining the underpass. However, in 2010, things changed. Belgrade Road was still
responsible for maintenance works in the underpass (regular painting, electrical works)
but they could no longer issue permits. They directed organisers to the Secretariat for
Transport and the Directorate for Roads (Sekretarijat za saobracaj i Direkcija za puteve),
which was responsible for issuing maintenance orders for the underpasses. When orga-
nisers approached them, the Directorate automatically rejected them and directed them
to a higher authority, the City Administration and the City Manager, who later referred
them to the City Architect.

This process took a long time and significantly jeopardised the organisation of the
project (in the meantime, the project received a donation from the Telekom Founda-

54 Petrovi¢ also enabled the painting of graffiti mural at the Graphic School in New Belgrade
organised by TKV and Lortek, one of the first of its kind in the municipality, and initiated the
project of allocating space for cultural non-governmental organisations (Aps Art, Context Col-
lective, Carina Scene) in the building of the Local Community “Student City” (Mesna zajednica
Studentski grad).

55 The workshops were organised within the cultural centre “Vuk Stefanovi¢ Karadzi¢”. During
the mural painting, assistance was received from the Local Community “Lipov lad”.
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tion, which was lost due to permit issues). Fortunately, the then-city architect, Dejan
Vasovi¢, was very interested in the whole project and graffiti and murals’ role in the city
beautification process in general. During a meeting with him, organisers learned that
the main problem that needed to be solved to obtain permission for mural painting was
the issue of maintenance. Since underpasses were places where various types of inscrip-
tions and slogans appeared, and some of them were offensive and politically charged,
the City Directorate for Roads was tasked with regularly removing them (at that time,
Belgrade walls were full of various hate graffiti against the Pride Parade, there were also
many nationalist graffiti and those against the then-mayor Dragan Dilas). They had a
problem with what to do if such graffiti appeared on our graffiti murals. How to remove
them without removing or damaging the murals? For this reason, they were not willing
to take responsibility for issuing permissions for murals because they didn’t know how
to maintain them.

At the suggestion of the City Architect, it was agreed that the IDE Group would
assume responsibility for the maintenance of the murals. This meant that they com-
mitted to regularly inspecting the murals, and in case any hate graffiti or political graf-
fiti appeared on them, they would remove them themselves and repair the murals if
necessary. In addition to that, one of the Directorate’s requirements was to issue them
a temporary permit for two years, after which IDE Group could seek an extension of
the permit (depending on the wall’s condition), permit for re-painting, or in the worst
case, they would have to restore the walls to their previous state - to paint them white.
Furthermore, there was also an issue of which competent city authority could approve
the mural sketch since there was no city-level procedure in such situations. For exam-
ple, City Companies and Institutions did not recognise the term Art in Public Space,
and if you wanted to install some temporary artwork in public space, you had to comply
with the same conditions as when installing a kiosk or some mobile sales object. No
one could provide an opinion on whether, from an artistic point of view, the object met
the conditions. In the absence of appropriate procedures, the City Architect agreed to
personally review the sketches and approve them (during this process, care was taken
to ensure that the sketch did not contain any offensive themes or words, and the artistic
aspect was not so important).

So, after nearly 6 months, IDE Group managed to find a way to obtain a permit for
graffiti murals, and this procedure was followed during the first three years of the pro-
ject. However, since this was only a provisional procedure based primarily on the good-
will of the City Architect, with the change of government and the new City Architect,
the same problems reappeared. The new City Architect, Milutin Foli¢, was not willing to
take on the obligation of approving the sketch and issuing a permit for murals; instead,
his team tried to devise new official procedures in such situations. At that time, the new
City Manager, Goran Vesi¢, often appeared in the media, announcing a tough fight aga-
inst graffiti but at the same time announcing a city mural program. Unfortunately, not-
hing came out of the mural program itself, only the Secretariat for Culture was tasked
with organising a Commission whose assignment was to assess the artistic quality of
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proposals for art projects in public space and to approve whether a work meets the aest-
hetic and artistic qualities to be installed. By organising this Commission, this impor-
tant problem - approving the sketch - was finally resolved. There still existed the issue
of which specific authority could issue permits for mural painting on the city’s property
(no City Secretariat or Company can independently issue permits; you always have to
obtain a permit from the central City Administration), and how to define the mainte-
nance of such projects. Unfortunately, despite all efforts and constant letter writing and
phone calls to the relevant city institutions, this whole process took a long time, and that
is the main reason why for the last two editions of the project, we had to find alternative
locations where obtaining permits was not an issue. Only what we managed to achie-
ve was obtaining an extension in 2016 from the Commission for the existing murals in
underpasses.

Throughout the project, special attention was given to working closely with the
media because it was the best way to help people understand graffiti art better. The main
aim was to show how graffiti can make our neighbourhoods more beautiful and how
everyone can get involved in improving their community. Considering the scale of the
project, media coverage of every edition was very good. The project was covered by most
of the local newspapers and web portals in sections that focus on Belgrade and topics
related to the city. All major TV stations had made at least one short report about the
project during its duration. Unfortunately, the project didn’t have much visibility from
media in charge of culture, except for the web platform Designed.

It was intriguing to discover through conversations with journalists that graffiti cul-
ture and street art remained largely unknown to the broader public. Our graffiti artists,
both as part of the PR of the project and on their own, worked hard during various
media appearances to showcase the culture, its origins, and how other European cities
tackle this topic. Nearly every year during the project, graffiti writer Lortek was discus-
sing these themes with journalists of the Politika newspaper.® Ultimately, the project
received mainly positive feedback from citizens, as seen through social media comments
and conversations on the site during the mural painting. Radio Beograd 202 also aired
a detailed report on the project during its third edition, which included interviews with
passers-by discussing their thoughts on the project.””

56 Anonim, Grafit je umetnost, ne samo $krabanje po zidu, Politika,15.02.2015, 24.04.2024,
https://www.politika.rs/sr/clanak/319130/Grafit-je-umetnost-ne-samo-skrabanje-po-zidu

Brakocevi¢, M., Umetnost je i ,,§aranje” po zidu, Politka, 03.01.2010,24.04.2024, https://www.
politika.rs/sr/clanak/118204/Umetnost-je-i-saranje-po-zidu

Brakocevic, M., Grafiti i murali — skrajnuta umetnost ulice, Politka, 28.12.2016, 24.04.2024,
https://www.politika.rs/sr/clanak/371022/Grafiti-i-murali-skrajnuta-umetnost-ulice

M.S.M. Grafiti u Zavodu za vaspitanje — znak se¢anja na nekadasnjeg stanara, Politka,
25.11.2015, 24.04.2024, https://www.politika.rs/sr/clanak/344172/Grafiti-u-Zavodu-za-vaspita-
nje-znak-secanja-na-nekadasnjeg-stanara
57 Author of the report was journalist Hana Gadomski.
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Conclusion

Given the circumstances surrounding the project and the issues encountered during
its execution, the primary challenge was the absence of clear city strategies for addres-
sing graffiti issues and facilitating art in public spaces. This was particularly evident in
the lack of defined procedures in this domain. While there were indications at various
times that the city understood and was ready to allocate walls for graffiti and street artists
to express themselves, and there were expressed intentions to finally regulate this realm,
ultimately, no significant progress was made despite public statements from city officials.
Although a Commission for Public Art was established, in reality, it never really com-
menced to fully work, as there are still no regulations in this domain.

In addition, the city did not make any attempts to engage with young people invol-
ved in grafiti art to redirect their energies from vandalism to legal graffiti. There are still
no legal graffiti places in Belgrade and this subject is even rarely mentioned in public
discourse today.*® This is highlighted by the city decision to grant concession rights for
25 years™ to a private company tasked with reconstructing and regularly maintaining
(including graffiti removal) the underpasses in Belgrade including those three in New
Belgrade that IDE Group wanted to convert into spaces for legal graffiti. The initial pas-
sages that underwent reconstruction under this new project in 2021, were those in Block
44 and Usce, which were part of the Represent project, and recently, works were com-
pleted in the passage near Student City.’All murals created during the Rapresent project
were painted over during the reconstruction, except for one small part with Bojan’s por-
trait and a dedication to Bojan and all children of the street. This part still stands in the
underpass near Student City. The reason and the person behind the decision to preserve
this part of the mural are unknown, but it was a thoughtful gesture. Besides this small
segment, the only remaining mural from the Rapresent project is that painted in the
courtyard of the Vasa Staji¢ Centre as the mural on the Simpo building was also painted
over during the renovation of the building in 2018/2019.

58 It is difficult to find any mention of city officials understanding graffiti culture while the City
Manager clearly acknowledges an understanding of football supporters culture: ”We wish to gain
broad public support, and discussions are planned with supporter groups to come to agreements
with them as well. Our intention is for them to commit to preserving the city and its protected
areas. We have no objections to painting football supporter messages, symbols, or ideas around
larger stadiums. The interest of all of us is to have this city organised, despite the need to find spa-
ce for everyone to express their views.”
Vesi¢: Murali i grafiti ubuduce na precizno odredenim lokacijama,19. 03. 2015, 24. 04. 2024,
https://www.beograd.rs/index.php?kat=beoinfo&lang=cir&sub=1657267%3F
59 Vukovi¢ A., Podzemne prolaze preuzimaju koncesionari na 25 godina, Politka, 19. 09. 2019,
24. 04. 2024; https://www.politika.rs/sr/clanak/438173/Podzemne-prolaze-preuzimaju-koncesi-
onari-na-25-godina
60 Vukovi¢ A.,Podzemni prolazi — od rugla do sjaja, Politika,16. 04. 2021, 24. 04. 2024., https://
www.politika.rs/sr/clanak/477186/Podzemni-prolazi-od-rugla-do-sjaja
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Figure 4: Remaining part of graffiti mural in the underpass “Student City”
(photo Olivera Indi¢)
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Xar, Xonanauja

[PAOUTV MEHAIIMEHT U EIYKATVIBHI ITPOT'PAMU
Y BEOI'PALIY: CTYIWJA CIIVUHAJA IIPOJEKAT PAIIPECEHT

Caxkerak: Ipaduru npepcraBbajy crnoxkeH peHOMEH KOji ce MOXKe MCTPaXMBaTH Ha
pasmuumTe HauMHe. Y OBOM TEKCTY MCTPaXyjy ce M3 yITIa rpaduTu MeHalIMeHTa U
HayMHa Ha KOju ce rpajjoBu 6aBe oBUM (peHOMeHOM. Mapuca Tomes mpaBu pasnmmky
usmeby ,rpapura ymjerHocti“ u ,,rpadura BaHgamM3Ma“, Haramasajyhy BaKHOCT
pasyMmujeBama MOTVBA 3a HaCTaHaK rpadura Kako Ou rpaoBy MOIIU BMMa Jia ce
6aBe epuxacHyje. OBaj MPUCTYI ce OIIefia Y MEHAIMEHT IporpamyuMa mocie 2000.
TOAVHE KOjU ITOYMIbY fia IPENo3Hajy rpadurte Kao cueluduyaH yMjeTHUYKY 13pas 1
TO MHKOPIIOPMPAjy Y CBOje CTpareruje. Y TeKCTy Cy IPMKa3aHe U OIMCAaHE OCHOBHE
CTpareruje Koje rpajjoBU IpUMembyjy ca rpapuTiMa Kao LITO Cy: yKIamambe rpadura,
perynanyja ¥ KaXmaBambe, Ka0 ¥ HOBM NPUCTYIM 3aCHOBAaHM Ha IPEBEHLMjM KOjU
YK/BY4yjy pasmMunTe efyKaTMBHe IIporpaMe, paj ca MIafyuM rpaduru ymjeTHULN-
Ma ¥ IOKpeTarbe JIera/IHNX IporpaMa Mypaa. ¥ TeKCTy ce moce6Ho GpoKycupaMo Ha
uckycTBo beorpasa y oBoj obmacty, manupajyhu koHTekcT u mmocrojehn perymarop-
HM OKBYIp TOKOM IOCTeNIUX ABafeceT rogyHa. IIpencraBmbere cy nmocrojehe crpa-
teruje [pana Beorpaza (yxiamare, perynaiyja u KaKmbaBame), A/l ce yKasdyje 1 Ha
3aIl0CTaB/beHe acleKTe (mpeBeHUyja 1 enyKauuja). [Topen Tora, uaeHTNUKY)y ce
nocrojehn nmpo6memu Koju ce Or/efajy y HEIOTIIYHOj peryianuji y OBOM JOMEHY Kao
U HefleUHNMCAaHNM HAJUIOKHOCTUMA U Ipolenypama. [locebHa maXkma y TEKCTY je
nocsehena npojexry Paipeceniti Ipyne MIJE (op 2010. mo 2015) kao npumjepy moryhe
o6pa3oBHe MHLUMjaTHBe Y 0BOj obmacTu. LInsp oBoOr mpojexTa 6mo je ga TpaHchopmu-
IlIe rpaficKe IIOA3eMHe [IpoJIase y JIeTaTHe 30He 3a rpaduTe ¥ Ipy»xu 06pa3oBHY ILIAT-
¢dopmy 3a miage rpaduTy yMjeTHUKe. YIIPKOC OMPOKPATCKUM MperpeKama, pojeKaT
je mokasao moTeHuMjax rpaduTa fa M0O0/bIIAjy 3aIYLITEHE jaBHE IPOCTOPE aHTAXKY-
jyhu mnape. Iloper Tora, mokasao je 1 Konmko je BaxxHo ga Ipan Beorpan nma jacHo
HeduHUCaHe IpOMNCe 1 MPOLefype ¥ 0BOj 001acTH, LITO je jeflaH off MpeRycIoBa 3a
ycnjemny capapmy usMebhy rpapa v rpaduTy ymMjeTHNKA y y/bellllIaBaby Ipajia.

Kbyune pujeun: ipaguitiu menaymenisi, beoipag, peiynaitiuea u ciiposohetrve, 06pa-
308HU Upoipamu, ,,Panpecenin
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Abstract: The diminishing presence of public spaces in urban settings poses a growing
concern, driven by market-driven urban development trends. In cities like Belgrade, Ser-
bia, this phenomenon threatens cultural vitality and community cohesion. Temporary
urban practices emerge as a viable solution, activating these spaces through cultural and
social initiatives. These interventions challenge conventional urban paradigms by priori-
tizing community engagement and cultural expression. The Street Gallery (Ulicna gale-
rija), located in downtown Belgrade, exemplifies this transformative potential by revi-
talizing an abandoned passage into a vibrant cultural hub. Through art exhibitions and
community involvement, it fosters dialogue and social interaction, enriching the urban
fabric. Overcoming obstacles such as resource limitations and bureaucratic hurdles, ini-
tiatives like the Street Gallery underscore the role of art in public spaces as a catalyst for
social change and urban rejuvenation.

Key words: Street Gallery, public space, art in public space, community engagement,
temporary urban practices

Introduction

he disappearance of public space is becoming an increasingly common issue in
modern urban environments, particularly in post-socialist cities like Belgrade,
Serbia. Contemporary urban development, driven primarily by market-oriented
interests, poses significant threats to public spaces and cultural activities. Many urban
areas suffer from neglect or misuse, failing to enrich the civic life of the city. Research
by the Institute for the Study of Cultural Development (Zavod za proucavanje kultur-
nog razvitka) identifies various types of unused spaces, including abandoned buildings,
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displaced areas, military complexes, and open public zones.' These spaces, often overlo-
oked due to their lack of immediate market value, present vital opportunities for urban
and social development. The initial phase of projects in Belgrade revealed challenges
in managing the surplus of unused urban resources, despite numerous initiatives pro-
moting temporary space utilization.” A major hurdle was the absence of a unified regi-
stration system and limited access to available properties, hindering a comprehensive
understanding of the extent of unused spaces and their effective monitoring.

At the same time, these spaces are becoming areas of interest for the civil sector,
which seeks to participate in urban changes through temporary interventions.Tempo-
rary urban practices highlight transitional changes that leave spatial imprints on the city,
establishing new systems for redefining urban structures by utilizing unused spaces.’
Unused spaces not only represent economic losses and face constant deterioration, but
they also negatively impact the environment and the functioning of the broader urban
fabric. Temporary use of these spaces through various cultural and social programs can
bridge gaps in the transitional process and inspire visions that reflect the uniqueness of
each location.

Addressing the issue of numerous unused spaces is crucial not only from a social
perspective but also from an economic standpoint. The reuse and repurposing of these
spaces in urban environments are essential considerations. Early research on temporary
urban interventions and practices indicates that vacant properties pose economic pro-
blems for their owners*. Without continuity in property maintenance, these spaces are
becoming prone to decay and vandalism. Unused spaces negatively affect the overall
image of their surroundings and contribute to a general decline in the market and social
value of the urban areas in which they are located.” Focusing on existing, underutilized
spaces—both buildings and open areas—is imperative for improving the environment
and achieving sustainable urban development.®

Therefore, temporary urban practices, through spatial interventions, initiate the pro-
cess of shaping long-term solutions for socio-spatial issues. These practices rely on the
concept that by applying the principles of the right to the city and everyday life, they cre-
ate spaces for new forms of urban sociability.” Such concepts foster social cohesion and

1 Jovanovi¢, T. (2010) Prazni prostori Srbije - Prva faza: Beograd; Beograd: Zavod za proucavanje
kulturnog razvitka.

2 Cuki¢, 1. (2013) Mapa akcije, Beograd: Creative Lab.

3 Cuki¢, I. (2016) Uloga privremenih urbanih praksi u aktiviranju prostornih resursa. Doktorska
disertacija. Beograd: Arhitektonski fakultet Univerziteta u Beogradu.

4 SUC - Studio Urban Catalyst. (2003) Urban Catalyst: Strategies for Temporary Uses — Potential
for Development of Urban Residual Areas in European Metropolises.

5 Overmeyer, K., et al. (2007) Urban Pioneers. Berlin: Stadtenwiclung durch Zwishenmutzung /
Temporary Use and Urban Development in Berlin. Berlin: Senatsverwaltung fur Stadtenwicklung.
6 Perovi¢, S. and Kurtovi¢-Foli¢, N. (2012) Brownfield regeneration — imperative for sustainable
urban development. Gradevinar, 64(5), 373-383.

7 Cuki¢, I. (2016), op. cit.
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development by shaping spaces based on the real needs of the involved actors through
collective action. By differentiating from the dominant paradigm of neoliberal urban
development, these practices establish a distinct value system, reproducing everyday life
through space production. This approach highlights the potential for systemic change in
urban production, as emphasized by the works of Henri Lefebvre® and David Harvey.’
By legitimizing new social and cultural values and establishing new urban relationships,
the influence, emergence, and development of contemporary temporary urban practices
can be better understood.

At the same time, these spaces are becoming areas of interest for the civil sector,
which seeks to particiln recent years, there has been a noticeable development in the
theoretical discourse surrounding the phenomenon of temporary urban practices
based on the principles of the “do-it-yourself” philosophy of urban engagement. Vario-
us forms of temporary urban practices and interventions occupy urban spaces with the
aim of provoking dialogue and encouraging long-term changes in the urban fabric."
Frequently, the appropriation of unused spaces occurs in a grassroots manner, adop-
ting a “bottom-up” approach. Literature on these practices introduces new urbanism
phenomena that could be understood as a philosophy of city engagement: bottom-up
urbanism, guerrilla urbanism, do-it-yourself urbanism,' pop-up urbanism," and tac-
tical urbanism."” In essence, these practices can be better described as deliberate and
creative actions on a smaller scale, aimed at “improving” or “contributing” to urban
development and space.'

Temporary urban practices represent creative adaptations and improvisations in spa-
ce, primarily driven by non-profit groups with limited financial resources and political

8 Lefebvre, H. (1988) Kritika svakidasnjeg Zivota. Zagreb: Naprijed.; Lefebvre, H. (1991) The
production of Space, Oxford: Blackwell; Lefebvre, H. (2008) Pravo na grad, in: L. Kovadevi¢, T.
Medak, M. S. Petar Milat, Valenti¢, T. and V. Vukovi¢, Operacija grad: Prirucnik za Zivot u neo-
liberalnoj stvarnosti (str. 16-30). Zagreb: Savez za centar za nezavisnu kulturu i mlade, Multi-
medijalni institut, Platforma 9,81-Institut za istrazivanja u arhitekturi, BLOK Lokalna baza za
osvjezavanje kulture, SU Klubtura.

9 Harvey, D. (2003) Pravo na grad. Available at: diskrepancija.hr/hr/2011/05/07/david-harvey-
pravo-na-grad/; Harvi, D. (2013) Pobunjeni gradovi: od Prava na grad do Urbane revolucije. Novi
Sad: Mediterran Publishing.

10 Deslandes, A. (2013). Exemplary Amateurism: Thoughts on DIY Urbanism. Cultural Studi-
es Review, 19, 216-227; Iveson, K. (2013) Cities within the City: Do-It-Yourself Urbanism and
the Right to the City. International Journal of Urban and Regional Research, 37(3), pp. 941-956;
Douglas, G. C. (2011) Do-It-Yourself Urban Design: “Improving” the City through Unauthorized,
Creative Contributions. Available at: home.uchicago.edu/~gdouglas/GCCDouglas_DIYUrban-
Design-ASA2011.pdf

11 Iveson, ibid.

12 Barnett, J. (2011) A Short Guide to 60 of the Newest Urbanisms, Planning, 77 (4), pp. 19-21.
13 Lydon, M. and Garcia, A. (2015) Tactical Urbanism: Short-term Action for Long-term Change,
Washington DC: Island Press.

14 Douglas, op. cit.
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power. Research indicates that these practices (1) develop with minimal financial invest-
ment, (2) are typically organized through networks and clusters, (3) are often initiated
by civil society actors or local communities, (4) function as laboratories for new social
relationships, cultures, and economies, and (5) occur in specific locations, with certain
types of spaces attracting specific kinds of temporary urban practices". The diversity of
temporary uses reflects the heterogeneous nature of their initiators, who can be artists,
cultural entrepreneurs,’ local communities, volunteers, or political activists seeking
spaces of autonomy."”

Temporary urban interventions, defined as physical manifestations or unplanned
activations of vacant or underused buildings and spaces, play a significant role in this
context.'® These interventions, often involving street art, festivals, and other site-specific
actions, do not constitute part of the regular urban development cycle but can become
permanent fixtures when they gain significant popularity."” Guided by the idea of the
right to the city and the desire to improve everyday life, these initiatives represent short-
term tactics aimed at altering urban living conditions. Their goal is to create new spaces
for sociability, cultural, and artistic production, liberated from the pressures of consu-
merism and sterile commercial city events. Such practices reflect a DIY philosophy and
aim to provoke dialogue and encourage long-term urban changes.”

Temporary urban practices and spaces for the street art scene

In the context of the independent and street art scene in Belgrade, it is crucial to
highlight that many artists lack dedicated studios or rely on spaces without formal con-
tracts. Some even resort to inadequate spaces that they must rent at high costs. Under
conditions of precarious income, artists progressively lose both social and economic
rights, particularly regarding social protection, placing them on the margins of society.
Despite the existence of available spaces, these are not offered to artists, which would not
only serve as recognition but also as much-needed support for this sector.

Independent spaces, such as artist collectives, cultural centers, and squats, play a
pivotal role in the development of the street art scene. These spaces provide artists with
the freedom, inspiration, and support necessary for creating authentic and innovative
works. The significance of these spaces extends beyond merely offering a physical work-
space; they contribute to the growth of the artistic community, cultural dynamics, and
social activism.

15 SUC, op. cit.

16 Colomb, C. (2012) Pushing the Urban Frontier: Temporary uses of Space, City marketing, and
the Creative City discourse in 2000s Berlin, Journal of Urban Affairs, Vol. 34, pp. 131-152.

17 Ibid.

18 Haydn, E and Temel, R. (2006) Temporary Urban Spaces: Concepts of the Use of City Spaces,
Basel: Birkhauser.

19 Lehtovuori, P. (2012) Towards Experimental Urbanism, Critical Sociology, Vol. 38, no 1/2012,
pp. 71-87.

20 Deslandes, op. cit.
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Prominent examples of such spaces include the BIGZ building, which has hosted graf-
fiti and street artists like Hope and Master, as well as Jana Danilovi¢. The Dor¢ol Platz is
another key location, currently utilized by TKV. Other notable spaces include the former
Inex Film where artists such as Atelje Soln (Wunste and Marg) Chenipe, Quam, and
Orjen Duri¢ had their studios. Rage had a studio in Ciglana, while Nikola Kori worked
in Jugo$ped, and Sofija Pasali¢ used a space within Matrijarsija. In terms of exhibition
venues, “off spaces” like Kvaka 22 have been essential. For instance, Dulait exhibited the-
re, and artists like Tokyo (alt. Toyko) and Sofija Pasali¢ showcased their works in Orange
Belgrade, a temporary space that existed for one summer in the passage on Terazije.

Despite their significant contributions to the cultural and social fabric of the city,
independent artists often find themselves marginalized. Their innovative and authentic
works enrich the urban landscape and foster a vibrant cultural scene that benefits the
broader society. The marginalization of these artists, however, underscores a broader
issue of social and economic exclusion. By not providing these artists with adequate spa-
ces and support, society not only fails to recognize their contributions but also hinders
the potential for cultural development and social progress.

To address these challenges, it is imperative to recognize the value of independent
art spaces and provide the necessary support to artists. This includes offering secure
and affordable workspaces, ensuring social protection, and acknowledging the vital role
that artists play in enriching the city’s cultural life. Fostering a more inclusive approach
to urban planning and cultural policy can ensure that the contributions of independent
artists are recognized and valued, ultimately leading to a more vibrant, equitable, and
dynamic urban environment. Moreover, by embracing temporary urban practices and
spaces, cities can harness the transformative power of art to enrich public life, stimulate
dialogue, and foster a more resilient and interconnected community.

Legal framework in serbia: favouring commercial interests

In recent years, citizen initiatives aimed at activating public property have been recor-
ded throughout Serbia, but with limited success in implementation. According to rese-
arch conducted over the past decade in Serbia, more than half of registered civil society
organizations either lack workspace or must lease property, even when it involves public
assets.?! The issue with activating these spaces is not the availability of space itself, as the-
re is enough, but rather the absence of clear regulations and mechanisms for transferring
public property to civil society organizations. Existing mechanisms for allocating public
spaces are often marked by non-transparent procedures, inadequate incentives, and a
lack of open calls for space allocation.*?

An analysis of the legislative framework governing the management of public pro-
perty resources reveals a strong orientation towards commercial interests. This means

21 Pavlov, T. (2021) Izvestaj o kapacitetima i potrebama organizacija civilnog drustva i neformal-
nih grupa, Beograd: Grupa 484, Vladimir Petronijevi¢; Cuki¢, I. (2016), op. cit.
22 Cuki, ibid.
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that the civil sector is treated the same as the commercial sector or business entiti-
es. Article 20 of the Law on Public Property stipulates that a significant portion of
unused public property is allocated for generating revenue for state authorities and
organizations, as well as for the bodies and organizations of the autonomous provin-
ces and local self-government units.” Thus, commercial interest is legitimized as the
primary consideration when institutions manage property that is not necessary for
their operations.

When property is transferred without compensation, the normative framework
governing the disposal of real estate falls under the institute of direct agreement, which
is prone to abuse and non-transparent management. This issue is exacerbated by the
fact that direct agreement is not thoroughly detailed either in the Law* or in the Regu-
lation.” Specifically, the Regulation defines direct agreement in a single article (Article
12) and provides a list of association types eligible for space allocation, excluding any
associations that generate some income, despite this being legitimate under the Law on
Associations.*

Different formulations of public interest within the legislative framework indicate
a lack of consensus on its precise definition. Several domestic laws reference public or
general interest and activities of public or general interest with varied formulations (e.g.,
the Law on Associations, the Law on Expropriation,”” and the Law on Public Enterpri-
ses).” However, the Law on Public Property allows public property to be leased under
commercial terms, with the funds generated used later to implement programs of public
interest, whether by public institutions or civil society organizations. Whether this is
done transparently and responsibly falls outside the scope of this law.

In a 2015 study by the collective Ministry of Space titled Who and How Manages
Public Property, it is recommended that this law should recognize public interest criteria
for using public property as at least equally important, if not more so, than commercial
interest.”” It suggests that public property should not only be utilized indirectly through
leasing but also directly as a means to achieve public interest. This approach would ena-
ble numerous public properties that remain vacant due to a lack of market interest to be
used by civil society organizations for programs serving the public interest.

23 Sl. glasnik RS 72/11, 88/13, 105/14, 104/2016, 108/2016, 113/2017, 95/2018 1 153/2020. Zakon
0 javnoj svojini.

24 Tbid.

25 SI. glasnik RS br. 24/12. Uredba o uslovima pribavijanja i otudenja nepokretnosti neposrednom
pogodbom, davanja u zakup stvari u javnoj svojini i postupcima javnog nadmetanja i prikuplianja
pismenih ponuda.

26 Sl glasnik RS, br. 51/09, 99/11 i 44/2018. Zakon o udruzenjima.

27 Sl. glasnik RS, br. 20/2009, 55/2013 i 106/2016. Zakon o eksproprijaciji.

28 SI. glasnik RS, br. 15/2016 i 88/2019. Zakon o javnim preduzelima.

29 Pajovi¢ Van Reenen, J., & Veselinovi¢, D. (2015) Ko i kako raspolaze javnom svojinom, Beo-
grad: Mikro Art / Ministarstvo prostora.
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THE STREET GALLERY: FOSTERING DIALOGUE IN PUBLIC SPACE THROUGH ART

Figure 1: DLT (Oymant), Inex Film Figure 2: Inex Film
(photo: Dusan Raji¢) (phoro: Smirna Kulenovic/Klub Putnika)

The case of street gallery in Belgrade

One of the rare positive examples of using public space for contemporary art and
street art in Belgrade is the Street Gallery (Uli¢na galerija)* located in an abandoned and
dilapidated passage near the Bezistan passage on Terazije Square, right in the city centre.
After nearly two years of negotiations and procedures, the Municipality of Stari Grad
granted the Ministry of Space collective (MoS)*' free use and management rights over
the passage between Trg Nikole Pasi¢a and Nugiceva Street (known as Cavketov passage)
for three years, with the option for extension. By the end of 2011, a groundbreaking legal
agreement was finalized between the Municipality of Stari Grad and MoS, enabling the
civil sector organization to temporarily manage the public space for the specified period,
with potential for contract renewal.”? The Municipality also committed to reconstructing
the space according to the architectural design by the author of this text. MoS was also
one of the initiators of the Inex Film Expedition, which resulted in the first cultural squat
in Belgrade—taking over an abandoned building formerly used by a Yugoslav enterprise
for film production, which had been deteriorating rapidly for years. In addition to their
involvement in activating several other spaces in Belgrade-such as Cinema Zvezda®,
the Cultural Centre Magacin®, and the Social Center NNK (activation of military bar-

30 More at: www.ulicnagalerija.rs

31 More at: www.ministarstvoprostora.org

32 Since December 2020, the Street Gallery has been managed by the Belgrade collective Matri-
jarsija, which has brought freshness and programmatic quality based on their years of work wit-
hin the independent comic scene.

33 More at: www.instagram.com/novi_bioskop_zvezda/

34 More at: kemagacin.org
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rack)*-this collective has also supported numerous activations in various cities across
Serbia, such as Kru$evac, Novi Sad, Subotica, Novi Pazar etc.

The Street Gallery project in downtown Belgrade showcases the transformative
power of temporary urban interventions, as it revitalized a neglected public space into a
vibrant cultural venue. This endeavour underscores MoS’s advocacy for the “right to the
city,” promoting community engagement in urban development. The gallery revitalizes a
once-decaying area, now a bustling artistic and cultural hub. Apart from initial munici-
pal support, the roughly 160-square-meter space owes its revival largely to contributions
from local community members and artists who volunteered labour and creative ideas.
Street Gallery’s location behind small shops selling football equipment and its use of
former movie poster display cases as exhibition niches illustrate creative repurposing.
The gallery comprises nine exhibition niches (1.4 x 1.8 m) and a billboard (2.6 x 1.7 m)
for exhibition announcements. Gallery furniture was made from euro pallets, and local
mural artists painted the walls. Maintenance, including cleaning the street, windows,
and collecting garbage, was also managed by MoS members.

The Street Gallery has hosted hundreds of exhibitions to date, along with parallel
public programs such as workshops, film screenings, performances, concerts, and more.
Priority is always given to local and international artists working in independent spaces,
particularly those engaging with socially or politically relevant themes, as well as street
artist such as Dulait (SR), Ema Ema Ema & Sretan Bor (SR), Stevan Loncarevi¢ (SR),
Sona Sumraka (SR), Linnch (SR), Miron Mili¢ (CRO), Hope (SR), Dzedaj (CRO), Sum-
ski (CRO), Tifani Rubi (CRO), Pekmez Med (CRO), Ojo Magico (CRO), Dunja Jankovi¢
(CRO /USA), Mor (CRO), Boris Hoppek (DE/ES), Dem (IT) and many others. The idea
has been to utilize public space to initiate and foster dialogue on topics deemed impor-
tant by the collective. The gallery’s strategic location in the city centre ensures a steady
flow of visitors, ranging from local workers on breaks and passing students to patrons of
nearby venues, including punk clubs. This diverse audience enriches the gallery’s role as
a vibrant cultural hub within downtown Belgrade.

In 2014, the Street Gallery achieved a significant milestone by being shortlisted for
the European Prize for Public Space, a prestigious biennial award that celebrates ini-
tiatives aimed at creating, reclaiming, and enhancing public spaces.”® This recognition
underscores the project’s impact in revitalizing urban environments and promoting
community engagement through art. Additionally, the Street Gallery’s inclusion in exhi-
bitions at prominent venues like the Centre de Cultura Contemporania de Barcelona
(CCCB) further highlights its international acclaim and contribution to the discourse
on urban revitalization and cultural transformation.

The Street Gallery project in downtown Belgrade exemplifies the transformative
power of temporary urban interventions driven by art and culture initiatives. Further-
more, it has inspired numerous initiatives in Serbia to do the same, resulting in open-

35 More at: www.facebook.com/drustvenicentarnnk
36 Available at: www.publicspace.org
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CYTHAHA TATIEPUJE L
ULICNA GALERIJA: ~ 1

Figure 3: Zarana Papi¢, TKYV, Street Gallery, Figure 4: Opening of the exhibition Tight house
Radost Ludost Festival, 2018 by Rade Tepavéevi¢, 2017
(photo: Aleksandar Palek Dordevi¢) (photo: Dusan Raji¢)

air galleries following the Street Gallery model in Subotica, Ni§, Novi Sad, Novi Pazar,
Sabac, Valjevo, Kragujevac, and Vranje.

Fostering dialogue through art

Contemporary practices of art in public space have evolved significantly, moving away
from traditional, state-sponsored monuments towards more participatory and socially
engaged approaches.” This shift reflects a broader conception of art as a dynamic pro-
cess rather than a static object. By embedding art within public spaces, initiatives like
the Street Gallery encourage community involvement and cultural transformation. Art
in public space represents a powerful tool for fostering dialogue and promoting social
engagement within urban environments. These forms of artistic expression transcend
the confines of traditional gallery spaces, democratizing access to culture and making
artistic endeavours more inclusive and accessible to diverse audiences.”® Unlike art
isolated within museum walls, art in public space integrates directly into the fabric of
everyday life, inviting interaction and participation from passersby and residents alike.

Furthermore, street art, rooted in graffiti culture, has emerged as a respected art form
known for its aesthetic innovation and social relevance.” Street artists utilize urban lan-
dscapes as canvases to communicate messages that resonate deeply with local commu-
nities, thereby contributing to a vibrant public discourse. For this reason, the Street Gal-
lery organized festivals (Vreva Festival, Radost Ludost Festival) and various mural pain-

37 Miles, M. (1997) Art, Space and the City: Public Art and Urban Futures, UK: Routledge.

38 Bishop, C. (2012) Artificial Hells: Participatory Art and the Politics of Spectatorship. London:
Verso books

39 McAuliffe, C. (2012) Graffiti or Street art? Negotiating the Moral Geographies of the Creative
City. Journal of urban affairs, 34, pp. 189-206.
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ting formats along the entire passage (Dulait, Fat Kid Beny, Sund, Super Timor, Firma,
Sobekcis, TKV). By engaging local and regional artists in these activities, the Gallery not
only enhanced the aesthetic appeal of neglected urban spaces but also empowered artists
to communicate messages of social importance. This initiative transformed mundane
walls into vibrant canvases that sparked conversations, challenged norms, and amplified
marginalized voices. Such participatory art projects exemplify the gallery’s commitment
to fostering community dialogue and enriching public spaces through creative expres-
sion.

Therefore, art in public space,
such as the Street Gallery, transcends
mere aesthetic appeal to become
a platform for addressing socially
engaged issues and sparking mea-
ningful community dialogue. Thro-
ugh its dynamic exhibitions and
installations, the gallery acts as a
catalyst for social commentary and
activism. It enables rapid responses
to current social and political events,
employing artistic techniques such
as humour, irony, and symbolism to
convey poignant messages.* By chal-
lenging established norms and invi-
ting viewers to reconsider prevailing
narratives, these artworks enrich the
urban environment with thought-
provoking discourse.

In conclusion, the Gallery project
exemplifies how urban interventions
can revitalize neglected spaces while
democratizing cultural participation.
By situating art within the
pulse of urban life, the gallery enric- Figure 5: Street Gallery (photo: Dusan Raji¢)
hes the cityscape with artistic content
that stimulates critical thinking, inspires creativity, and fosters dialogue on pertinent
social issues. Its inclusive approach signifies a progressive shift towards using art as a
tool for community empowerment and cultural enrichment within contemporary urban
environments.This transformative potential underscores the importance of supporting
initiatives that utilize art in public space to create vibrant, inclusive, and socially cohe-
sive cities.

40 bid.
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Figure 6: Sobekcis, VREVA festival, Street Gallery, 2012 (photo: Iva Cukic¢)

Conclusion

The Street Gallery project was initi-
ally conceived to highlight public space as
a fundamental element for fostering social
cohesion and addressing urban issues on a
broader scale. Thriving public spaces facili-
tate the formation of social capital, ground
participative democracy, and encourage
urban stakeholders to actively engage in
solving urban challenges. The Street Gallery
model positions public space as a dialo-
gue platform where citizens negotiate usa-
ge conditions and engage in diverse topics.
Thus, the Gallery exemplifies the transfor-

Figure 7: Street Gallery (photo: Dusan Raji¢)

mative impact of temporary urban interventions and community-driven initiatives in
urban development. By reclaiming neglected spaces and promoting cultural activities,
initiatives like the Street Gallery demonstrate the potential of public spaces as platforms
for social cohesion and civic engagement. These efforts challenge traditional urban deve-
lopment paradigms by prioritizing community needs and participatory approaches to

urban revitalization.

Effective management of public property necessitates legislative reforms that prioriti-
ze public interest and ensure equitable access for civil society organizations. Recognizing
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the role of art in public spaces enriches cultural expression, fosters community identity,
and enhances civic participation. By embracing cultural initiatives in public spaces, citi-
es can cultivate vibrant, inclusive communities where residents actively contribute to
shaping their urban landscapes.

The success of the Street Gallery demonstrates how art in public space serves as a
catalyst for social interaction, cultural enrichment, and urban rejuvenation. By integra-
ting artistic expression into everyday urban landscapes, projects like the Street Gallery
not only activate and beautify neglected areas but also stimulate dialogue, provoke tho-
ught, and inspire community participation. As cities globally seek innovative ways to
enhance public life and promote inclusivity, initiatives such as the Street Gallery exem-
plify the transformative potential of art in creating vibrant and cohesive urban environ-
ments.
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VBa Yykuh

Munncrapcerso npocropa (MHcTUTYT 3a ypbaHe nonutrke), beorpap;
YHuBep3autet y beorpany, ApXuTeKTOHCKM (QaKynTeT —
JIabopartopuja 3a KYITypy ITaHMpatba 1 AM3ajH IPOCTOPHUX ITONNTHKA, Beorpay

VIIMYHA TAJTEPUJA: TOIICTULIAIBE IUJAJIOTA Y
JABHOM IIPOCTOPY ITYTEM YMETHOCTU

Caxerak: CMamembe jaBHUX IIPOCTOpa Y ypOaHUM CpefyHaMa MOCTaje CBe HOMU-
HaHTHMja IapagurmMa ypoaHor pasBoja, IIOKpeHyTa TPEHAOBMMA TP>KUIIHO OpyjeH-
THMCAHOT pa3Boja. Y rpafoBuMa IonyT Beorpaza, oBaj GpeHOMeH yrposkaBa KyITyp-
HY BUTQJIHOCT U KOoXe3ujy 3ajenHuuie. [IpuBpemeHe ypbaHe npakce 1ojaBjbyjy ce Kao
OZITOBOP Ha OBAj TPEHT, aM U Ka0 OAP>KUBO pellierbe, aKTUBUpajyhu oBe mpocTope
KpO3 Ky/ITypHe U ApylTBeHe nHunujatuse. OBe Ipakce ce y CaBpeMeHOj Hay4HOj
nuTepaTypu feduHmiy kao peHoMeHN Koju MMajy CBOjy puanmuky MaHudecranu-
j¥y> OHOCHO Kao CIIOHTaHe U OVPEKTHe IIpaKce y ypOaHOM IPOCTODY, a OFHOCE Ce Ha
IpUBpPEMEHO aKTUBUPabe YIIPAXKIbEHNX UM HEOBO/BHO McKopuinheHNxX objexara 1
npocropa. Pacrion fienoBama yK/bydyje pasnumunTe yIM4He YMETHOCTH, OKYIUbalba,
¢decTuBae 1 IPOCTOPHO-CIIElMPUIHe [IpaKce. YIMIHA Tajepuja, CMELITeHa Y LieH-
Tpy beorpapa, mpumep je oBor TpaHcpOpMaIMOHOT HOTeHIjata. PeBuTannusanujom
HaNyYIITEHOT Npojasa NMpeTBOPEHA je Y KMBAaXHM KyATypHM mpocTtop. Kpos ymer-
HIYKe U3/10K0e U YK/bYYeHOCT 3ajeHUIIe, IOLCTIYe AUjalor M APYLITBEHY UHTep-
akuujy, oborahyjyhm ypbaunm nejsax. IlpeBasunaskerseM Ipenpeka IONYT OIPaHNU-
YEeHMX pecypca U OMPOKpPATCKMX 1M3a30Ba, MHMIMjaTUBE IOIYT YINYHe Trajepuje
MCTUYY YJIOTY YMETHOCTM Y jaBHMM IIPOCTOpMMA KaoO KaTajau3aTopa APYLITBEHUX
IIpOMeHa ¥ ypbaHe peBUTaIM3anuje.

Kmby4yne peun: ynuuna ianepuja, jasHu @pociliop, yMeiiHOCl y jagHom TApocitiopy,
aHIaNMaH 3ajedHuue, ipuspemere ypoare upaxce
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Abstract: The festival Days of Urban Culture in Calak, Serbia, is an initiative that star-
ted in 2015 as a grassroots festival without any official support from the city or from
the state. However, this festival managed to survive a whole decade on voluntary work,
random sponsors and donations in a city without cultural policy or any strategy for cul-
tural development. This makes its contribution all more impressive and admirable. In
2023, Days of Urban Culture produced its 100th mural and put the city of Cacak on the
map of Serbia as the city with the largest number of murals. This paper will address the
mechanisms of the festival’s development, its relations with the local government and the
reception of its opus among the citizens of Cacak. Moreover, we will attempt to showcase
the contribution of the festival to the project Serbian Capital of Culture 2023 as well as
the ever changing relationship with the city government.

Key words: muralism, street art, festival, cultural policy, community, Cacak, Belgrade

Introduction

estival Days of Urban culture (Dani urbane kulture, DUK) is the first international

street art and music festival in Central Serbia and it takes place in Cac¢ak. From its

inception in 2015 it was dedicated to the promotion of hip-hop music, extreme
sports and art in public space. Now the festival’s focus has changed and the dominant art
form is murals. Over the course of 9 years over a 100 murals had been painted, with the
100th mural being inaugurated in 2023.!

1 Anonim. (2023) Cacak, kao nacionalna prestonica kulture, dobija stoti po redu mural u okviru
festivala Dani urbane kulture, 16. May 2023., 03. July 2024, https://www.danas.rs/kultura/cacak-
kao-nacionalna-prestonica-kulture-dobija-stoti-po-redu-mural-u-okviru-festivala-dani-urba-
ne-kulture/.

[CyrTyPa




JOVANA JEVREMOVIC

Cacak is the 12th most populated city in Serbia with 105.840 people, including the
rural area.” As many other cities in Serbia, it is dealing with the problem of “brain drain’,
with many young people leaving the city to go to bigger cities, or abroad.’ Cultural insti-
tutions in the city are the National museum of Cacak, the City library “Vladislav Petkovi¢
Dis”, the art gallery “Nadezda Petrovi¢”, inter-municipal Historical archive, the Cultural
center and the City theater.* All these institutions were founded by the municipality, and
there are other actors such as NGOs and festivals® enriching the cultural life of the city.

Even with all the cultural institutions and activities, the city of Cacak never had a
strategy for the cultural development until 2023. The strategy was finally introduced
during the first National capital of culture through a project “Cacanska rodna”* The cul-
tural strategy of the city will be followed by an action plan with concrete actions needed
to reach the goals, which mainly focus on developing the cultural institutions and acti-
vating the youth in the field of culture.’

It is important to note that Serbia, as well as Cacak, is a country that deals with many
problems related to democracy and that in recent years the ruling Serbian Progressive
Party (SNS) has steadily eroded political rights and civil liberties, putting pressure on
independent media, the political opposition, and civil society organizations.® This situ-
ation also has an impact on the cultural life and, as Vesna Trifunovi¢ stated: “Any kind

2 Profil (2024) Official census of citizens by National bureau of statistics, http://devinfo.stat.
gov.rs/SerbiaProfileLauncher/files/profiles/sr/1/DI_Profil_Cacak_EURSRB002001004001.pdf
(accessed 03. July 2024).

3 Anonim. (2022) Ca¢ak za 10 godina ostao bez 8000 stanovnika, 03. July 2022, 03. July 2024,
https://www.ozonpress.net/drustvo/cacak-za-10-godina-ostao-bez-8-000-stanovnika/.

4 Official website of the Ca¢ak municipality: https://kultura.cacak.rs/ustanove/ (accessed 03. July
2024).

5 Other festivals in the city include “Karusel’, festival of ambiental and etno music, rock music
festival “PRiCa’, craft beer festival “Cug fest”, international folklore dance festival “Etnofest” orga-
nized by the Touristic organization of Cacak and literature festival “Dis’s spring” organized by the
city library.

6 The programme “National capital of culture” was first introduced in 2023, with the aim to
decentralize culture in Serbia, and the cultural institutions of the City of Cacak were the project
holders. “According to the stated decisions, the events of special significance for Cacak are “Dis’s
Spring,” “The Nadezda Petrovi¢c Memorial,” “The Animated Film Festival - ANIMANIMA;
“Photography Days in Serbia,” the Flute Players’ Gathering of Serbia in Prislonica — ‘Oh, Mora-
va;” “Summer Culture Days in Cacak;” “The International Folklore Festival Ethnofest,” and “Days
of Urban Culture - DUK Festival” Strategija razvoja kulture grada Cacka 2023 - 2027. Gradska
uprava Cacak. Sluzbeni list grada Cacka 4/2023: http://demo.paragraf.rs/demo/combined/Old/t/
t2023_05/CA_004_2023_002.htm.

7 Anonim. (2023), Predstavljena strategija kulture Cacka za narednih pet godina, 21. March
2023, 03. July 2024, https://moravainfo.rs/predstavljena-strategija-kulture-cacka-za-narednih-
pet-godina/.

8 Anonim. (2024), Freedom in the world 2024: Serbia, 03. July 2024, https://freedomhouse.org/
country/serbia/freedom-world/2024.
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of discussion about culture in the Serbian society, today, turns into a discussion about
politics, even the cultural one, and the pursuit of money flows in the budget treasury
redistribution”, adding that in redistribution of authority and power, “care for culture” is
reduced to allocation of grants for culture which in Serbian society is less than percent
of gross national income.’

This paper will show the specifics of this festival and how the traditional conveying of
muralism'® doesn’t apply to it, by analyzing the main idea and development of the DUK
festival, collaboration with municipality, funding, gaining permits for the murals, the
impact the festival had on the community, artist’s experience as well as media coverage.

The main idea and development of the festival

Festival Days of Urban Culture was started in 2015 by the organization “Alternativa
za Cac¢ak”" The beginning of the festival is tied to the construction of a skate park in
Cacak, when the magazine Tramvaj, issued by the Alternativa za Cacak'?> wrote about
the issues of skate culture in the city. Through a project “Together for the community”
by NIS company, they got the funds needed for the building of the skate park. “When
NIS sent their team to monitor the skate park, the Trag Foundation came to our aid and
approved a project for the opening of the skate park in the amount of 300,000 dinars
(about 2.500 Euros). This was the initial spark that led us to start planning a three-day
festival” said Strahinja Babi¢ in an interview for one of the local papers.”* As Vuk Duri¢
stated, since the start they had sponsorship from Montana cans, and the next years con-
tinued in the same course as the first one, although the idea switched from graffiti to
murals, and many of local muralists in Serbia, such as Wuper, did their first mural on
DUK festival.' Strahinja Babi¢ said that during the first 5 years all of the people involved

9 Trifunovi¢, V. (2012) Kulturna politika u Srbiji - problem centra i periferije, Univerzitet u Kragu-
jevecu, Utiteljski fakultet, p. 4.

10 Muralism as a movement is connected to initiative from the government, leaving little or no
space for artist’s expression. See: Souter, A. (2017) Mexican Muralism Movement Overview and
Analysis, 22.1.2017, 03. July 2024, https://www.theartstory.org/movement/mexican-muralism.
11 Alternativa za Cacak is a non-profit organization founded in 2011 by Strahinja Babi¢ as
the director and Milorad Obradovi¢ as a member, see: https://neprofitne.rs/organisation-
info?org=7671 (accessed 03. July 2024).

12 Magazine Tramvaj was a magazine for youth and it was first published in August of 2012, with
8 editions being published until October of 2013. It wrote about Cac¢ak and things that are happe-
ning concerning young people. See: Anonim. (2016) Tramvaj ponovo vozi, 01. August 2016, 03.
July 2024, https://www.ozonpress.net/hronika/tramvaj-ponovo-vozi/.

13 Anonim. (2015) Festival DUK otvara skejt park, 29. April 2015, 03. July 2024, https://www.
ozonpress.net/zabava/festival-duk-otvara-skejt-park/.

14 Vuk Duri¢ discussed the development of the festival in a panel discussion with Street art walks
Belgrade, together with Croatan colleagues who lead the festival “Grafiti na gradele” in Brac.
More at: Street Art Belgrade (2023) Razgovori - Graffiti na gradele i DUK, 17. January 2023, 03.
July 2024, https://www.youtube.com/watch?v=eoLhxla6ZSw.
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contributed to the festival in their own way, from fashion shows to dance and skate com-
petitions, but at one point these additional contents were left behind, in order to focus
on muralism. As he said:

The year 2020 was a turning point, as gatherings could not be organized due to the
circumstances with the Covid virus. That year, DUK focused solely on mural painting, in
collaboration with Gornji Milanovac. The following year saw a similar situation, while in
2022, the musical part of the program was not held because the musicians involved had dis-
banded. The musical program returned to focus in 2023, when the separate program called
festival Uzlet emerged within the organization, which gained a new identity and featured
more well-known performers, while DUK continued its musical component independently,
remaining true to its original concept of underground music and artists. This evolution
transformed the festival idea from a social movement of people interested in urban culture
into one of the recognizable festivals focusing on street art."

The festival changed its legal entity from Alternativa for Cacak to Days of Urban Cul-
ture'®in 2017, and today it is referred to as “the most significant muralism manifestation
in the country and region”"’, bringing each year over 10 street artists from Serbia, Europe
and the world, to paint large scale murals, while also enriching the “open gallery” which
today counts over 100 murals. The organizational structure of the festival in 2024 con-
sists of Strahinja Babi¢ as the director, Vuk Duri¢ (Endo) as the artistic director, Marko
Jozovi¢ as the designer, Maja Stojanovi¢ (Zmaja) and Irena Jevtovi¢ (Kusha Chiks).

Collaboration with the Municipality

The cooperation between the DUK Festival and the municipality has been described
by Strahinja Babi¢ as diverse and initially challenging. “Until the festival’s fourth year,
the municipality of Cac¢ak did not financially support the festival, but after we presen-
ted our achievements, we sought and received their support. In subsequent years, the
municipality provided partial funding, although it remained a small part of the overall
budget”'®

The city of Ca&ak has a city council which is constituted of the mayor, deputy of the
mayor and 9 members of the City council which are elected by the City Assembly for a
period of 4 years. One of those city counselors is a counselor for the department of edu-
cation, culture and science'’, and all of the manifestations in culture fall into this depart-
ment. This is the reason why for this paper we have conducted interviews with two of the

15 Jevremovi¢, J. (2024) Interview with Strahinja Babi¢, Belgrade, 30.3.2024.

16 See: https://search.bisnode.rs/rs/1081482/dani-urbane-kulture/ (accessed 03. July 2024).

17 Anonim. (2024) Uskoro pocinje 20. DUK festival, 28. May 2024, 03. July 2024, https://www.
oblakodermagazin.rs/uskoro-pocinje-10-duk-festival/.

18 Jevremovic, op. cit.

19 See official website of Cac¢ak municipality: https://www.cacak.org.rs/Gradsko_vece-57-1
(accessed 03. July 2024).
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city counselors from this department to see in which way they supported the festival and
what is their general opinion on DUK.

During the time the festival first started, this position was held by Dusan Radojevic,
who was a city counselor for youth and culture in the period 2016-2020.° “As a mem-
ber of the City Council responsible for youth and culture, I dealt with initiatives coming
from young people. I collaborated with representatives of the DUK association during
the development of the Local Action Plan for Youth, and with that document, we defi-
ned priorities in the area of youth policy development. One of the priorities was that the
social and entertainment life in the city needed to be enriched” When asked about the
cultural scene in Ca¢ak, Dusan stated that he remembers the time when the only event
was New Year’s celebration at the city square, and that now the cultural life is much more
enriched, although presented with a new problem- many of the events take place on the
same day, and the citizens are deprived of the opportunity to attend each activity they
enjoy.”!

This issue was also mentioned by Strahinja Babi¢, although he stated that:

Significant collaboration with the municipality and other cultural entities in the city
began in 2023, when Cacak was the national capital of culture. This period saw dialogue,
information exchange, meetings, and networking among cultural actors in the city. Howe-
ver, once the capital of culture year ended, this practice ceased, and communication and
collaboration returned to previous levels.”

The current counselor for education, science and culture, Milo§ Papi¢ stated that
contrary to the general opinion, for the financial aspect he thinks that “in addition to
free space, energy, and the other services, all the festivals have commercial content and
sponsors, yet they still expect greater support from the City. Therefore, I believe that the
financial support is more than adequate”

Milo$ Papi¢ also stated that “There remains regret that the Cultural Incubator was
not formed during Cacanska Rodna, but this is something I would address in the next
mandate”** Formation of the Cultural incubator was one of the goals of the National
capital of culture project, where it’s stated that analysis of surveys and focus groups has
shown that there is a need to provide civil society organizations in culture with space for

functioning and programs. This space would be especially intended for young people.”

20 Anonim. (2021) Dusan Radojevi¢ biografija, 29. March 2021, 03. July 2024, https://032info.rs/
dusan-radojevic-biografija/.

21 Jevremovié, J. (2024) Interview with Dusan Radojevi¢, in Cacak, 26. 6. 2023.

22 Jevremovic¢, Babi¢ interview.

23 Jevremovi¢, J. (2024) Interview with Milo$ Papi¢, in Cacak, 26. 6. 2023.

24 Jevremovic, op.cit.

25 Strategija razvoja kulture grada Cacka 2023 - 2027. Gradska uprava Cacak. Sluzbeni list gra-
da Cacka 4/2023: http://demo.paragraf.rs/demo/combined/Old/t/t2023_05/CA_004_2023_002.
htm.
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Another important aspect is collaboration with the Tourist organization of Cacak,
which listed the DUK festival as one of the manifestations in the city on its website, alt-
hough it does not offer any touristic guidance when it comes to murals.”” Skinner and
Jolliffe gave examples of the impact murals can have on development of tourism, one of
them being a small town called Chemainus in Canada. After the industry of sawmill the
town depended on went into decline, their response was to develop art tourism. “They
saturated the town with forty-two community history images on the sides of buildings,
developing the blank canvas of a side or gable end into an attractive eye-catching fea-
ture. This “al fresco gallery” gave the town some 400,000 annual tourists, sustains over
300 small businesses and points to the town’s sobriquet: “The Little Town That Did”*®
Citizens of Cac¢ak have the opportunity to see the murals and hear about their origin
through bicycle tours led by local artists. Activists from the local Youth office started
organizing these tours in 2019 and since then they are organized annually, although the
organizers frequently change.”

In conclusion, the collaboration between the DUK festival and municipality has
improved since the festival first took off, and the views on this collaboration are different
between the organizers and representatives of the municipality. Although challenging
and from the above mentioned could be deemed as complicated, this collaboration is
existent and seemingly improving.

Funding of the festival

The DUK festival is funded through projects, municipality, sponsorships and ticket
sales, as well as merchandise. Project funding is in the base of the festival, with different
foundations such as the aforementioned Trag and NIS*, to other NGOs, such as Center
E8' and RYCO?, as well as many others. Project funding is different each year and fol-
lows the open calls for project proposals.

On the other hand, collaboration with the municipality, as discussed in the previous
chapter, has developed and grown until 2023, when it reached its peak with the project
Cacanska rodna. That year also marked the growth of interest in the festival, so many
other sponsors joined:

26 For the purpose of this paper we tried to get in contact with the director of the Tourist organi-
zation in Cacak, but he did not reply to our emails, calls and messages

27 See official website of the Tourist organization of Cacak: https://www.turizamcacak.rs/ (acces-
sed 03. July 2024).

28 Skinner, J. and Jollifte, L. (2019) Murals and tourism: Heritage, Culture and Identity, New York:
Routledge, pp. 3-4.

29 Anonim. (2019) Okreni pedalu kreni ka muralu - akcija koja je obelezila dan mladih, 16.
August 2019, 03. July 2024, https://www.regionalnevesti.net/?p=39362.

30 See the section “Main idea and development of the festival”.

31 Anonim. (2024) Proglaseni pobednici Pop culture challenge-a, 04. March 2024, 03. July 2024,
https://rc.gradjanske.org/proglaseni-pobednici-pop-culture-challenge-a/.

32 See official RYCO website: https://www.rycowb.org/ryco-announces-winners-of-2nd-open-
call-wbycf/ (accessed 03. July 2024).
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Early sponsorships came from friends, companies connected to friends, and local firms.
As the festival grew, national companies also became involved. Revenue also came from
ticket sales, beverage sales, merchandise sponsorships, and sales. In 2023, the funding
structure shifted with increased support from Cacak as the national capital of culture, and
participation from the French Institute, Austrian Cultural Forum, Al Foundation, and
Quantox company. Until 2023, all festival organizers worked on a volunteer basis, but that
year marked the first time organizers received compensation. Many murals were created
by artists who recognized the festival’s energy and offered their services for free, given the
festival provided large surfaces and invested in equipment.®

As seen from above, the funding of the festival is changing every year, depending on
the project proposal, sponsors and involvement of the municipality.

Obtaining permits for mural painting

The city of Cacak has no urbanistic rules for obtaining permits for mural painting,
so the only thing needed for a mural to be legal is the permission from residents or the
owners of the building.** Exploring the role of urban cities and street art, Alison Young
argues that graffiti and street art have moved from relative obscurity to a prominent cul-
tural position due to influences such as market forces, criminal law decisions, intellectual
property, local government politics, and commodification in fashion, music, publishing,
and architecture.”” A similar path was followed in Cacak, with the DUK festival having
trouble obtaining permission for the first mural on an elementary school Vuk Karadzi¢.

Strahinja Babic¢ said that initially the principal of the school rejected the idea to have
murals painted on it, connecting it with graffiti, but after a few meetings they agreed and
once the painting started the principal showed great appreciation and now this school
has 6 large scale murals.*

“Now we just tell them we are from DUK, they give us the wall, we show the sketch
and then we thank each other” stated Vuk Duri¢ showing how easily attainable the per-
mits are once the festival has developed.”

Impact of DUK festival on community

For the purpose of this paper a survey was conducted among the community in
Cacak through a Google survey during March of 2024. The sample was accidental and

33 Jevremovié, Babi¢ interview.

34 On the official website of the department for urban planning no permits for painting on the
facades are listed or required, see: https://www.cacak.org.rs/212-1-1 (accessed 03. July 2024).

35 Young, A. (2014) Street art, public city: Law, crime and the urban imagination, New York: Rou-
tledge, p. 151.

36 Jevremovié, Babi¢ interview.

37 Skodri¢, T. (2024) Svet kakav Zeli§ u Cacku zahvaljuju¢i Udruzenju “Dani Urbane Kultu-
re” - “Gradske pri¢e’, UNA TV, 22. January 2024, 03. July 2024, https://www.youtube.com/
watch?v=I140Zhbh0Yo.
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the survey was shared on social media, as well as in schools through professors. Of the
respondents, 71% were aged 15-25, 19% were 26-35, 6.5% were 36-50, and 3% were over
50. Considering the aforementioned brain drain problem the city of Cacak is dealing
with, the fact that the majority of surveyed are young is precisely important. As the DUK
festival concentrates on urban culture, which derives from youth culture, it is no surprise
that young people are the ones recognizing its work the most.

Both male and female interviewees were almost equally represented in the survey.
Even though general opinion has it that there are less women in street art, DUK festival
has two women in the organization (Zmaja and Kusha Chiks), as well as many street
artists that have participated in the festival, such as Hellga (Olgica Terzi¢, also one of the
festival’s co-funders), TKV, Jana Danilovié,*® Marv, as well as international artists such as
Indonesian street artist Yessieow.”

The survey indicated that 192 respondents regularly notice murals while 183 have a
wholly positive opinion of them. Despite this positivity, 43% of respondents were unfa-
miliar with the DUK festival specifically, recognizing murals as separate phenomena.

Favorite murals of the citizens

Contrary to expectations that realistic murals would be the favorite theme, it turned
out that citizens almost equally prefer abstract murals and illustrations — 21% prefer
abstract, 24% prefer illustrations, and 25% prefer realistic murals.

More than 70% of respondents have a favorite mural in the city, with notable menti-
ons being the murals at Vuk Karadzi¢ Elementary School, the silos painted in 2023, the
mural featuring Nadezda Petrovi¢, and the boy eating a cherry tree next to the city park.

School Vuk Karadzi¢ has 6 murals painted by Endo, Artez, TKV, Jana Danilovi¢, Erol
Sjajni, Tuzni Marin, Chez, Sarme and Stom500.* Concentrated on one place and visi-

38 TKV and Jana Danilovi¢ painted the 100th mural together with local artist Endo. See: Anonim.
(2023) U Cacku se oslikava jubilarni 100. Mural u okviru Dana urbane kulture, 15. May 2023, 03.
July 2024, https://www.ozonpress.net/kultura/u-cacku-se-oslikava-jubilarni-100-mural-u-okvi-
ru-dana-urbane-kulture/.
39 Forbes Srbija (2024) IndoneZanska umetnica sa liste Forbes 30 ispod 30 oslikava fasade u Ca¢-
ku, 05. June 2024, 03. July 2024, https://forbes.nlinfo.rs/vesti/indonezanska-umetnica-sa-liste-
forbes-30-ispod-30-oslikava-fasade-u-cacku.
40 News about these murals: Anonim. (2022) Mural zasadi drvo na ¢acanskoj $koli sastojace se
iz digitalnog i umetnickog dela NOSI VAZNU PORUKU, 18. August 2022, 03. July 2024, https://
biznis.kurir.rs/zasadi-drvo/3993011/mural-zasadi-drvo-na-cacanskoj-skoli-sastojace-se-iz-digi-
talnog-i-umetnickog-dela-nosi-vazu-poruku; Ratkovi¢, V. (2023), Dani urbane kulture: Hrvatski
grafiteri Chez i Sarme oslikali fasadu Osnovne $kole u Cacku, 26. June 2023, 03. July 2024,
https://www.beforeafter.rs/drustvo/dani-urbane-kulture-hrvatski-grafiteri-chez-i-sarme-osli-
kali-fasadu-osnovne-skole-u-cacku/; Ratkovi¢.V. (2023), Tuzni Marin u ¢izmama i Erol Sjajni
oslikali fasadu u Cac¢ku, 26. June 2023, 03. July 2024, https://www.oblakodermagazin.rs/tuzni-
marin-u-cizmama-i-erol-sjajni-oslikali-fasadu-u-cacku/; Anonim. (2023) Francuski street art
umetnik Stom500 na DUK festivalu, 03. July 2024, http://www.institutfrancais.rs/francuski-stre-
et-art-umetnik-stom500-na-duk-festivalu-u-cacku/.

[CyrTvpa




FESTIVAL DAYS OF URBAN CULTURE

ble from a nearby pathway;, it is no wonder that citizens are fond of these murals, as well
as that they referred to them as a group.*" All of the current murals were done in 2023,
covering some of the earliest murals done by the festival.

Figure 1: Mural by Stom500 on the school Figure 2: Mural by Atelje Soln depicting
“Vuk Karadzi¢, 2023 Nadezda Petrovi¢, 2023
(photo: Irena Jevtovic) (photo: Bojan Paji¢)

The mural depicting famous Serbian impressionist Nadezda Petrovi¢, upon whom
the city gallery has been named, was done by Marija and Stevan from Atelje Soln. It took
the attention of the community and the director of the gallery expressed his gratitude for
the realization of this mural.*?

Another notable example is a mural called Bosko by Wuper Kec, depicting a boy
eating a cherry. Located next to the city park, this mural was referred to in the survey as
“peaceful” and “calming”

41 Many of the answers in the survey referred to them as “murals on Vuk Karadzi¢ school” with
only a few of them separating Stom’s mural of the red panda.

42 Anonim. (2023) Mural sa likom Nadezde Petrovi¢ u vinari nova kulturna tacka u gradu, 30.
May 2023, 03. July 2024, https://moravainfo.rs/mural-sa-likom-nadezde-petrovic-u-vinari-nova-
kulturna-tacka-u-gradu/.
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Figure 3: Bosko by Wuper Kec, 2018 Figure 4: Murals on Silos in Cacak, from left
(photo: Srda Cvorovic) to right painted by Endo, Sobekcis, Kartel,
2023 (photo: Irena Jevtovic)

One of the biggest projects done by the DUK festival was painting of Silos in Cacak,
an old mill (mlin) factory, which is no longer used. Many young people spent their tee-
nage years at Silosi, so it is no wonder that the murals done on them are one of the most
mentioned favorites. Three batteries of Silos were painted by Vuk Puri¢ endo as a local
artist, duo Sobekcis from Belgrade and Kartel from Germany.

On each of the Silos we have one (mural). On the middle one there are line landscapes
of houses and villages, as well as a plum in pixels - as a connection between traditional and
modern. Plum represents Cacanska rodna, because our city is the capital of culture this
year.”

Citizens mostly view murals as works of art, with 70% considering this to be the case
and believing that creating murals requires special skill. About 60% of respondents think
that murals can initiate social discussions on certain topics. Surveying the perception

43 Kuzmig, J. (2023), Na ¢acanskim silovima osvanuli murali §ljiva u pikselima, 07. June 2023, 03.
July 2024, https://www.agroklub.rs/agro-hobi/na-cacanskim-silosima-osvanuli-murali-sljiva-u-
pikselima/87241/.
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of murals created during the festival among Cacak citizens, a Google survey found that
murals remain a significant and positively viewed part of daily life.

DUK artists and their experience

Some of the artists that painted murals on DUK festival over the course of 9 years
include: Corte (Spain), Stom500 (France), Baki Baki (Japan), Suiko (Japan), HNRX
(Austria), Wandart (Czech Republic), Kartel (Germany), HRVB (Germany), Yessiow
(Indonesia), as well as artists from the region - Chez, Sarme, Lonac, Tuzni Marin, Erol
Sjajni from Croatia, and Serbia, such as Sle$, Artez, TKV and Jana. Interviews with three
artists who participated in the DUK Festival were largely positive. Carl Kenz, Slash, and
Quam reported satisfaction with the festival’s organization, food, accommodation, and
community interactions. According to Carl Kenz:

One thing I will never forget, there was this old man coming at me talking in your lan-
guage I really don’t understand. So I tried to thank him for showing up and apologize for
not understanding. He was talking with his hands then and showed me thumbs up and
that I should wait here, he will be back. So after a while he came back with some cake and
his wife who was able to speak a bit of english, she translated that he was loving what I am
doing and we had a little talk about the intention and idea of my artwork. This was a mind
blowing experience.**

Experience from the festival itself confirms the satisfaction of the artists by the orga-
nization, with many of them stating that they would like to participate again in the upco-
ming editions.*

Media coverage of DUK festival

Media coverage of the festival evolved from primarily local coverage in its early
years* to national attention by 2023, coinciding with Cacak’s status as the national capi-
tal of culture (the same year that the festival employed a PR manager).

Using press clippings and Google search tools, texts were analyzed for this study.
Initially, local media focused on the construction of the skate park?” and later shifted to
cover specific festival activities, particularly murals, starting to refer to Cacak as “the city

44 Jevremovic, J. (2023) Google survey on artist’s experience of DUK festival, March 2023.

45 We know this from personal conversations with the artists.

46 One of the local media is Ozon press, which has followed the festival from the start: https://
www.ozonpress.net/?s=dani+urbane+kulture (accessed 03. July 2024).

47 Examples: Anonim. (20159 Otvoren skejt park, mladi iz regiona u Cacku, 03. May 2015, 03.
July 2024, https://www.ozonpress.net/zabava/otvoren-skejt-park-mladi-iz-regiona-u-cacku/;
Anonim. (2021) Arhitekta Milorad Obradovi¢: Izgradnja skejt parka u Cacku delovala je kao
borba sa vetrenja¢ama, 20. 11. 2021, 03. July 2024, https://moravainfo.rs/arhitekta-milorad-obra-
dovic-izgradnja-skejt-parka-u-cacku-delovala-je-kao-borba-sa-vetrenjacama/.
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of murals”* While some texts relayed direct announcements, journalists often wrote
independently,” occasionally interchanging terms like “graffiti” and “murals”*® CacaK’s
cultural capital designation, with DUK festival as one of the leading programmes, incre-
ased media interest, with both local and national outlets expanding from news articles
to features and interviews, and TV coverage leaning towards documentaries.” This shift
illustrates growing media interest in comprehensive reporting on the festival.

Conclusion

The DUK festival developed from a social movement connected with skate park,
extreme sports and street art, into one of the leading muralism manifestations in the
Western Balkan region. The city of Cac¢ak has since improved its cultural policy, but it is
still in development and the first cultural strategy for the city is yet to be implemented.

The festival’s collaboration with the municipality has been challenging, with the nota-
ble lack of collaboration with the Tourist organization of Cacak. During the years this
collaboration improved in many aspects, such as financial one, which was missing for
the first four editions. Obtaining permits for mural painting in Cacak is reduced to per-
mission from the residents and/or owners of the building, making the community’s opi-
nion on murals important for the work of the festival. Surveying the public opinion on
murals, we found out that 183 out of 200 citizens questioned have a positive attitude
towards murals in the city.

Artists who painted the murals also point out the positive experience they had with
the organization, as well as with the community, which expressed interest in what they
were doing. The media coverage of the DUK festival has vastly improved since the begin-
ning, spreading from local media to national ones.

Considering the analysis of these factors, we can conclude that the DUK festival falls
into a different category than the traditional muralism. Run by an NGO with challenging
collaboration with the government representatives, but a positive relationship with the
community, this festival is different from what was muralism led by the government, and
has a different impact. This leaves room for future studies on these types of festivals and
defining a category under which they could fall upon, as well as broader research on the
way the DUK festival has impacted the community in Cacak.

48 Anonim. (2019) Cacak postao grad murala, 15. June 2019, 03. July 2024, https://www.info-

press.rs/drustvo/cacak-postao-grad-murala/.

49 Nikitovié, V. (2016), Svetski umetnici ulepsali fasade u Cacku, 05 June 2016, 03. July

2024, https://www.blic.rs/vesti/srbija/svetski-umetnici-muralima-ulepsali-fasade-u-cacku/xem-

ckr5.

50 Anonim. (2016) Cacak dobija nove grafite, 19. June 2016, 03. July 2024,
https://www.ozonpress.net/zabava/cacak-dobija-nove-grafite-foto/.

51 Example at: TV Nova (2023) Oslikavanje murala na 30 metara iznad zemlje - Cacak dobija

novi ogromni mural na silosima, 07. June 2023, 03. July 2024, https://nova.rs/emisije/oslikava-

nje-murala-na-30-metara-iznad-zemlje-cacak-dobija-novi-ogromni-mural-na-silosima-indu-

strijske-zone/.
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JoBaHa JeBpemoBuh

Yuusepsurer y beorpany, ®akynrer nonnTtu4kux Hayka, Ofe/berbe 3a CTyuje KynType

JAHN YPBAHE KYJITYPE
CTYIAVJA CIIYYAJA

Caxerak: Y pajy cy nupencrasbere cruenuduyanoctu bectusana Janu ypbare kyn-
iwype xoju ce op, 2015. roguHe oxpyxasa y Yauky. OBaj decTuai je ¢poxycupaH Ha
CnuKame Mypana. MypanucTuma ce yCTylajy Be/luKe IOBPLIMHE 32 CIMKaibe, ann
b GecTBaIA je ¥ IIPOMOILYja XUII-XOII My3JKe U eKCTpeMHMX crioprosa. Ca HaMe-
POM [ia ce pasymejy criennuaHOCTH OBOT (pecTrBaa, OBa CTyAMja CIydaja aHaIN-
3Mpa KYITYpHY IONUTUKY y rpapy Yauky, pasBoj dectuBana, capanmwy ca Ommru-
HOM, aJMUHJCTPaTUBHe IOCTYIIKe: OOMjambe HO3BOMA 3a CIUKalbe Mypaa, yTUIaj
Mypajia Ha CBaKOZIHEBHM KMBOT IpahaHa, MICKyCcTBa YMeTHMKA M MEVjCKO MTOKpUBa-
e pectuBana. 3a moTpebe oBor paga KopuirheHe cy MeToze MHTEPBjya U aHKeTa. Y
MHTEPBYUMa Cy y4ecTBOBalIM aupeKkTop ¢ectusana Crpaxumwa babuh n gBa nper-
Xo#Ha rpaficka BehHMKa 3a KyITypy, HayKy 1 obpasosamwe y Hauky, [Jyman Papo-
jesuh 1 Mmnom IMTanmh. Capapma ca ONIITHHOM ce NOKasala Kao M3a30BHA, alu
ce ¢ BpeMeHOM I060JbIIIaBa, JOK je MeAUjCKO IMOKpuBame (ecTBaa pacio Kako ce
mypyo. Y oKBMPY pajia CIPOBeJieHa je ¥ aHKeTa YMjy je /b 610 1a OTKpuje Ha Koju
HauyH rpabanyu Yauka JoXMB/baBajy Mypaiie, a HOIyHWUIO jy je 200 rpabana pasmu-
YUTUX CTAPOCHUX foba. Pe3ynraru cy mokasanm sHavajaH yTHlaj Mypaja Ha CBaKo-
IHEBHU XUBOT rpabana Kxoju cy ankerupanu. Ipabanu cy HaBemu cBoje oMmbeHe
Mypaie, ibux 70% Ho>XuB/baBa Mypae Kao yMeTHOCT. OMHaHCUpambe OBOT decTuBa-
J1a YIJIaBHOM je OPraHM30BaHO IPEKO IpojeKaTa U CIIOH30PCTaBa, 10K Aeo (puHaHCu-
pa OnurtnHa. [Janu ypbare Kynitiype CMEIITEHY CY y cllennUYaH TeOPUjCKU OKBUP
KOjM Ce pas/MKyje off TPaJUIIMOHA/THOT CXBaTamba MypannusMa.

Kbyune peun: ynuuna ymeilinociti, mypanuzam, decitiuean, KynimypHa aonuiiuxd,
3ajeguuya, Yauax, beoipag
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Abstract: This article presents the All Girls Graffiti Jam (AGG]) Festival and explores its
motivation, growth, and contributions to the regional street art scene. Initiated in 2018
by the first Serbian female street artist, TKV, AGG] began as a grassroots effort aimed at
providing a platform for the empowerment and promotion of female artists and entre-
preneurs. By featuring collaborative artistic interventions, panel discussions, exhibiti-
ons, and performances, the festival strives to become an important regional platform
dedicated to inclusion, community-building, and sustainability. The festival’s evolution
is documented through interviews with TKYV, festival co-organizers and participants,
as well as through informal participant observations. The article discusses the festival’s
organization, funding, and role in community-building. It also examines the broader
implications of AGGJ in terms of urban regeneration and the normalization of female
presence in street art.

Key words: All Girls Graffiti Jam, street art, female artists, festival, empowerment,
inclusion, community-building, Belgrade

Introduction

hen TKV (The Kraljica Vila/The Fairy Queen) left her first mark on Belgra-
de’s walls in 2004, she was not just the only girl in a graffiti crew she was
part of but also one of the first - if not the first - artists in Serbia to choose
street art to express herself. Today, TKV is no longer as lonely as she once was in what
she described as “a boy’s club”! As the community of street artists, and especially female
street artists, grew over the course of twenty years, so did the recognition of their con-
tributions to the art scene. By claiming space for herself, TKV also strived to encourage

1 Koncul, A., & TKV (2020) Creatives That Inspire Us: The Queen, the Knight, the Nightmare, 30.
July 2020, https://livingproofcreative.com/creatives-that-inspire-us/tkv-the-queen-the-knight-
the-nightmare.

[CyrTyPa




ANA KONCUL

other girls and women to paint. This endeavor took many forms, including informal
mentoring, workshops, and public engagement.

The most successful among these efforts was undoubtedly the All Girls Graffiti Jam
(AGG]J) Festival.? First launched in 2018, the Belgrade-based festival is dedicated to
showcasing the work of female artists, highlighting their contributions to the movement,
and creating a new kind of cultural heritage. With its fifth iteration scheduled for Sep-
tember 2024 and with success in providing space for underrepresented (female) artists,
the festival has grown beyond its initial commitments and aims to also support and pro-
mote female entrepreneurship, community building, and sustainability.

This article presents the AGG]J festival, its evolution, and its contributions to the regi-
onal street art scene. By providing insight into the festival’s aim and motivation, organi-
zation, and reception, the article aims to show how the festival not only provides a plat-
form for the promotion and empowerment of female street artists but also regenerates
the community and cultural life in Belgrade’s Lower Dorcol district.

A brief reflection on the study design and article outline

The findings are based on data gathered from two structured and four unstructured,
open-ended interviews with TKYV, the festival’s founder and program director, informal
interviews with the festival’s general manager Jelena Vorkapi¢, four participants, ava-
ilable media articles, and documents such as grant applications and correspondence.
As a former grant writer and copywriter for the festival, I also had insight into different
aspects of festival organization, meaning that some of the findings are also based on data
gathered through informal participant observation. It is important to acknowledge that
while the insider perspective endows me with direct access to data, it also compromises
my objectivity. To ensure critical distance, I strived to engage in self-reflection throug-
hout data-gathering and writing processes.

Before discussing the idea behind the event, I will briefly present the festival. The
article is thematically structured to describe the festival organization and financing, the
presentation of the team and venue, institutional support, and lack thereof. Finally, the
article discusses the festival’s reception, including participants’ experiences, impressions
of the public, and media coverage.

All Girls Graffiti Jam Festival

With the exception of two years marked by COVID-19-related restrictions, the All
Girls Graffiti Jam has been taking place annually since 2018 as a three-day-long gathe-
ring of female street artists in Belgrade, Serbia. The number of participants has steadily
grown from six in 2018 to fourteen in 2023, with at least as many announced for the
2024 edition. While the initial idea was to only involve street artists from the Balkans,
already the first edition had a more international profile, including participants from
Bosnia and Herzegovina, Croatia, France, Austria, Bulgaria, Russia, and Serbia.

2 The festival was initially called All Girls Street Art Jam until 2024.
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The focal point of each iteration is street art,
with artists either collaboratively or independently
painting graffiti and murals at the cultural center
Dor¢ol Platz in Belgrade. Some of the artists parti-
cipated once (so far), including Alba (CRO), Briin
(BG), Chro (BG), Cusa (RS), Helenikus (RS), John
(RUS), Milica (RS), Noel (AT), Oh Barbara (RS),
Oojomagico (HR), Sunita Fisi¢ (BIH), Tea Yuo
(RS), Tijana Tri (RS), and Yo (RS). In contrast, seve-
ral artists became residents, including Kaldea (FR),
Jana Danilovi¢ (RS), Natasa Konjovi¢ (RS), Zmaja
(RS), Chiks (RS), Moverama (BIH), Walls of Natasa
(RS), and Marv (RS). Over the years, the painting
was accompanied by panel discussions (2018), an
exhibition of the participants’ other works (2022)
and illustrator and graphic novelist Jana Adamo-
vi¢s (RS, 2023) work, concerts by Pretty Loud (RS),
an all-girl rap collective and other local musicians  Figure 1: untitled, Moverama, 2021,
and DJs. Each year, the event attracted a number of Dor¢ol Platz, photo courtesy of
skaters, break-dancers, and BMX riders who spon- TKV
taneously joined and showcased their skills for the audience with the backdrop of the
invited artists painting murals.’

The festival’s aim: claiming space

Before the first edition of the AGG]J, the Meeting of Styles and festival Rekonstrukci-
ja took place several times regionally and locally in Belgrade. While TKV participated
in many of these events, she noticed that the other female artists were often left out of
the rosters due to their general invisibility, “unless they were token girl painters™ In
our interview, TKV mentions that this omission was not necessarily discriminatory and
ascribes it to the organizers’ innocent unawareness of the female artists’ works as well as
to the lack of community:

Graffiti festivals are the best way to spend time: you paint with the other artists, meet
new people from the community, and the feeling is indescribable. I met Kaldea at the Mee-
ting of Styles in Zagreb, and we clicked immediately. I always dreamed of having a girl crew.
The thing is, it can’t happen out of the blue, nor can it happen if you push it. No shade for
the boys, but we realized that if we don’t create space for ourselves, it won’t happen. Its not
that they don’t want to invite us, they are just kind of oblivious.®

3 The artists painted 40 murals during the first four festival editions.
4 Koncul, A. (2024) Interview with TKV, personal interview, Belgrade.
5 Ibid.
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Having already been an established artist at the time, TKV decided to employ her
experience to create a regional network of female street artists and an opportunity for
them “to get to know each other, to bond, and collaborate”® By establishing a festival,
she also aimed to create a platform for the newly created community that would annu-
ally get together, “claim space, pave the path for the others to come, and build legacy.””
Sabina Andron describes tags and other forms of street art expression as “the signifiers
of an urban discourse about plurality and participation, about public space as common
instead of regulated visual space, about vitality and a right to the city which extends
beyond the right to maintain civic order™ In this sense, AGG]J broadens the traditional
understanding of plurality and participation not just within the regional street art com-
munity but also in terms of who has access to the public space as well as the right to use
it and intervene within it.’

The idea behind the festival has not changed since its inception; rather, it evolved.
TKYV recognizes that, while she and the other artists managed to claim some previously
inaccessible space, this will remain the festival’s mission until “female artists are recog-
nized as equal, and their presence is normalized in Serbia and the region”'° Female
graffiti writers and collectives have been present elsewhere for a long time. Even tho-
ugh they have been stating their presence in Serbia for decades, too, their ownership
of public surfaces outside the festival grounds is yet to be recognized as equally valu-
able and more than incidental. The AGG]J participants’ murals and graffiti preserve a
memory of the event and signify their personal and collective identities."" Hence, the
idea behind the festival’s continued efforts can be seen as (re-)claiming not just the walls
of the festival’s venue but also the participants’ position within the international street
art community.

While the festival was conceived out of somewhat reactionary reasons, the artist
emphasizes that “it wasn't born out of spite for being left out or anything”'* Despite its
gender-exclusionary name, each festival edition welcomed non-female participants, too.
Among them were the aforementioned skaters, BMX riders, caterers, DJs, photograp-
hers and videographers, as well as the audience. Some of the festivals’ root values are
inclusion and diversity; hence, another aim of the festival is to provide a platform for
those who are otherwise commonly left out or excluded, including persons who are mar-
ginalized based on their identity or abilities. This commitment is perhaps most evident

6 Ibid.

7 Ibid.

8 Andron, S. (2024) Urban Surfaces, Graffiti, and the Right to the City: Space, Materiality and the
Normative, New York: Routledge, p. 67

9 By inviting illustrators and graffiti artists such as Zmaja, Konjo, and Rama to AGGJ, TKV works
to engage artists that use different kinds of artistic expressions to get involved in street art.

10 Koncul, op. cit.

11 Daichendt, G. J. (2021) From Graffiti to Gallery. The Street Art Phenomenon, The Routledge
Handbook of Street Culture, edited by Ross, J. I, New York: Routledge, p. 92.

12 Koncul, op. cit.
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Figure 2: Untitled, Kaldea, 2021, Dor¢ol Platz, photo courtesy of TKV

in the continuing engagement of persons with disabilities in the festival’s organization,
as well as in the involvement of artists such as the aforementioned Pretty Loud collective,
known for its dedication to advocating for women’s empowerment in the Romani com-
munity. According to the organizers, the upcoming fifth edition of the festival is expec-
ted to be the most inclusive so far, with a strong focus on sustainability.

Following Webber’s trace, Blanché views street art as a form of self-promotion and
artists’ endeavor of “creating a name for themselves and their work and making them-
selves and their work known”.!* While this is the case for the AGG]J too, the festival aims
to go beyond the commitments to promote artists and their personal messages. With
murals and other street art as end products, the festival is also committed to providing
the local community with public art. I write more about this in the section titled “The
venue’ below. The following section describes the festival’s organization, including the
team, venue, funding and patronage, and institutional support.

Festival organization: The team

The first four iterations of the festivals were self-organized, with TKV acting as a
driving force and coordinator rather than a project manager. To build a community of
female street artists, TKV harnessed her closest personal community and professional
network.

My friends and family helped with everything from tech support, food, transport, and
t-shirt production, to the venue and walls. Everyone volunteered, and I'm grateful to them.

13 Blanché, U. (2016) Banksy Urban Art in a Material World, Marburg: Tecton Verlag, p. 16.
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I'm also forever indebted to Vesna,'* who immediately welcomed the idea of organizing the
festival here.”®

As the festival grows, so does the support from friends and acquaintances who volun-
teer their skills, services, and products. TKV ascribes this willingness to shared values
and genuine interest in supporting the festival:

People love the idea and are keen to contribute because they see the festival as somet-
hing that this city needs. My family brought food for the first edition participants; in 2023,
friends who own a catering company offered help. Sure, they raised their own visibility by
delivering food, but it is much more important for them—and many others involved—that
they are able to contribute to supporting Belgrades art scene, empowering female artists,
and helping liven up the local community.'s

In our interview, TKV talks about the continuous support she receives from everyone
involved, including participants who are eager to contribute free of charge “because they
see something good in this idea”.!” The artists who became the festival’s residents are also
eager to help with the hands-on organizational work, including preparing the walls and
setting up the scaffolding.

The nature of TKV’s role is equally reflected in her low-intervention curatorial and
management strategies. While decisions such as to whom each wall will be assigned
and what color palette will be used are made ahead of time, collaborative painting and
improvisation are encouraged. In terms of management, the team welcomes input and
ad-hoc interventions during all stages of the organization and during the festival.

The upcoming fifth edition of the festival has a more structured approach to planning
that allows for more ambitious goals and growth. Together with friends who specialize
in project management, fundraising, and branding, TKV aims for the fifth iteration of
the festival to be the largest one so far. In addition to supporting female street artists to
gain or increase their visibility, the team works to expand the community by becoming
more intersectional and interdisciplinary. The mission of the upcoming festival edition is
to send a message about the importance of unity, self-confidence, and solidarity among
women, inspiring them to boldly express themselves and realize their full potential. The
mission also empowers the community in Lower Dor¢ol to organize as citizen organi-
zations or cooperatives that can influence the district by creating positive cultural and
environmental change and development within the district.

The fifth festival edition is themed Sisterhood, suggesting that sisterhood in the 21st
century encompasses cooperation, empowerment, creativity, and local environmental

14 Vesna Orovi¢, one of the owners and managers of Dorcol Platz.
15 Koncul, op. cit.

16 Ibid.

17 Ibid.
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influence. The festival will feature not only the main program, which is based on stre-
et art creation but also an accompanying program where the audience and visitors will
have the opportunity to witness women’s creations in action and meaningfully interact
with them. The program will showcase various creation methods that programmers,
painters, permaculture farmers, musicians, and other culturally and environmentally
conscious craftswomen employ.

Five editions and seven years after the festival’s inception, the support largely rema-
ins informal and from the community. The following section describes the views on and
relationships with relevant local institutions.

Institutional support

With community building as one of the festival's main goals, the self-organized ethos
remains strongly present year after year. This is primarily reflected in the lack of support
from local municipal institutions. In our interview, TKV shares that even though the
festival would hypothetically appreciate the support from the city’s officials, she aims to
safeguard it from the corrupted Serbian government, political influences, endless bure-
aucracy, and its employment for propaganda purposes. The support is not only lacking
because it was never offered but also because it was never asked for. While the festival’s
most valuable end-product is the participants’ increased visibility, empowered newco-
mers, and strengthened network, there’s more to it because:

We don't just do it for ourselves. We also offer public art to everyone who visits or lives
in Belgrade. We don’t want a corrupt politician to show up and perform support for the
media, especially considering the miserable finances they offer for such projects. The sad-
dest thing is that it would be the money that we as citizens anyway put in the city’s budget
through taxes.'

The unwillingness to collaborate with institutions is not characteristic of the AGGJ
festival only. This is because institutional involvement often requires prioritization of its
values or voices, which can affect and even censor the artists’ works. According to Daic-
hendt, this doesn’t necessarily mean that the artists’ works will be compromised, but the
overall process may potentially become more complex.”

However, this complexity is not fully avoided. While support from local institutions
was neither asked for nor received, European organizations such as the EU Info Centre
in Belgrade (through their program Europe for Culture) and the French Institute backed
the festival. TKV has a long-standing collaboration with the French Institute and has
been granted the award of Knight of the French Order of Arts and Letters (Ordre des
Arts et des Lettres) for her contribution to the enrichment of the French cultural heri-
tage in 2019. The Institute has supported the festival since its inception by sponsoring

18 Ibid.
19 Daichendt, op. cit, p. 99.
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paint and other expenses for the French participants. The collaboration with the EU Info
Centre was somewhat more transactional, bureaucratically complicated, and lengthy. In
return for financial support, TKV decorated the organization’s offices.

Furthermore, the issue of legality remained outside of Serbian institutions’ jurisdic-
tion. The choice of venue eliminated the need for institutional approval to use the walls.
TKYV highlights the apparent lack of clear guidance or legal or bureaucratic organizati-
ons that would have such authority and refers to the messy urban planning and the so-
called investor urbanism that has been gaining momentum in Belgrade in recent years.
The city’s landscape is rapidly changing based on private interests and without long-
term planning that would prioritize public interests, citizens’ actual needs, and usability.
“Everything about city planning and development belongs to a shady area where the
Institute for Heritage Protection Belgrade provides some, but very unclear and corrup-
ted guidance”® To her knowledge, the authors who strive for their street art interventi-
ons and murals to be legal are required to inform the relevant police department, who:

(...) never confirmed that they had received a written or email request. If you call, nobody
will answer, or they will keep putting you through to another and another colleague. Unless
it’s about Ratko Mladi¢s mural on Vracar thats guarded by ‘the police’ (likely just govern-
ment’s thugs), even though the scared building tenants never wanted that intervention there
- and usually it’s the tenants who youd ask for a permit to paint on their building.”!

Besides good relations, shared values, and ease of access, the fact that there was no
need to involve the local authorities in order to obtain the permit to paint and organize
the festival made Dorc¢ol Platz not only a venue of choice but also a trusted partner and
home of the festival for years to come.

The venue: Dorcéol Platz

Each iteration of the festival took place at the cultural center Dorcol Platz (formerly
Minel), situated in Lower Dor¢ol, a rapidly gentrified area between Belgrade city center
and the banks of the Danube. Together with other waterfront areas along both the Danu-
be and Sava rivers, such as the nearby Savamala and port of Belgrade (Luka Beograd),
Lower Dor¢ol has been undergoing “the process of capitalist restoration.”*

Once a state-owned public transport maintenance company, Minel declared insol-
vency in the early 2000s. The space was neglected and rapidly ruined for over a deca-
de until it was purchased by its current owners who transformed it into the cultural
center Dorcol Platz in 2016. The owners’ idea was to contribute to the regeneration of
the Lower Dorcol area by creating a platform for various cultural, activist, and (mostly
oppositional) political programs. The idea was also to support local artists, and soon

20 Koncul, op. cit.

21 Ibid.

22 Vilenica, A. (2021) Radical Housing Art, Struggle, Care, Theory on Demand #42, Amsterdam:
The Institute of Network Cultures, p. 10.
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Figure 3: Untitled, Cuga, Zmaja, Chiks, 2023, Doréol Platz,
photo courtesy of TKV

after it was established, TKV was invited to paint a mural. The collaboration turned rat-
her fruitful, as the owners offered her atelier space. Besides TKV’s atelier, Dor¢ol Platz
is home to the Reflektor Theatre and O3one gallery, and otherwise hosts exhibitions,
performances, and roundtables. It is also used as a venue for corporate events, wed-
dings, courses, markets, and various other events. The courtyard is shared with a craft
brewery and a café.

The choice of cultural center Dorcol Platz as the festival’s venue was made for seve-
ral reasons. With a courtyard surrounded by former repair workshops, Dor¢ol Platz has
walls that are large and versatile enough to accommodate a number of murals and other
street art. The other reasons include convenience (the proximity to the atelier), the venu-
e’s ability to host a large audience, honoring the relationship with the venue owners, as
well as the aforementioned shared values. In that sense, the murals not only reflect the
owners’ personal values but also make them accountable for the murals’ content.”> Most
importantly, private ownership of the venue eliminates the need to involve the city aut-
horities in order to obtain painting permission. In other words, it relieves the organiza-
tion not just of a lengthy bureaucratic process but also of allowing the city authorities to
impose their taste or values, or worse, take credit for, for example, empowering female
artists. In a country that has witnessed over 300 femicides in the past ten years,* such
support would be nothing but performative.

23 Mendelson-Shwartz, E., & Mualam, N. (2022) Challenges in the creation of murals: A theore-
tical framework, Journal of Urban Affairs Vol. 44 No. 4-5, p. 693.

24 Curéi¢, T., Tomié, J. (2023) Femicide in Serbia: Crime and Lesser Punishments, 03. April 2024,
https://www.europeandatajournalism.eu/cp_data_news/femicide-in-serbia-crime-and-lesser-
punishments/.
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However, the future of Dor¢ol Platz, both as a host of the festival and in general, is
uncertain. It is possible that the entire area will be torn down in the aforementioned
process of capitalist restoration and further gentrification of Lower Dor¢ol and the deve-
lopment of the Belgrade waterfront. The repurposing of abandoned factories and ware-
houses in otherwise attractive areas in cities worldwide into creative neighborhoods is
not a novelty, and neither is their further transformation into privately owned high-end
districts for residences and consumerism. This process is instrumental in further privati-
zation of public space and displacement of what Andron refers to as a non-fiscally viable
population.® Street art is commonly used to maintain authenticity and make an artistic
contribution to communities either through attempts to preserve existing works or com-
mission new ones.* In this sense, we could observe a parallel between Dor¢ol Platz and,
for example, London’s Leake Street or New YorK’s 5 Pointz as these places contribute to
visibilization and normalization of street art, graffiti culture, and new muralism, resul-
ting in artists no longer “living beyond visibility as transgressive actors on the fringe of
socially acceptable behavior””

Patronage

Besides providing the walls and facilities, Dorcol Platz and its affiliates, such as a
non-profit youth organization Centar E8 and Belgrade raw and vegan food festival BeGe
VeGE also provided sustenance, refreshments, and funds for scaffolding, among other
things. Housing and travel expenses were either self-organized and paid by TKV and
the artists themselves or covered by other sponsors, such as the Serbian software deve-
lopment company Hooloovoo. TKV got in touch with the company through an acqua-
intance knowing that the company values social responsibility and supports art without
insisting on foregrounding its branding in return.

“The organization is not intentionally so unstructured and DIY; it's because I couldn’t
do it better than this. 2024 will be the first year in which we have actual project propo-
sals, budgets, and such,” TKV shares in our interview. This also means that neither the
organization nor the participants benefited financially from the festival, with the excep-
tion of 2022 when a paint retailer sponsored artists with symbolic financial compensa-
tion. The other paint producers (HGP) and retailers (Kobra) also supported the festival
by providing paint. The former was contacted through TKV’s personal network (KC
Lab), while the latter takes pride in supporting women as part of its marketing strategy.
The following section describes the public reception of the festival, including insights
into the participants’ experiences and media coverage.

25 Andron, op. cit, p. 74.

26 Daichendt, op. cit, p. 99.

27 McAuliffe, C. (2013) Legal Walls and Professional Paths: The Mobilities of Graffiti Writers in
Sydney, Urban Studies 50 (3), p. 528.
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The Participants’ Experiences: Growing Together

The festival’s launch in 2018 was the first time in many ways for most of the partici-
pants: TKV’s first time to organize a festival, Kaldea’s first time in Serbia, and for some
artists it was the first time to be invited to a festival. However, it seems to have overcome
everyone’s expectations already during the first edition, according to TKV: “We created a
spirit that we always dreamed of, I needed to pinch myself to see if it’s really happening.
Suddenly everyone was willing to help and contribute to this atmosphere where girls
feel accepted, safe, and happy.” The disbelief in the fact that the novel space was created
for female street artists is reflected in the participants’ positive impressions too. Year by
year both the festival and the feeling of community grew: “The girls want to be here,
they even help me prep the walls, set up scaffolding, and clean up. It’s our festival, not
mine. I see this as a sign of the festival being on its way to fulfilling its mission.”*® Some of
the resident participants share their joy in observing the newcomers going through the
excitement of the first-time participation and remember feeling similarly, yet for them,
this feeling is now normalized and “feel that’s how it should be® The other artists share
feelings of inspiration: Kaldea was inspired to leave her mark in other Serbian (Novi Sad,
Ni$) and regional cities (Zagreb), Moverama to organize Meraki Mural Fest in Bijeljina
(BIH), while Chro expressed a desire to start a street art festival in Bulgaria. The orga-
nizer considers the participants’ satisfaction as a departing parameter of the festival’s
success. The following section describes how the public and the media perceived and
reported on the festival.

Public reception

Authors have variously described murals as place-makers and community builders,*
which is a valid description of different artistic interventions done as part of the AGGJ
festival. Not only is the idea of building a community of female street artists becoming
a reality through collaborative mural painting, but so is the community around it: one
of street art enthusiasts and people eager to support the work festival’s participants. This
support is reflected in, for example, sponsors’ growing interest in funding the festival’s
future editions and the participants’ financial gains since many of them have sold their
paintings or had their work commissioned during or after the festival. The public support
goes beyond financial: some of the artists became regulars at other street art festivals (for
example, the Rooftop Jam festival organized by graffiti artist Rosh (Uro$ Strboja) in Novi
Sad, Serbia). This shows that the artists have indeed gained visibility and their contribu-
tion has finally started to become recognized as relevant by a wider street art community.

28 Koncul, op. cit.

29 TKV (2024) Natasa in conversation with TKV, Belgrade.

30 Austin, J. (2010) More to see than a canvas in a white cube: For an art in the streets, City, Vol.
14, Nr. 1-2, pp. 33-47; Bengtsen, P., & Arvindsson, M. (2014) Spatial justice and street art, Nordic
Journal of Law and Social Research, Vol. 5 Nr. 5, pp. 117-130; Dovey, K., Wollan, S., & Woodcock,
I. (2012) Placing graffiti: Creating and contesting character in inner-city Melbourne, Journal of
Urban Design, Vol. 17, No. 1 pp. 21-41.
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The festival also confirmed the role of murals and street art in general as catalytic
tools for urban regeneration: together with Dorcol Platz, the festival significantly contri-
buted to the cultural life of Lower Dor¢ol.* By offering murals back as a public good, the
surrounding residential and commercial establishments became more attractive, thus
creating a vibrant atmosphere year-round.*? This success encouraged managers of other
nearby venues, such as Silosi, to invite some of the festival’s participants (Jana Danilovi¢
and TKV, among others) to paint murals on their grounds, too.** As a result, social (and
economic) development is promoted and urban growth encouraged, hence inadver-
tently supporting the government’s efforts to gentrify river banks along Lower Dor¢ol,
Savamala, and other neighboring areas in Belgrade.**

Media coverage of the festival mostly remained online, including local and lifestyle
media outlets dedicated to street art, Vice, BBC Serbia,* as well as Nova S,* affiliated to
one of the founders of Dor¢ol Platz, who was also a journalist.

Future commitments: Fostering solidarity and breaking down barriers

From its humble beginnings in 2018 to its upcoming fifth iteration in 2024, the
AGGJ has grown steadily, both in terms of participation and impact. By challenging the
notion of graffiti culture being a male-dominated field, the festival asserts the impor-
tance of representation and visibility for women in the arts. As such, the festival has
evolved into a platform that fosters a sense of solidarity and empowerment among its
participants.

Despite facing challenges like limited institutional support, the festival remains com-
mitted to enriching Belgrade’s cultural landscape. As it looks towards the future with
plans for increased inclusivity and sustainability, AGGJ continues to make a significant
impact, amplifying the voices of female street artists and celebrating creativity and resi-
lience. In a way, the AGG] festival stands as a testament to the power of grassroots com-
munity building, creative expression, and reclaiming public spaces by breaking down
barriers.

31 Park, H. and Kovacs, J. F. (2020) Arts-led revitalization, overtourism and community respon-
ses: Thwa Mural Village, Seoul, Tourism Management Perspectives, Vol. 36: 1-9; Rosenstein, C.
(2011) Cultural development and city neighborhoods, City, Culture and Society, Vol. 2 Nr. 1, pp.
9-15; Young, A. (2012) Criminal images: The affective judgment of graffiti and street art, Crime,
Media, Culture: An International Journal, Vol. 8, Nr. 3, pp. 297-314.

32 Mendelson-Shwartz & Mualam, op. cit, p. 684.

33 Silosi is a cultural center, home of the Gaia movement, a non-profit organization dedicated to
community and program development, and focused on sustainability, art, education, and recrea-
tion. Housed in former grain silos, together with Dorcol Platz, this brutalist riverside monument
aims to regenerate Lower Dor¢ol and the area around the northern banks of the Danube.

34 Mendelson-Shwartz and Mualam, ibid.

35 Stevanovié, K. (2021) Zene i umetnost: Kako je biti Zena u strit artu, 22. June 2021, 03. April
2024, https://www.bbc.com/serbian/lat/srbija-57560719.

36 Koprivica, J. (2021) All Girls Street Art Jam: Kad devojke ,,dzemuju®, 19. June 2021, 03. April
2024, https://nova.rs/kultura/foto-all-girls-street-art-jam-kad-devojke-dzemuju/.
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Figure 4: For more images, see the
Instagram profile of AGG]J, https://
www.instagram.com/allgirlsgraffiti/.
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Ana Konnyn

B Cnennjanusosany yHuBep3nuteT, PakynTeT 3a 3fpaBcTBeHe Hayke, CTaBaHrep,
Hopsenika

SAY3VIMAIGE ITPOCTOPA 1 CTBAPAILE HACJIEHA
CTYIIUJA CIIYYAJA ALL GIRLS STREET ART JAM

Caxerak: Y TekcTy je nmpencrasbeH ¢ectusan All Girls Graffiti Jam (AGG]J). Vicpa-
JKMBaHa je 1heroBa MOTMBallja, PacT U JOIPMHOC PETVMOHATHOj CLIEHN YIUYHE YMET-
HocTu. ITokpeHnya ra je 2018. roguHe cprcka ymrdaa ymetHuna TKV (The Kraljica
Vila) u AGG]J je 3anodeo Kao grassroot HallOp ycMepeH Ha CTBapame IUIaTgopMe 3a
OCHa)KMBame 1 IPOMOLMjY YMeTHMIIA U ITpeny3eTHUnA. Kpos sajenHnyke ymeTHm1Y-
Ke MHTepBeHILyje, TaHel AUCKycuje, 3ox0e u nepdpopmMance, pecTUBAT je HACTO-
jao ma mocTaHe Ba)kKHa pernoHanHa Iardopma nocseheHa MHKITY3Uju, M3Tpammby
3ajemHuIe M OfpXKUBOCTY. PasBoj decTuBaa je JOKyMEHTOBaH KpPO3 MHTepBjye ca
TKYV, xoopranusaropuma u yyecHunama Qectupana. [Ipefcrasbena je opranusau-
ja, puHaHCUpamwe 1 ynora pecTuBaNa y IOKaJTHOj USTPALbY 3ajefHIIIe Y VCIIUTaHe
mype uMIvvKamuje koje AGGJ uma Ha ypbaHy pereHeparjjy 1 XeHCKO IPICYCTBO
Y YIM9HO] YMETHOCTH.

Kbyune peun: ,All Girls Graffiti Jam', ynuuna ymeiiHOCT, eHe Y YMeTUHOCIHIU,
ecitiusan, ocHaxusarve, UHKAy3uja, paseujarve 3ajedruye, beoipad
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Abstract: As the largest man-made artefact, the city has a profound impact on consci-
ousness. We start from the premise that public space serves as a stage within the urban
arena where conflicts between different interests and cultures unfold. What transforms
the arena into a stage for urban culture are self-aware and liberated individuals who
form the backbone of urbanity. This paper aims to show how street art festivals tran-
sform the city into a stage. The first part introduces the city as a stage and examines the
role of festivals in cultural revitalization. The second part discusses the importance of
street art for the city. The third part focuses on a case study of the Runaway Internatio-
nal Street Art Festival. Finally, the significance and meaning of public space as a site of
socially engaged art is considered from the perspective of both the artists and the local
population.

Keywords: street art, public space, Runaway International Street Art Festival

The city as a stage'

ities play an important role in shaping social reality. When it comes to the develo-
ping potential of a city, visuality certainly plays a role. This important component
faces numerous obstacles, and the role of the city in achieving “visual harmony
with the environment” becomes a particular challenge for architects, urban and spatial
planners involved in planning and designing a particular spatial segment. The aesthetics
of space is disturbed for various reasons, summarised under the term “visual pollution™:
environmental factors, fuel consumption, the consequences of economic development

1 The article was supported by funding from the Ministry of Education, Science, and Technolo-
gical Development (contract number: 451/03/65/2024-03/200091).
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and the construction of high-rise buildings. However, “visual pollution” can encourage
individual participation in public life. Public spaces become attractive for use when they
are safe, accessible to all and diverse. In addition, it is necessary to constantly develop
new strategies and take an active approach to revitalising vitality.” Graffiti culture and
street art are working on these strategies without official initiatives, and the consequen-
ces of their activities are currently the most discussed topics in the modern city.

Those who choose to actively engage take on the role of gladiators, breathing life
into the city, much like in the ancient arena. Individual energy drives the spectacle. The
vision of the city as a stage was first taken up by Rousseau in a cosmopolitan and secular
society, where the interaction between the masses and the individual is the main driving
force of urban theatre. The myth of the city is mediated and created by the need for self-
expression in the crowd.’ Street theatre and guerrilla performances use public space to
articulate public issues and revive ownership of the space, often based on disobedience.
The performance always requires an urban space with visual intensity to emphasise the
theatrical experience. The boundaries between audience and performers are blurred.* In
this context, graffiti culture and street art created in public spaces without permission
can be broadly categorised as performance art.

The city as a stage has been described by many authors. Rousseau believed that
cosmopolitan and secular societies are characterised by the theatrical character of the
city. Why is a city perceived as a stage? This transformation is made possible by the self-
confident, free individual, his inventiveness in public space and critical mass. The stage is
thus characterised by social energy and the individual gestures of the citizen described.
Richard Sennett identifies three basic elements: the time — the rehearsal, the definition
of the audience — the public, and the definition of the goal — the theme. Within the-
se three elements, “actors, expressive emotional actors,” as Sennett calls them, perform
within the spatial boundaries of the city as a stage. Interestingly, Bobi¢ writes that the
forms of urban theatre are expected above all in mundane places, “on the street, between
parked cars... in queues for gasoline or public traffic”

As Pusi¢ notes, every city is looking for “something”, for places where “something
always happens”, and this “something” includes very different and atypical things: histo-
ricity, a kind of exoticism, unusual spaces, architecture, customs, urban rhythm, local
culture. On the other hand, there are these unloved, unused and neglected spaces. Whet-
her they are so-called living or dead urban spaces does not necessarily depend on whet-
her they are located downtown or on the outskirts of the city. The vitality of certain
urban spaces is influenced by numerous factors, first and foremost by the activities wit-
hin the space. As Jane Jacobs points out, cities need to fulfil a number of factors to be
vibrant, such as the type of use, the diversity of motives and the social diversity of peo-

2 Pusi¢, Lj. (2001) Odrzivi grad. Ka jednoj sociologiji okruZenja, Beograd: Srbostampa, pp. 277-282.
3 Bobi¢, op.cit.

4 Irvin, op.cit., pp. 49, 50, 52, 53.

5 Bobi¢, op.cit., pp. 17, 18, 19, 22.
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ple and groups interacting with the space. This relationship between the people and the
space is seen as a prerequisite for liveliness, regardless of whether it is spontaneous or
induced. The places where the “engine of social vitality” is created are precisely those that
offer, among other things, a wide range of urban activities and the authenticity of urban
dynamics. The feeling of urban comfort is the aspiration of a vital city, which is essen-
tially based on people’s cultural needs and the need to make varied use of their time.

During the festivals, the city takes on the character of a stage. The need to create
a new urban identity and the growing importance of the “experience economy” have
encouraged urban development strategies that draw on their own resources — history,
space, creativity, talent.” Festivals transform the city into a stage set and contribute to the
processes of revitalization and urban development. By creating a lively atmosphere and
urban spirit, they increase the recognition value of a place. The role of events today is no
longer just to offer specific content, but culture performs the function of urban revitali-
zation. In addition to the experience economy, festivals also play a role in improving the
quality of life in the city, strengthening social inclusion, promoting the development of
a new urban identity, creating an urban narrative and promoting the city’s international
and local potential at the same time.?

Art in Public Space

Art in public space encompasses a wide range of artistic activities, from performati-
ve to visual, and by its very nature these artistic practices often intertwine and influence
each other. Consequently, there are various research trends in these arts today, some of
which aim to unify all these practices, while others strive to distinguish individual arti-
stic expressions.

The urban environment is always a symbolic and spatial manifestation of social rela-
tions. In the interaction of space and the environment, street art becomes a product of
the current circumstances in the community, the city, the country or the world. ® Street
art as a broader field of artistic activity is an area where a whole spectrum of perspec-
tives and conflicting interests exist between different parties (local community, artists,
city authorities, etc). Within this concept, we can consider street art, a form of visual
expression that emerged from graffiti culture, as a highly autonomous and democratic
means of communication. Through graffiti, in the broadest sense of the word, and street
art, various political messages are often implicitly or explicitly conveyed, which there-
fore fall within the realm of freedom of expression. The negative perception of street
art without permission, which often points to an urban identity crisis, is therefore an

6 Dzejkobs, Dz. (2011) Smrt i Zivot velikih americkih gradova, Novi Sad: Mediteran Publising;
Pusi¢, op.cit., pp. 267 -275.

7 Pine, J. and Gilmore, J. (1999) The experience economy, Boston: Harvard Business School Press.
8 Ri¢ards, G. i Palmer, R. (2013) Uzbudljivi gradovi. Kreativni menadZment i revitalizacija grada,
Beograd: Clio, pp. 14, 15, 21, 28, 29, 301.

9 Pogrmi¢, Z. and Percan, B. (2021) The role of street art in urban space recognition, Researches
Reviews of the Department of Geography, Tourism and Hotel Management 50-2/2021, p. 124.
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indication of the lack of the humanistic, emancipatory potential of the space as a space
of rebellion. Discussions about street art are therefore always also discussions about the
politics of urban space and the control of public space. Debates ranging from different
types of graffiti to street art to large-scale mural-like works have addressed the question
whether these forms constitute esthetic practice or vandalism. There have been opinions
that these forms of artistic expression are acceptable in legally permitted locations (with
the owner’s consent).!®

As part of the city, street art contributes to its appearance, becoming part of the cul-
ture and overall context of the city and its social environment. Street art cannot be con-
sidered out of the political, cultural and economic context. Artists create their works in
a specific social environment, and it is logical that the themes of art have changed thro-
ughout history as society has changed. This often leads to encounters between local and
global content. Unauthorised street art poses a moral and symbolic challenge to city aut-
horities, as it represents a conflict over the use of public space and reactivates Lefebvre’s
concept of the right to the city." In the interaction of space and environment, street art
becomes a product of the current circumstances in the community, the city, the country
or the world."

In addition to structural and spatial characteristics, a place also contains cultural and
esthetic forms of expression that play a decisive role in the development of urban iden-
tity. Local urban identity plays a special role for street art in the urban landscape. Local
urban identity is defined as the identity of small towns or neighbourhoods. Individuals
form an image of the local identity of the street, the neighbourhood in which they live,
work and move, based on physical and functional characteristics, but also on personal
experiences and media images." Street art develops a sense of place while promoting
economic development.' Layak notes that street art is increasingly taking over our cities
during festivals. Both the artist and the architect aim to reshape urban space by viewing
the city as a “creative object in scenic motion.” He defines street art as “a collection of all
the lively and brief spectacle that takes place in the public space of the city, insofar as it
is inscribed in an urban scenography.”*®

10 Pogrmi¢ and Per¢an, op.cit., pp. 122-124; Puki¢, N. (2020) Grafhiti and Urban Identity: Nega-
tive Perception of Graffiti as an Indicator of Urban Identity Crisis, Post-socialist transformation of
the city, Novi Sad: Faculty of Philosophy, Department of Sociology, pp. 123-135.

11 Gutierrez, J. J. P. and Marcos, L. C. (2020) Drawing on the Walls: Graffiti, Street Art or Walls
in Time. Analysis of the Torrevieja Experience, Street Art Drawing on The Walls, 13 (24), pp. 1-13;
Pogrmi¢ and Percan, op.cit., pp. 122-125.

12 Pogrmi¢ and Peréan, op.cit., p. 124.

13 Relph, E. (1976) ‘On the Identity of Places’ Place and Placelessness, London: Pion, pp. 44-62;
Pogrmi¢ and Dercan, op.cit., pp. 127-128.

14 Palermo, L. (2014) The role of art in urban gentrification and regeneration: aesthetic, social
and economic developments, Journal of The Section of Cultural Heritage, 10, pp. 521-545.

15 Lajak, P. (2000) Salon na ulici, in: Urbani spektakl, ed. Dragicevi¢ Sesi¢, M., Beograd: Clio,
p- 73.
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The presentation of art in public space has changed considerably in recent decades,
both in terms of its scope and its practice. The functions of street art are diverse and
range from expressing the painterly skills of the creator to political activism, marking
territory, expressing identity and creativity. In places with different social, economic and
ethnic structures, the integrative function of street art is of great importance.'® For exam-
ple, the initiative launched in Belgrade in 1989, when the authorities decided to beautify
the urban space with murals, had a significant impact on the history of the city by paving
the way for various forms of street art. Professor Cedomir Vasi¢ and other outstanding
artists who joined this initiative saw the city as a space for art and dialogue."”

Today, the energy of unauthorised artistic works within graffiti culture and street
art is recognized as a unique expression and illustration of the modern city. This has
meant that artists who previously worked without permission now have the opportunity
to work legally and receive financial and material support for production. Such works,
which we now refer to as new muralism, are created as part of festival productions. Ele-
ments of street art contribute to the visual enhancement of grey areas, old buildings and
abandoned structures.' The creation of an artistic work and the transformation of the
urban environment are secondary goals compared to the primary one: to animate peo-
ple and raise awareness of the need for their involvement in changing the environment
they live in.

Runaway International Street Art Festival: A case study

The Runaway Festival builds on the tradition of the Belgrade mural movement of
the late 1980s and combines it with the tendencies of the new muralism that emerged
from graffiti culture and street art, thus integrating the history and modern life of the
city. By taking place in a neighbourhood that, in addition to its unique community and
identity, also possesses the necessary characteristics for creating festive spirit, Runaway
has created a unique space in Belgrade. In this space, the Runaway Festival works based
on grassroots initiatives with the support of local residents to create a neighbourhood in
Bezanijska Kosa that stands out on the city map with its unique visual identity.

The festival in Bezanijska Kosa is intended as a successive painting on the facades that
will eventually lead to creating a neighbourhood, a part of the city that works as an open-
air museum. In 2016, the first facade of around 160 square metres was painted on Vajara
Zivojina Lukiéa 3 street. Eight festivals were organised until September 2023, and during
this time more than 35 artists visited Bezanijska Kosa and painted around 20 large faca-
des (about 200 m? each). The artists chose their themes themselves. Graffiti artists, street

16 Kujundzi¢, L. (2006). Graffiti, accessed 23. 08. 2021, http://liduss.blogspot.com/2006/07/grafi-
ti_115343773398615873.html; Pogrmi¢ and Percan, op.cit., p. 125.

17 Dragicevi¢ Sesi¢, M. (1992) Umetnost i alternativa, Beograd: Institut za pozoriste, film, radio i
televiziju Fakultet dramskih umetnosti, Clio, p. 54.

18 Poon, T. E S. (2016) Street Murals as a Unique Tangible Cultural Heritage: A Case Study of
Artifact Value Preservation, International Journal of Cultural and Creative Industries, 4, 1, pp.
48-61.

[CyrTyPa




ANDRE] JOSIFOVSKI and MILENA TOKOVIC

Figure 1: Das Drogen, 2022, photo Soultime media

artists and traditionally trained artists involved in public art took part in the festival and
all contributed to the creation of a new mural. In this case study, we will shed light on
the organizational and financial challenges faced by the artistic director of the festival, as
well as the unique characteristics of Bezanijska Kosa as a venue for the festival, but also
as a place for interaction between artists and audience.

Organisational challenges
To understand the context of the Runaway Festival, it is relevant to briefly review the
work of the festival’s artistic director, Andrej Josifovski, known as Pijanista, who is also
one of the authors of this text. Starting in 2012, Pijanista created works several times a

Figure 2: Pijanista, 2020, photo Boris Vatovec
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year on facades that already had various interventions that the residents of Bezanijska
Kosa did not like. In contrast to the earlier interventions on the buildings, over time the
residents took a liking to Pijanista’s works, which gave the festival a kind of informal per-
mission to paint the walls. In 2014, the first forms of street art emerged as he began to
draw more actively. This year marks the beginning of his active involvement in street art.

A prerequisite for the later successful organisation of the festival was the trust bet-
ween the artist and the residents of Bezanijska Kosa that was built through these first
works. The signature “Pijanista” became a symbol of recognition for the residents, instil-
ling confidence. After two years of painting, the neighbourhood began to recognize and
approve the works with this signature. The artist’s original motivation was to beautify the
neighbourhood in which he lives.

Pijanista used the trust he had gained to launch the Runaway Street Art Festival pro-
ject. The first organisational steps consisted of developing institutional creative strategi-
es to meet the formal requirements for founding the festival. First, the Runaway Street
Artists Association was founded, with Josifovski and his closest family members as its
founding members. For the first festival, which was organised within two weeks, the
artistic director put together an artistic council based on his vision. This council inclu-
ded artist and architect Professor Milorad Mladenovi¢, painter Mihailo Petkovié, poet
Mica Jaksi¢, entrepreneur Marko Starovi¢ and illustrator Dobrosav Bob Zivkovi¢, who
was also responsible for the logo and visual identity of the festival. The well-known street
artist Aleksandra Petkovi¢, known as TKV, was also involved in the organisation. Alek-
sandra Petkovi¢ and Pijanista worked on two artworks during the first two festivals.
After the first festival, the organisation and logistics were entirely based on the personal
and voluntary commitment of the artistic director.

Financial challenges

In the eight years that the Runaway Festival has been organised, financial support
has been based on informal networks: personal acquaintances of the artistic director,
responses from benefactors and informally received material support (scaffolding,
paint). Despite the many years and festivals that have passed, no real sponsors have been
found. There have been companies that have chosen to collaborate with the Runaway
Street Artists Association in a particular year due to their own campaigns or budget acti-
vations: The Coca-Cola Company, UNICEF and the Dutch Embassy. The fagade painted
by Weedzor, entitled “Heart on Hate,” was the first fagade whose painting was financed
by a sponsor. In addition, the murals were transferred to digital form in 2021 with the
help of UNICEEF as part of the traditional UNICEF greeting card project in the form of
NFTs. Sponsors also facilitated the arrival of certain artists at the festival. However, sup-
port from sponsors could not provide a long-term funding method to make the event
sustainable. Therefore, the artistic director was forced to raise funds in other ways. In
2021, thanks to numerous fundraising activities, the Runaway Foundation was establis-
hed, whose main objective is to promote culture and art.
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Figure 3: Weedzor, 2019, photo JDL, Soultime media

One of the fundraising strategies for the festival was a kind of street performance:
Pijanista stood alone with a cardboard sign that read: “One dinar for culture and art -
Runaway Foundation” and begged at a traffic light. That day marked the beginning of
donations from citizens that led to a significant financial influx when he recorded a short
video during last year’s festival explaining what had been achieved without support from
the city, the state or any cultural institution."”

International and “exciting” strength of the festival

In 2019, the festival took on an international character when Farid Rueda, one of
the world’s best-known street artists from Mexico, was a guest. His arrival was made
possible by the “Donji Dor¢ol” association. The artistic director used two strategies that
are considered crucial to the success of a festival in cultural management: the strategy
of bringing in “stars” and the creation of an “experience economy” for festival visitors.
The strategy of inviting “stars” consists of inviting artists whose “names” are used as a
marketing tool to attract a wider audience, the media and public attention.?® In the eight
years of the festival, the artistic director has succeeded in inviting numerous nationally
and internationally recognized artists (Farid Rueda, Judith de Leeuw, Pablo Astrain and
Marija Tiurina).

19 Due to the turbulent paths of transformation from socialism to market-oriented systems in the
countries of Southeast Europe, support policies for the cultural and creative sector have not been
a priority on the political agenda. Joci¢, N., Budovi¢, A. and Winkler, A. (2017) Dynamics Behind
the Rise of a Creative Space? A Creative Quarter Development in Belgrade, The Impact of Artists
on Contemporary Urban Development in Europe, Berlin: Springer, p. 122.

20 Ri¢ards & Palmer, op. cit., p. 111.

ICymmypa




THE CITY AS A STAGE: RUNAWAY INTERNATIONAL STREET ART FESTIVAL

Figure 4: Sobekcis, 2021, photo Sobekcis, Soultime media

The international potential of the festival is manifold, as the artists not only bring
their culture to the city and bring it in colour to the facades of Belgrade, but also take
beautiful memories from Belgrade with them, thus contributing to the recognition of
the city as a city of culture:

I really love Belgrade. The Serbs have a healthy spirit and a rich and diverse culture.
They are very warm-hearted and are not afraid to tell you if they do not like something.
That’s why Serbia is one of the few countries where I can see people for who they are. It's
good that there is this social freedom (Judith de Leeuw, artist from Amsterdam).*

In street art, global and local influences often intertwine, the influence of the artist’s
culture and the local culture. This can be clearly seen in the mural by the famous Mexi-
can muralist Farid Rueda in the Bezanijska Kosa district in Nikole Dobrojevica Street.
On the fagade is a portrait of a girl with an eagle-like cap. Rueda painted the image of a
beautiful girl wearing a cap that is part of the Mexican tradition, but in the shape of an
eagle symbolising our country.

In view of the increasing importance of the “experience economy’, the artistic direc-
tor also wanted to offer visitors a kind of spectacle as expected from the “exciting city” so
at the end of the fifth festival, he brought in the chamber orchestra Muzikon as a festive

21 Zujovi¢, S. (2022) “Strit art na BeZanijskoj kosi. Muralima pokriveno vise od 3.500 kvadrata
fasada’, 15.10. 2022, accessed 25.04.2024., https://www.blic.rs/vesti/beograd/strit-art-na-bezanij-
skoj-kosi-muralima-pokriveno-vise-0od-3500-kvadrata-fasada/jzz4jct.
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novelty near the painted fagades, who played several pieces in front of each fagade. This
was also an announcement for an open-air concert planned for September from the
viewpoint of Bezanijska Kosa neighbourhood, which overlooks the entire city. The gol-
den flower “Catharsis’, a sculpture created by Pijanista in 2020 that symbolises the need
for spiritual purification, cultural upliftment and the general elevation of our social con-
sciousness, had previously stood in this place.

It is important to emphasise at this point that the economic element is not present
as the main driving force of the festival. The most important aspect of the festival is the
artistic transformation of the space, which stems from the vision of the festival director,
who is both an architect and a street artist and who, by revitalising a neighbourhood,
creates its cultural and social cohesion.

Local strength of the festival: Local landscape of
Bezanijska Kosa, people, trust, creators

In addition to the international stars, the festival has played an important role in the
individual careers of local artists involved in street art: TKV, Artez, Endo, Sles, Kori,
Brva, Rage, ZEZ lunatic, Purad, Piros, Weedzor, Hesoyam crew (Chenipe, Quam, Endo,
Kid Leaf, Zvrk, Snout), Stefan Stanojevi¢, Wuper, Sobekcis, Sensi, Atelje Soln (Marg and
Waunste), Das Drogen.

Figure 5: Hesoyam, 2020, photo Boris Vatovec

What is very interesting and important for this story, so that it does not remain
just a dead letter or another in a series of designed projects, is that the festival has
flourished successfully and beautifully in a specific environment with very different
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social profiles. It is about a long-term process of building trust between the artist and the
environment in which the artist creates. Ten years ago, this process of building trust was
not easy. You had to explain to people what a mural was, why it was necessary to paint
a building, and so on. Recently, the tide has turned completely. Initially, it was a long
and laborious process to obtain the consent of local residents to paint a facade. Now the
neighbours themselves approach the festival and ask when their building will be painted,
which has proven to be the best support for the festival. The artistic director of the festi-
val is also a resident of Bezanijska Kosa, and according to his observations, probably the
most diverse population in the city lives in just a few square kilometres. Young, old, mid-
dle-aged, rich, poor, highly educated and uneducated. Hooligans, pop artists, athletes,
doctors, scientists, all have agreed on one thing: this is beautiful! We mention just some
of the comments from festival visitors that were shared on social media: “I am lucky to
enjoy this and other works every day”, “You are doing something great so that those who
will never step into a museum can see some colour”, “It feels like we are abroad, but this
is what Serbia should look like”, “I live here on Bezanijska Kosa and had the pleasure
and honour of a great artist coming and painting our building (via Farid Rueda).”*> The
artistic director of the festival repeatedly received these comments in personal conversa-
tions with residents of Bezanijska Kosa. This shows that street art can only be validated
through processes of building long-term trust. Trust between residents and artists is the
crucial link on the long road from the perception of graffiti culture and street art as van-
dalism to the recognition of its artistic qualities and finally to its acceptance in the form
of a new muralism.

Conclusion

The Runaway Street Art Festival utilised existing spaces in the area and established an
active relationship with the vitality of the city. In its initial phase, before it received inter-
national artist support and financial help from organisations and donors, it relied solely
on the power of one individual — the artistic director — who recognized the BeZanijska
Kosa neighbourhood, a “profane place’, as a potential venue on the outskirts of the city.
The painted facades offered the “something” that Pusi¢ wrote about: atypical elements
such as the unusualness of the space and the distinct local identity of the residents of
Bezanijska Kosa. In this way, the festival confirmed the idea that the liveliness or lifeles-
sness of neighbourhoods does not depend on whether they are located in downtown or
on the outskirts of the city, but on the activities in the space, how it is used, the invention
of the individual in the space and the authentic urban dynamics created by the interac-
tion of space and the residents. Perhaps the most important contribution of the festival
taking place on the outskirts is the revitalization of neighbourhoods that are generally

22 Comments personally addressed to the artistic director (by Prof. dr Vladimir Mako, Miro-
slav Raduljica) and taken from websites: Marka Zvaka (2020), Pijanista, accessed 26. 07. 2024.,
https://youtu.be/51qrLQeaS71?si=]Le7snS2ciNOCLCp; Runaway Street Art Festival, accessed 26.
07. 2024., https://www.instagram.com/runawayfestival/?hl=en.
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neglected and unrecognised by city authorities in terms of cultural events. Over time,
the festival, which was recognized by the Donji Dor¢ol association, was extended to
Dorc¢ol, bringing the stage back to its “old home”, the city centre.

Another feature of the festival is its bottom-up approach. Urban revitalization is usu-
ally initiated by the city, but there are also aspects of revitalization that come from citi-
zens or artists. The Runaway Festival in Bezanijska Kosa represents a bottom-up appro-
ach to urban regeneration, a grassroots initiative by immediate and potential users, as
opposed to the top-down approach that usually prevails in cities and is initiated by cul-
tural politicians®. In this particular case, it is an independent grassroots initiative reali-
sed through the vision of the artistic director of the festival.

The content seen at the Runaway Festival over the past eight years has confirmed the
multiple functions of the new muralism: social inclusion, expression of free thought,
creativity and, as the artistic director notes, the most important aspect — establishing
direct contact with the audience, in this case with the local population of Bezanijska
Kosa and Dor¢ol. Trust between the artists and the public is not achieved through a sin-
gle mural, graffiti or even a single festival; it is a long-term process of building trust that
is essential for street art to be perceived as art and not as something that goes against the
visual identity of this part of the city. It can be concluded that street art festivals have a
significant local and international potential for the cultural revitalization of the city and
the creation of an authentic cityscape. Since street art cannot be separated from the ur-
ban context, it truly represents a “window to understanding society”** In order to “open”
this window and change the environment, the “extra-artistic” social significance of street
art, as Dragicevi¢ Sesi¢ states, is indispensable: it encourages people to actively engage.”

REFERENCES:

Bobi¢, M. Grad izmedu arene i scene, in: Urbani spektakl, ed. Dragicevi¢ Sesi¢, M., Beograd:
Clio, pp. 15-22.

Dragicevi¢ Sesi¢, M. (1997) Grad kao prostor spektakla, Zbornik radova sa I medunarodnog
simpozijuma Spektakl-Grad Identitet, Beograd: YUSTAT.

Dragicevi¢ Sesi¢, M. (1992) Umetnost i alternativa, Beograd: Institut za pozoriste, film, radio
i televiziju Fakultet dramskih umetnosti, Clio.

Dbuki¢, N. (2020) Graffiti and Urban Identity: Negative Perception of Grafiti as an Indicator
of Urban Identity Crisis, Post-socialist transformation of the city, Novi Sad: Faculty of Phi-
losophy, Department of Sociology, pp. 123-135.

23 Petrovi¢, M. (2004) Sociologija stanovanja. Stambena politika:izazovi i mogucénosti, Beograd:ISI
FE p. 70.

24 Zukin, S. (2004) The Cultures of Cities, Oxford: Blackwell Publishers.

25 Dragiéevi¢ Sesi¢, op. cit., p. 55.

[CyrTvpa




THE CITY AS A STAGE: RUNAWAY INTERNATIONAL STREET ART FESTIVAL

Dzejkobs, Dz. (2011) Smrt i Zivot velikih americkih gradova, Novi Sad: Mediteran Publishing.

Gutierrez, J. J. P. and Marcos, L. C. (2020) Drawing on the Walls: Graffiti, Street Art or Walls
in Time. Analysis of the Torrevieja Experience, Street Art Drawing on The Walls, 13 (24),
pp- 1-13.

Irvin, K. (2000) Postmoderni trg/plaza. Uli¢ni performans nasuprot gluvarenju u Soping
molu, in: Urbani spektakl, ed. Dragicéevi¢ Sesi¢, M., Beograd: Clio, pp. 49-60.

Joci¢, N., Budovi¢, A. & Winkler, A. (2017) Dynamics Behind the Rise of a Creative Space? A
Creative Quarter Development in Belgrade, The Impact of Artists on Contemporary Urban
Development in Europe, Berlin: Springer, pp. 121-139.

Josifovski, A.(2022) “A coinforartand culture’,accessed23.04.2024,. https://www.youtube.com/
watch?v=pvWHaEqCVOg&pp=ygUbZGluYXIgemEga3VsdHVydSBpIHVtZXRub3NO.

Kujundzi¢, L. (2006) Graffiti, accessed 23.08.2021., http://liduss.blogspot.com/2006/07/gra-
fiti_115343773398615873.html.

Lajak, P. (2000) Salon na ulici, in: Urbani spektakl, ed. Dragicevi¢ Sesi¢, M., Beograd: Clio,
pp- 73-98.

Marka Zvaka (2020) Pijanista, accessed 26. 07. 2024, https://youtu.be/51qrLQe-
aS71%si=]Le7snS2ciNOCLCp.

Palermo, L. (2014) The role of art in urban gentrification and regeneration: aesthetic, social
and economic developments, Journal of The Section of Cultural Heritage, 10, pp. 521-545.

Pine, J. and Gilmore, J. (1999) The experience economy, Boston: Harvard Business School
Press.

Petrovi¢, M. (2004) Sociologija stanovanja. Stambena politika:izazovi i mogucénosti. Beograd:
ISI FE

Pogrmi¢, Z. and Dercan, B. (2021) The role of street art in urban space recognition, Resear-
ches Reviews of the Department of Geography, Tourism and Hotel Management 50-2/2021,
pp. 122-131.

Poon, T. E S. (2016) Street Murals as a Unique Tangible Cultural Heritage: A Case Study of
Artifact Value Preservation, International Journal of Cultural and Creative Industries, 4,
1, pp. 48-61.

Pusi¢, Lj. (2001) Odrzivi grad. Ka jednoj sociologiji okruzenja, Beograd: Srbostampa

Radosevi¢, L. (2013) Graffiti, Street Art, Urban Art: Terminological Problems and Generic
Properties, New Cultural Capitals: Urban Pop Cultures in Focus, ed. Koos, L. R. (Ed.), pp.
3-14.

Relph, E. (1976) ‘On the Identity of Places’ Place and Placelessness, London: Pion, pp. 44-62.

Ricards, G. and Palmer, R. (2013) Uzbudljivi gradovi. Kreativni menadZment i revitalizacija
grada, Beograd: Clio.

Runaway Street Art Festival (2024), accessed 26. 07. 2024., https://www.instagram.com/
runawayfestival/?hl=en.

Zujovié, S. (2022) Strit art na BeZanijskoj kosi. Muralima pokriveno vise od 3.500 kvadrata
fasada”, 15. 10. 2022, accessed 25. 04. 2024; https://www.blic.rs/vesti/beograd/strit-art-
na-bezanijskoj-kosi-muralima-pokriveno-vise-od-3500-kvadrata-fasada/jzz4jct.

Zukin, S. (2004) The Cultures of Cities, Oxford: Blackwell Publishers.

[CyrTyPa




ANDRE] JOSIFOVSKI and MILENA TOKOVIC

Anppej Jocudoscku 1 Munena Tokosnh
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Yunsepsuret y beorpany, [eorpadcku pakynrer, beorpan

T'PAJT KAO CITEHA:
RUNAWAY INTERNATIONAL STREET ART FESTIVAL

Caxerak: Kao Hajsehn apTedakt HauumeH /bYICKOM PYKOM, Tpaji MMa CBeoOyXBa-
TaH yTuULaj Ha cBecT. [omasumo of Tese 1a jaBHU IIPOCTOP NPENCTaB/ba CLEHy y ape-
HU ypOaHOT IIPOCTOpa Y KOMe J0NIasy 10 CyKoba pasIMIMTIX MHTepeca Y KyIType.
OBu cykobu moBofie 10 TeH3uje u3Mel)y 4OBEKOBUX TMYHMX MOTpeba 1 ApyIITBEHEe
npunype. Puuapy Cener (Richard Sennett), kyntypHu aHTpoIosor, cMarpa fa Tpa-
JUMLIMOHAIHM TPaJ] HacebaBajy ,IyMIM, aKTepy €KCIIPEeCHBHMUX eMOLMja KOju CHa-
rOM CUMYyJIallije IIPO3audHy CTBAPHOCT IPETBapajy Yy AYXOBHM ¥ KYITYPHU UMH'.
OHo 1mTO apeHy TpaHchOpMMUILIe Y TIO30PHMITY Ha KOjoj ce cTBapa ypbaHa KynTypa
Cy CaMOCBECHM U CIOOOIHY HOjeMHIY KOjy YMHE YIIOPUIIHY Ta4Ky CBaKOT ypOaHu-
teta. HacTojanmu cMo fa mpukaskeMo Ha KOjy HA4MH ce Ipaji TpaHCPOpMMUIIE Y CLIeHY
HOCPeNCTBOM (ecTUBaIa YIMYHE YMETHOCTHU. Y IPBOM eIy paja Ipaf je IpefcTa-
B/beH Kao CIleHa M MICTAKHYTa je y/Iora Kojy (ecTuBamm UMajy y BeroBoj Ky/ITypHO]
peBUTaIM3anMju. Y JPYroM Jely paja YKa3aHO je Ha 3Hadaj KOjM Y/IMYHA YMETHOCT
uMa 3a rpap. Tpehu meo pama noceehe je crymmju ciydaja Runaway International
Street Art Festival. Y 3ak/by4Ky Cy pasMOTpEeHU 3Hauaj U 3HaUeHe KOjJ jaBHU IPOCTOP
¥IMa Kao IPOCTOP JPYIUTBEHO-aHIA)KOBAHE YMETHOCTY U3 IIEPCIIEKTUBE YMETHIKA 1
TIEPCIIEKTUBE JIOKA/THOI CTAHOBHMIIITBA.

Kibyune peun: street art, jasuu tipociwiop, ,, Runaway International Street Art Festival®
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CaxkeTak: Y 060M ucitipaxcusarvy 6asuiu cmo ce KOHUeU iy anHum Gpuciiyiom wipa-
guuuju jesuxom apxuitexiype Ha upumepy Vuciiuidyiua apatickoi ceeitia y Ilapusy
JKana Hysena. Kpeitiarwem usmehy thieopuje iioinega, ciiyguja Kyniiype, pogHux citiy-
guja, ciliyguja KynitiypHol Hacneha, apxuitiekiiype u Guama, y Hauem UCparcued-
ry usHoce ce iepgre ga JKan Hysen apxuitiexiilypy Mnciiuitiyitia apatickol ceéeilia
3aCHU6A HA KOHUelilly tipesoherva KbyuHUX eneMeHaltia WPaguUUoHanHe apaticke
apxuitiekiiiype (mawpabuja, munapeinia, yHymipawireel geopuniinia, iponasa) Ha jesux
MmogepHe apxuiliexiiype uHciupucane guamcxom ymeiminouthy. Ilpesoherwe je iipeg-
Cilia6/beHO Kao MetllagoputHu U MeiOHUMUCKU Tipoyec Kojum ce yxasyje ga je mexa-
HU3aM yobuuajeHol 3Hawa 0 apatickoj uueunusauuju kuxnemaioipagpcke apupoge,
OgHOCHO ga je 3Harbe 0 apailckoj UUBUNU3AUUjU Y KOHILEKCILY qUCKYPCa O opujeHinia-
nusmy (KoRoHUjanusmy), ocpegosano petipeseHifiayujama, o jeciil, KOHCHAPYUCAHO
»ouuma* 3aniaga. Kpos konyeiini ipesoherva, Hysen yjegro yciiocitiasma cnuHoCiiu
u pasnuke usmehy ugeonoiuja kauamunucimiuuxoi 3atiaga u mpaguyuonanroi Vcitio-
Ka, oxpabpyjyhu Hosy fiocilixnagHopaitioscky tepciiekitiugy Koja upusuneiyje capag-
WYy u komyHuxauujy usmehy Opanyycre, Espotie u apatickoi céeitia.

Kbyune peum: mauwipabuja, opujeniianusam, tipesoherve, Hysenos Vnciiuitiyii
apatickoi ceemia y Ilapusy

~Mucimutmym apatickoi ceettia“ y Ilapusy XKana Hysena
HCmUTY T apatickoi céeiia y Ilapusy jemaH je of mpojexara GpaHIyCKOT TIpef-
cepuuka ®pancoa Murepana (Francois Mitterand, 1916—1996) mokpeHyTux
ocaMmjleceTUX FOfIMHA Y IIepUOfY 3aBplieTKa XIagHor paTta. IHCTUTYT ¢y Hapy-
4NN TIPeJCTAaBHNULIMN [eBeTHAeCT ApaICKUX [IP’KaBa y /by HErOBama 3Halba O apail-
CKOj KY/ITypH Ha 3amajy, OTHOCHO, Kako Llon buH (John Biln) HaBogu, pagy nmpomoBu-
cama ,,pasyMeBama apaIckor cBeTa oy crpane PpaHirycke, [mberoBor] jesuka, UBUIN-
3alyje ¥ AUHAMMUYHOT pasBoja“’. Mucuja VIHcTHTYTA je na ,,0Xpabpy KyITypHY pasme-

1 Blin, J. (De)forming Self and Other: Toward an Ethics of Distance, in: Postcolonial Space(s),
eds. Nalbantoglu, G. B. and Wong, C. T. (1997), New York: Princenton Architectural Press, p. 28.
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HY, KOMYHMKaLVjy u capanmy usmeby OpaHijycke u aparckor csera, moce6HO Ha Io/by
HayKe U TeXHOJIOIMje“” Kao M Jia OIMIpa ,,aKTUBHY YJIOTY Y Pa3Bojy penanyja nsmehy
®pannycke, EBporne n apamnckor ceera“. VIHCTUTYT je cBeyaHo oTBOpeH 1987. roauHe.
Ha npejaoM pememy mpojexra VIHcTUTyTa pajiuia je rpymna apxmureKkaTa* M CTpy4maka
npensohena apxurexrom JKanom Hysenom (Jean Nouvelom), pohenum y @paniyckoj
1945. rogune.

Objekar ce Hamasu y Iletom puctpukry (arrondissement) Ilapusa mosHaToM IO
JIaTMHCKOj YeTBPTU Y KOjOj Cy JIOLUpaHM OPOjHM YHUBEP3UTEeTH, GaKyITeTH U Ipe-
cTyDKHe mmKosie. VsrpabeH je Ha mokanuju Ha Kojoj ce cmajajy bynesap Cen-’Kepmen /
Boulevard Saint-Germain/, Kej Cen-bepnapp /Quai Sain-Bernard/, Kej Typuen /Quai
de la Torunelle/, moct Cymu/Pont de Sully/ npexo pexe Cene u Ymmua ne Poce Cen-
bepuapn /Rue des Fosses Saint-Bernard/, ofHOCHO Ha JIOKaIlVju 3a KOjy MOITIM 6MCMO
pehu noBesyje TpagunonanHo yp6ano tkuso Ilapusa, ®abypr-Cen-Kepmen /Faubo-
urg-Saint-Germain/, octpso Cure /Ile de la Cité/) u caBpeMeHV yHUBEP3UTETCKM KOM-
miekc nete yetBpTy [Tapusa. [Iporpam o6jekra oOyxBara: OMOIMOTEKY, JOKyMEHTaPHM
LIeHTap, My3ej apalcKke YMETHOCTH U IIVBUIN3aliyje, Fajiepujy 3a U3jIarame caBpeMeHe
aparcKe YMETHOCTH M 3aHaTa, ayfJUTOPUjyM, Kao 1 OpojHe KaHIle/lapuje u IpocTopuje
3a cacTaHKe.” Y OKBUpY oOjekTa Hamase ce Takohe n kaderepuja, pectopaH, pocTop
3a IIapKUHT ¥ ipyre nomohxe ¢pyHkumje.> Ob6jekar MMa YKYIIHO jeflaHaeCcT eTaxka M3Haf
3eM/be U TP UCIOZ.

Y BU3YeTHOM KOHTEKCTY, 00jeKaT ce CacToju Of [Be Lie/luHe, fiBa 00jeKTa, jefHOT
npaBoyraoHe opMe TOLMpPaHe Ha jyTy U PYTOT Ca 3aKPMB/beHOM (pacazoM ToLMpaHor
Ha ceBepYy, KOji Cy OIBOjeH! YCKUM ITPO/Ia30M Ca 3aIlajiHe CTPpaHe U T0Be3aH! YHyTpa-
IIBJM ABOPUIITEM Ca MICTOYHE CTpaHe. ApXUTEKTypa OBOT O0jeKTa 3aCHOBaHa je Ha
KOHIIENTY IpeBobhera HEKOMMKO K/byYHUX e/leMeHaTa TPaAMIOHAIHe, BepHAKy/Iap-
He apaIicke apxutekrype: (1) mampabuja (mashrabiya), (2) MuHapeTta (3) yHyTpallmber
mBopuiTa 1 (4) ycKor mposmasa.

Mawpabuje - gujagppaime kamepe
JyxHa dacaga mpaBoyraoHor o6jeKkTa JOLMPAHOT Ha jy)KHOj CTPaHU je caBpeMeHa
eKCIpecyja TpafUIIOHaTHOT elleMeHTa apalicKe BePHaKy/IapHe apXUTEKType — Mallpa-
6nja, IOK je erosa ceBepHa (acaga OYKBaIHO ,,0I7Iefiaio" 3alaHe KYJIType — CTaKIe-
Ha 31/I-3aBeca eMaj/IipaHa CIMKaMa MapyCcKor IPajicKor IIej3axa.’

2 Vcro.

3 Vcro.

4 ApXUTEKTOHCKO pellietbe VHciliutilyitia apatickoi ceetiia je neno yKana Hyserna, In6epra Jlese-
Ha (Gibert Lézens), ITjepa Copuje (Pierre Soria) m ApXMTEKTOHCKOT CTy/Mja.

5 Nouvel, J. and Tonka, H. (1990) Institut du Monde Arabe Une Architecture de Jean Nouvel, Gil-
bert Lezens, Pierre Soria, Architecture Studio, Paris: Editions du Demi-Cerche, p. 58., in: Nalban-
toglu, G. B. and Wong, C. T. (eds.), op. cit., p. 28.

6 Vcro.

7 Nouvel, J., Arab World Institute, Arab World Institute (AWI) — Ateliers Jean Nouvel.
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Mauipa6uja (mashrabiya, mushrabiya, mashraba moucharaby® win mashrabiy’ya®) je
apXMTEKTOHCKM €lIeMeHT KapaKTepUCTUYaH 3a TPAJULMOHAIHY apXUTEKTYPy y UC/IaM-
CKOM cBeTy U mupe. Ped je 0 ApBeHNM peleTKaMa KOjiiMa Cy ce IpeKpuBai IIpO30pn
u 6ankonn.'’ Iloctoje IBe Teopuje Koje FOBOpe O MOPEKITy HeroBOT MMeHa: jeiHa, yenthe
y ynnoTpe6u, Koja je u3BefieHa U3 aparcke peun shariba'' - y 3Hauewy nutwy, jep je mpo-
crop kopuirheH 3a Majny fApBeHy nomuny (orpabeHy fpBeToM 1 CMeIITeHY Ha IPO30DPY)
Ha KOjOj Cy ce 4yBa/u JIOHLM ca IujahoM BOIOM 1 Jipyra Mame yoOudajeHa Teopuja
jecre fia je MMe mpBOOMTHO 610 Mashrafiya — u3BeneHo U3 rmarona ashrafa' y sHauemy
— npepBuAeTy Wi nocMarparu.’* Tokom BeKoBa, Me e I0/IAKO Merbasio 300r IpoMeHe
3By4ama caMe pedl 1 yTHUIlaja APyIux jesnka.'

Mamrpabuja je mosHaTa IO pasIMYUTUM Ha3uBYMMa (M BapMjaHTHUM apXUTEKTOH-
CKVMM 00/MMI[MMa) MIMPOM apaICKoOr CBeTa: y JeMeHy moj Ha3uBoM takhrima (oHa koja
je ucnymweHa pynama), y Tynucy kao barmagqli, y Vipaky kao shanashil (pedepupajyhu
Ha IpBeHe KyTHjacTe IapaBaHe OC/IOmbeHe Ha KOH30/Ie ca M3004eHnM BeHIeM), y Llemn
Kao rowshin (Koju y cB0joj HajjefHOCTaBHMjOj (GOPMIU IIpeACcTaB/ba OKBUP Ca UCITYHOM
ofi maHena anu 6e3 rpaBype)'”. IlocToje u [pyrn TepMUHM KOjUM Ce ONMNCYjy BapujaH-
Te OBOT apXMTEKTOHCKOT e/leMeHTa M3BaH apaIrckor csera. Y Typckoj cy mamrpabuje
HIO3HaTe II0f] Ha3uBOM sahnisin, y Ipukoj kao sachnisi', a y Byrapckoj moy HasuBoM
sacnasi”’. Ha Mantu oHe Cy IO3HaTe IO CPOSHMM TepMUHOM muxrabija.'® Cnymaan
elleMeHTH apXUTeKType Cy KopuitheHy 1 y Jamany y ¢popmu poneTHH, IapaBaHa MU

8 Wher, H. (1976) A Dictionary of Modern Written Arabic, J. Milton Cowan (ed.), New York: Spo-
ken Language Services, Inc., p. 462.

9 Buperu: Kenzari, B. and Elsheshtawy, Y. (2003) The Ambiguous Veil: On Transparency, the
Mashrabiy’ya, and Architecture, Journal of Architectural Education, May, Vol. 56, No. 4., London:
Taylor and Francis, Ltd.

10 Petersen, A. (2002) Dictionary of Islamic Architecture, London — New York: Routledge, p. 177.
11 Buneru: Wher, H. Bapujatuy tepmuuu 3a umennny nuhe cy: sharba, shurba, sharab amu n
mashrab (pl. mashraba) xoju vima ORATHO 3Hauere — MecTa 3a Iuhe WM MecTa 3a y3UMambe
nuha. Bugeru: ucro, ctp. 462.

12 Y peunnky Wher, H. (op. cit.), ashara - uma 3Hauemwe Bugetn (p. 18), mebytum y peunuxy
Woodhead, D. R. and Beene, W. ((1967) A Dictionary of Iraqi Arabic: Arabic-English, Washington:
Georgetown University Press, p. 240) ashraf uma 3Hauerbe — IOCMaTpaTy, HaJ3UPaTy, HaAITeTaTI.
13 Bupetu: Azzopardi, J. (2012) A Survey of the Maltese Muxrabijiet, Vigilo, No. 41, Valletta: Din
1-Art Helwa, pp. 26-33.

14 Vcro.

15 Oliver, P. (1999) Dwelling: The House Across the World, Austin: University of Textas Press, in:
Kenzari, B. and Elsheshtawy, Y. op. cit., p. 20.

16 Bunern: Marinov, T. (2017) The "Balkan House’: Interpretations and Symbolic Appropriati-
ons of the Ottoman-Era Vernacular Architecture in the Balkans, in: Entangled Histories of the
Balkans —Volume Four: Concepts, Approaches, and (Self-)Representations, eds. Daskalov, R. et. al.
Leiden-Boston: Brill, p. 522.

17 BupeTu: Vicro, p. 460.

18 Azzopardi, J. op. cit.
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3aBeca HAaIlPaB/bEHNX Off XOPVM3OHTATHNUX JIETBULA Of YKPACHOT fipBeTa, 6ambyca mmm
APYTOT IIPUPORHOT MaTepujaja VCIVIETEHNX KaHAIIOM, KOHLIeM VI APYTUM MaTtepuja-
JIOM TI0Z, Ha3uBOM sudare'®. OBu enemenTy oy yruiajem lllnannmje m MaBapcke ce Mmory
nponahu Takohe un y JyxHoj Amepuun. Mogepuuctyu nonyt Jle Kop6usjea (Le Corbusi-
er, 1887-1965) 6uu cy omyuieBbeHu ynorpebom brise-soleil-a, koju je y CymTnHu cnm-
YyaH Maupabujama, aay MOAUQMUKOBaH 300T APyradyjux KIMMATCKMX YC/IOBA U MOITIN
6ucmo pehu peBesieH je3NKOM MOJiepHe apXUTeKType.”

Maurpa6uje y apanckoM CBeTy Cy TPafMIIMOHATHO UTpajie jBe K/byuHe yIore — fia
3aIITUTE JKeHe Off MOoIVIefia MyILIKapalia ca jefiHe CTpaHe U Jja KIMMaTU3yjy IPOCTop ca
mpyre crpaHe. Pymunyacra popma omoryhaBaia je mpofop Basiyxa ca jejHe CTpaHe U
CIIpeyaBarbe IPOAMpama Ipejakor CyHIa ca fpyre. Takobe, y oBoM IpocTopy decTo cy
ce oCTaBjbasie Terye 1 MOCYAe ca BOJOM Koje 61 mcrapaBameM fonpuHene Behoj Bra-
KHOCTM 1 607p0j KIMMATHU3ALVj) YHYTpallber mpocTopa. ITomymposupan 3acioHn
WTIpajIi Cy BayKHY YJIOTY Y Ofip)KaBaby MC/IaMCKe penuruje, obudaja u ysepema. Hanme,
TpaJILIMOHA/IHO apaICKO APYITBO (PUKCUPAHO je U/ejOM CKpMBaIba U YyBarba MpU-
BaTHOCTI.?' JaBHO M3/Iarame Hedujer IJIUIITA je OTPaHIYeHO, KpeTambe KeHa Y HeKUM
MOMEHTUMa 1 JiefioBuMa Kyhe 3abpamweH0.”? YHyTap OBUX OTpaHU4YeHha PasBUjeHN CY
pasIM4nTI MeXaHu3Mu Koju omoryhasajy npopeheHo/orpanndeHo ydemhe >xeHa y jaB-
HOM >KMBOTY 1 jjorahajuma.”> OBy MeXaHU3MM IIPOHALUIK Cy OpojHe MaHupecTanyje™,
Mmeby kojuma cy 6ue u maurpabuje, fpBeHM pelieTkacTu 3actopu/3acnonn. Kao cum-
60/ cerperaryje ¥ MICK/by4erba, OBJ €/IeMEHTH apXUTEeKType oMoryhaBaiu cy skeHama
Zia ,,y ICTO BpeMe II0CMaTpajy/Buzie, a ia IpuToM He Oyay Bubene > of cTpaHe gpyror.*
Osa j10r1Ka je mpoHaleHa Kako y peUrMo3HNM, TaKO U CAaKpaJHUM IIPOCTOPUMA, ajii
y pasnmuuntum obmuyma u ¢popMama. Y JaMmjaMa Ha IpUMep, ,,KeHCKa MO/INTBEHa

19 Buperu: Kenzari, B. and Elsheshtawy, Y. op. cit., p. 20.

20 IIpernocraBma ce fa je Jle Kopbusje 6mo mon ytunajem mampabuja, umajyhu y Buny na je
TOKOM CBOT YyBEHOT IyToBama 3a VcraHOyn 1911. rogune u kacHuje 3a CeBepHy Adpuky,
II0Yeo JIa MPOC/IaB/ba CYNMITUIHOCT TYPCKe M apallcKe BepHAKy/IapHe apXUTEKType U yHOTpeby
nposopa ca 3acropuma (Buau: Kenzari, B. and Elsheshtawy, Y. op. cit., p. 20. Takobe Bu1ire 0 0BOj
Temu ce Moxke mpoHahu y: Vogt, A. (1998) Le Corbusier: The Noble Savage: Toward an Archaeo-
logy of Modernism, Cambridge — MA: The MIT Press.)

21 Kenzari, B. and Elsheshtawy, Y. op. cit., p. 17.

22 Hcro.

23 Ucro.

24 Ha HuBOYy colMjaHe KOHBEHLMj€, jelaH Off HajIPMMETHUjUX MeXaHM3aMa KOHTPOIMCaHOT
ydentha >keHa y jaBHOM XXMBOTY je 6110 Beo. Beo je cmy»1o kao HajipuMeTHHUja KpHCTaIn3anmja
TparcnapertHocT. OMoryhaBao je >KeHU fa y4ecTBYyje y jaBHOM XXMBOTY, ajl ,,Ha AUCTAHIN
Mykapuy HICY MOITIM IIpuin U pasroBapaTy ca >KeHaMa Koje Cy HOCUJIE fyTe OrpTade I Belo-
Be Ha uIly. Y CTBapy, BIXOB BEO YIMOHIO VX je COLMja/THO HEBU//BYBUM (BUAM: UCTO, CTP. 17)
25 Mahfouz, A. and Serageldin, I. (1990) Women and Space in Muslim Societies, in: Expressions
of Islam in Buildings, ed. Powell, R. Singapore: Concept Media/The Aga Khan Award for Archi-
tecture, p. 86, in Kenzari, B. and Elsheshtawy, Y. op. cit., p. 17.

26 Kenzari, B. and Elsheshtawy, Y. op. cit., p. 17.
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MecTa HICY CaMoO OfiBOjeHa Off MYIIKUX, HETO Cy CMelITeHa 13a BbIUX WM Ha Me3aHNH
WIN Ca CTpaHe, I7ie HUCY BupuBe. Ca OBMX JIOKAlMja, )KeHa je MOIJIa [ia BUAM MYIIKap-
11e KOju Cy BOLUIN y JaMmujy (a fa oHM By He Bufe).“”’ Y pesuieHIMjaHOj apXUTEKTYPH,
nposopu, ohe 1 6anKoHM ca Mampabujama oMoryhaBam cy KeHU fia BUY CIIOJbAlIEbY
CBET, a J]a Y UCTO BpeMe He Oype Buhena.”

Y koHTeKCcTy MHcmuiiyitia apatickoi céeitia YKana Hyserna, Matpa6uje ce mojasipyjy
y ¢popmu cepuje MeTaTHUX KBaJpaTHIX OTBOpA HA/IMK Ha OeHpe/qujadparme kamepe,
pacrnopeheHNx y npaBMTHOM TeOMETPUjCKOM pacTepy (Mpexim) 1M3a CTaK/IeHOT 3Mfa.
Ome, fakie, oBfie HICY M3pabeHe Ha TPafMIIMOHAIHY HAYMH Of ApBeTa, Beh of Mera-
7Ma, TmoApxKaBajyhu reomeTpmjcke Imape (KpyroBe, KBajpare, 3BesJie, IIECTOYITIOBE),
KOje 4ecTo IIPOHa/Ia3¥MO Ha IpeMeTIMa MC/IaMCKe YMETHOCTH, /Iy Ha CACBUM JPyTu
HauyH.” Hanpas/peHn of MeTasa, 0BM OTBOPY (HYHKIMOHNUIIY IOIYT COYMBA KaMepe —
KOHTPO/IMCAaHU €y GpoToe/IeKTpuIHNM henmjaMa, Koja UX 0TBapajy WK 3aTBapajy ycer
peaxijyje Ha CIIO/ballllbe CYHYEeBO OCBeT/bere. Kajja je Hamospy Ha puMep CYHYaH JaH,
OBV OTBOPY MIN fiujadparMe 61 ce 3aTBOPIIIN, @ Kajla je TMypaH JjaH, OHU 61 ce OTBO-
pwu (Ha TpujeceTOropuIIBULY MHcimiuimyima apaickoi ceeitia Hysenose fujadparme
Cy NOTIIYHO PEeHOBMpaHe, jep jeffHo BpeMe HMCY pajue. JJaHac, Kako ce HaBOAN, BEO-
Ma Jjo0po pafie, amyu He BulIe y3 oMoh ceHsopa — Beh ce oTBapajy u 3arBapajy pyd-
HYM nyteM.”’) CBeoOyxBaTHM edeKaT je CIM4aH OHOM KOjU IIPOU3BOJie TPaJULIVIOHATHE
MaIpabuje — ca jefHe CTpaHe JOIYIITajy Aa HOCMAaTPaMo CIIO/ballliby TPU30P M3HYTPA,
a ga He Oygemo BubeHnu criopa u ca pyre, omoryhaBajy BeHTWIAINjy, OGHOCHO 60/bY
K/IMMaTu3anyujy npoctopa. Mehyum, ynora Hysenosux nujadparmm uie MHOTO fajbe
Ol OBMX TpaAMIMOHATHUX pedepeHLy/ynora Mmampabuja. [IpeBenene jesnkoM HOBUX
Mefinja, OHe IIOCTajy apXUTEeKTOHCKM KOPe/IaTUB CTaTUYHOj KaMepu, opumajyhu yio-
Iy »KnHeMmarorpagckor amaparyca“. Ho, Hacpam jy>xHoj ¢acasyi KOMIIOHOBAHOj Off
MeTa/lHMX Aujadparmiu, ceBepHa ¢acasia je u3BefeHa y GopMu KIacudHe 3Mj-3aBece
eMaj/paHe CIMKaMa MapyCKOr TPajiCKOT Iej3aka ,IONyT Ipoljeca HAaHOIIeHha XeMI-
Kanuja Ha gororpadcky mwrouy ' — mormu 6mucmo pehu kao Buj eBoKaluje HeraTuBa
¢dotorpaduje. O yemy je oBzie pey?

Ped je o urpyu nsmehy TpaHCcIIapeHTHOT ¥ HEIIPO3VPHOT VIV IIO/Ty TPAHCIIAPEHTOT, CTa-
TUYHOT U IIOKPETHOTL, IPOJOPHOT IIOITIefja U JIETUMIYHOT IIOI/Iefia/caryiefjaBama CIIVKe
cBeTa (0KO Hac 1 y HaMa). Ca ceBepHe CTpaHe MMaMO TPAHCIAPEHTHO CTAKJIO KOje eJIy-
MMHIUIIE CeHKY, U Ca jy>KHe CTaK/IO IPEKPUBEHO JIeMMMIYHO IIPO3UPHIM V/IN Y HEKUM
MOMeHTMMa (Kajja ce OTBOpM AujadparMy 3aTBOpe) HENPO3UPHMM METATHUM 3aCTO-
puma. Kop TpaHCIIapeHTHOT CTaKIa, IOAYNPTa YeMYHa CTPYKTYpa MOCTaje IpeBuie
acepTMBHa, JOK ¢acaja KOMIIOHOBAaHAa OJ METa/JHNUX AujadparMm pactBapa MpoCTOp
apXMTEKType U Ha M3BeCTaH HAYMH HACTOjU fa ra AemMaTepujanmsyje. CesepHa dacaja

27 Vcro.

28 Vcro.

29 #MardiMusée | La visite architecturale - YouTube.

30 Bupern: Vicro.

31 Nouvel J., Arab World Institute, Arab World Institute (AWI) — Ateliers Jean Nouvel.
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MHCIMPNCAHA je eCTeTMKOM MOJIepHe apXMUTeKype M YMETHOCTH, a jy>)KHa eCTEeTUKOM
VIMITpECHOHVICTUYKOT CIMKapcTBa. IIpBa mpusnneryje, repmuanma Hopmana bpajcona
(Norman Bryson, 1949) uucrt, npogopan nornep, (gaze), oK Apyra JeTUMUYaH, TeM-
nopanusoBann nornep (glance)* — oHaj Koju 3aip>kaBa U3BECHY CBECHOCT TENECHOCTY
CUTyMpaHe Y KBaJIMTeTy Horefa. VIMIpecroHucTy ¢y BepoBanu Aa 6oje He 6u Tpeba-
710 #a Oyny IoMellaHe Ha IajeTy YMETHUKA, HETO Ha peTHMU OKa rocmarpaya.” , Kazma
cy 60je momelaHe Ha IajeTy, HOCTOjU Ofy3uMajyhu mporec — 60je Texxe fa MOCTaHy
npHe. IlITo HeKo BuIlle Mellla IUTMEHTE Y HACTOjamby fla Kpeupa HeKy CYHTUIHY 60jy,
OHa II0CTaje TaMHHUja U TeXka. VIMIIpeCcMOHUCTH Cy HAacTOjaIu ia OBO 130erHy HaHOIIe-
IheM YMCTHUX 60ja [UPEKTHO Ha I/IATHA Y pacIIpliieHnM Taykama. [ToMelraHe Ha peTUHNI
OKa [TocMaTpadva, oBe TauKe Kpeupane 6u ¢pune HujaHce u cenke. ** JKan Hysen ynpaso
6upa HeyTpanHe 60je 3a eHTepujep objexTa (Oemy u cuBYy), Kako 6u ce mourpasao 6oja-
Ma ¥ MHTeH3UTeT!Ma, Mo 6ucMo pehn tauykactor (MOMHTUIMCTUYKOT) OCBET/berbha
Ha IOBPIIVHM apXUTEKType U IOCTeAYHO aHTaXKOBAO Te/IECHY — TAKTUIHY JYMEH3M-
jy mornena. benu entepujepu y HyBenoBoj apXutekTypu Kao fa MocTajy (CIMKapcKo)
IUIATHO Ha KOjeM Ce Mellajy MHTEH3UTeT! CyHueBe CBET/IIOCTM M3asuBajyhm y mocma-
Tpauy pasnnduTe Neplennymje 1 JoXup/baje npocropa. Ha oBaj HaunH cBeBupeha cra-
TUYHA NO3MUIMja ITocMaTpada 61Ba pasopeHa yBohemeM MHTepaKIuje ca OKpy>KemweM,
OJIHOCHO pe/IaTUMBHOT KapakTepa mpocropa. JJok ceBepHa dacaja HyAy allCOMyTHOCT Y
KapakTepy (rie 6u ce IOJ arncoMyTHUM MUC/INIO Ha HEIPOMEH/BMBOCT), jy»KHA HYAN
peaTUBHM KapaKTep — OHAj YMju M3I/Ie], 3aBJUCK Off HheroBe penalyje ca cy6jeKToM 1
CIIO/bAIIIEbUM KOHTEKCTOM. IIpBy Hynm MoryhHOCT muHeapHOr cariefaBama Ipusopa,
a Ipyru pparMeHTapHO carjefjaBambe 1 IOBe3UBambe IPU30Pa CIO/bALIBET OKPY Keba.
[IpBu Hyau MOryhHOCT carefilaBama OKpY>kKera y IOKpeTy (aHaJIOTHO Ujjeju IOKpeTHe
KaMepe), a IpyIH, carjefiaBame OKpy)Xema Kpo3 QUKCHUpPaHM OKBUP 3ay3VMarmbeM CTa-
TUYHE [03MI[}je IocMaTpava (aHalOTHO UJEej) CTaTUYHe KaMmepe).

Mumnapeii — apxuitieKitloHcKa ipomenaga

JIpyru eneMeHT aparcke KynIType JOMUHAHTaH y apXUTeKTypu Mnciiuilyiia apaii-
ckoi ceeitia jecte Kyna og xrwuie — feo 6M6mMoTeKke OBOT MHCTUTYTA KOjU Ce HA/lasy y
3aIaJiHOM JleTy IIpaBOyraoHoT objekTa. Kyma ce mpocTupe 11e/10M BUCMHOM OBOT 00jeK-
Ta U pedepeHlia je Ha TPaAMIMOHATHU €/IeMEHT apalrcKe apXUTeKType — MUHapeT
Koju ce Hamasyu y rpagy Camapu, CTOTMHAK KiujoMeTtapa ceBepHo of barmaza.”” Pey je
0 HajCTapujeM CIIMPATHOM IIY>KOMKOM MMHapeTy usrpaheHoM y 9. BeKy — KyIu Koja
je Bucoka 52 m u mupokxa 33 m, OKPy>kK€HOj CIMPATHOM CIIO/balliboM pammom. Hysern
ympaBo y Kyznu og kruie pelpopiyKyje njiejy OBor MUHapeTa’, OfHOCHO 1/fiejy KPy>KHOT,

32 Bupetn: Bryson, N. (1983) Vision and Painting: The Logic of the Gaze, New Haven and Lon-
don: Yale University Press.

33 Kuma, K. (2008) Anti-Object: The Dissolution and Disintegration of Architecture, trans. Hiroshi
Watanabe, London: Architectural Association Publications, p. 99.

34 Vcro, cTp. 99-100.

35 #MardiMusée | La visite architecturale - YouTube.

36 Vicro.
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OYMMA KAMEPE: HYBEJIOB MHCTUTYT APAIICKOI CBETA'Y ITAPU3Y

CIIMPAJIHOT KpeTama y3 moMoh pamiie koja HaM omoryhasa jja ce IIOIIHEMO Ha pas/Indn-
Te eTake OMOMMOTeKe U IO CaMOT BpXa 3rpafie. Y 0BOj KY/I 4yBajy ce KibUre Koje Ipu-
Tajajy aparnckoj Kynrypu.”’

Kyna og xmwuie Huje u3BefieHa Ha TPaJUIMOHATHA HAYMH — BEPHAKY/TAaPHUM je3U-
KOM aparicKe apxXuTekType, Beh je mpeBeneHa Ha jeauk MofiepHe apxutekrype. Hanme,
paMIIa oBe KyJie eBOKalyja je Oejie CiipaiHe pamiie aTpujyMcKor mpocropa IyieHxajmo-
601 myseja (Guggenheim Museum) y Ibyjopky, apxutexte ®penka Jlojaa Bpajra (Frank
Lloyd Wright, 1867-1959), onocHo Jle Kop6usjeoBe upeje apxuTeKTOHCKe IIpOMEHafie,
MIPOJKETE Y OBOM CIy4ajy jOII jeSHNM €/IeMEHTOM MHCIMPUCAHUM MOJEPHOM apXUTEK-
TypoM Jle Kopbusjea — XxopusoHTamHUM U3[yKeHUM ITpo3opom. Hanme, ok kmacuaam
BepTUKaIHNU 1Ipo30p (la porte-fenétre) ,penpomyKyje MMIIPeCcHjy KOMIUIETHOT IIPOCTO-
pa“, omoryhasajyhu carnenaBarme Ha npumep yaulie, 3rpajie/6aire u Heba, XOpPU30H-
TaJIHNM M3AY>KeHU 1posop (la fenétre en longueur) ymamyje meplenuujy craBbajyhn
aKIIeHaT Ha Iej3ax<’®, y OBOM C/Iy4ajy Tpafcku mejzak. OHO IITO XOPM3OHTAIHNU IIPO-
30p cede U3 ,IIMPaMMAATHOT IPU30pa’, y KOjeM IocMaTpad MMa JoMuHupajyhy ynory
HaJl CHO/BALIILMM IIPOCTOPOM jecy Tpaka Heba U Tpaka T/1a (KOju ofjpakaBajy MIy3n-
jy mepcrekTyBHe ny6uHe)*, popmammsyjyhu u unHehu XOpM30OHT BUJ/BUBUM U TaKO
medMHUIIE CBAKY IIPOCTOP Y TEPMUHMMA HbeTOBe pefalyje Ka XOpu3oHTy. JJoK Kimacud-
HJ BEPTUKATHI IIPO30P UCTHYe NEePCIEeKTUBHO carjefjaBabe IPOCTOpa IMOCTaB/bajyhn
IIOCMaTpaya y CTaTU4HY, cBeBufiehy, eHTpanHy nosuuujy, xopusonraaunu Kopousje-
OBCKM IIPO30P yCMepaBa IOITIEN, Ka XOPM3OHTY ¥ HABOM HAC Ha carylefjlaBarbe IPOCTopa
KpO3 ITOKPET, OJHOCHO y IOKPETY. ApXUTEKTOHCKA MpoMeHajia Kyze og xrvuie, IpoXxeTa
XOPM3OHTA/THUM M3IY>KEHUM IIPO30POM LI€/IOM JY>KMHOM apXUTEKTOHCKM je KopenaT
IPOCTOPY IIOKpeTHe KaMepe Hyfiehy ceKBeHLIMjaTHO OIMOTaBalbe C/IMKA UCIIPe], OUMjy
IOCMaTpaya KaKo ce OH IOCTeNeHo Kpehe Kpo3 CTPYKTypy IpocTopa, apasenHo rybe-
hu gomunmpajyhy, cseBupehy ymory Hap cropammsum npoctopoM. [lakie, He momyT
CTaTMYHOT IIOI7IefIa YOKBYPEHOT (PUKCHOM KaMepOM, XOPM30HTA/IHY IIPO30P OBE apXN-
TEKTOHCKE ITPOMEHaJie HyIM OKBUP KOji IIO3MBa Ha KpeTame M caryefaBarbe CIojba-
HIET TPOCTOPA KPO3 MOKPET.

Ho, Ha nocnenmeM crpaTy oBe KyJle Ha/lasM ce NMPOCTOpHja KOja ce HeKajia 3Baja
Cobasa IylIerbe, a JaHac Poronpga.* [lanac, ona je »CBe4aHa IPOCTOPUja KOja ce KOpu-
CTU TOCeOHO 3a BpeMe OTBapama U3NOXOU JIHCHuilyitia apaiickoi ceeiiia N Koja ce
HacTaB/ba yje[HO Ha BENMKY IPOCTOPHUjy — IPOCTOPUjY Bucokoi ceeilia y K0joj ce Tpagu-
IIVIOHAJTHO cacTaje YIpaBHU of6op VIHCTUTYTa U KOjU OKyI/ba pYKOBOACTBO VIHCTUTY-
Ta 1 ambacape 22 sem/be Apancke nure.*! OBa mpocropuja omoryhasa noryey Ha [Tapus
ckopo 1of, yrinoM of, 360 ctenenu. IIpakTuyHO ca oBor MecTa, Bpxa Kyne og kmule,

37 Ucro.

38 Colomina, B. (1992) The Split Wall: Domestic Voyeurism, in: Sexuality & Space, ed. Colomina
B. New York: Princeton Architectural Press, p. 112.

39 Vcro.

40 #MardiMusée | La visite architecturale - YouTube.

41 Vicro.

[CyrTyPa




JKEJBKA ITJEIIVBALL

Ipy»Xa ce IOITIeN, CKOPO Y jefHOj KPY>KHOj IIyTamy Ha 4eTBpT [lapusa Ha 1eBoj obamm
Cene MoumnapHaac/Montparnassel/, Ajpenosy xyny/la Tour Eiffel/, mogepry dbunancnj-
cky ueTBpT Hdedanc /La Defense/, xkategpany Hotp [Tam /Notre Dame/ u Tpr Bactusse /
Place de La Bastille/ ca gecne crpane Cene®, eBonupajyhn naejy maHopaMmcKor cariesa-
Bamba Iej3aaka — OfHOCHO MaHopaMcKe (oTorpaduje iy maHOPAMCKOT IpK3opa Gpuim-
cke kamepe i upejy Jarepose (Louis Daguerre, 1787-1851) auopame.

JIoK cMO KOJi XOpM3OHTA/IHOT Ipo3opa pamiie Kyze og krvuie UMany IpU30p KOju
cede Tpaky Heba I TpaKy 3eM/be M yCMepaBa MOIJIeNl Ka XOPU3OHTY, POTOH/Ia Hy M ITaHo-
PaMCKo caryeflaBame nejsaka. [lanopama je pynmamenTanHo seduHmCcana Kao ,Mypan
OCIIMKaH Ha KPY>KHOM ITPOCTOPY OKO I[eHTpaHe I1aTdopMe Ha K0joj ce Ha/ase ImocMa-
Tpayy ¥ KOjuMa ce Hyfiu MOTYRHOCT [ja TIOCMATpajy y CBUM IpaBLVIMa U BUJie CLieHY
Kao J1a Cy ycpern me“?. Ped je 0 fpyraunjoj KOHIIEIIVj1 TIOI/Ieia KOja ,XBaTa OKPY)Kerbe
107} 3HAaKOM e(peMepHUX U 3aMaI/beHNX CeH3auuja yxsaheHnx cybjekToM y mokpety “*,
OJIHOCHO 0 Mieju Koja omoryhaBa ypamame y mpoctop. OBJie BuIlle He paiIMO ca perpe-
3eHTalljaMa OrPaHNYeHUM y HaToM (HOpMaTy IONYT PeHECAHCHOT paKypca/IepCIeK-
TUBE, HETO Ca ayTEHTUYHUM ,,aKyMy/aTOpoM ceHsanuja“.*® [[pyrum pednma, mocMarpayd
OBJle BHIIIe HUje jefHOCTAaBHO OKPEHYT IpeMa ,[I030pHULN , OuBajyhu y Besu ca ypa-
Jb€HOM VI OTPaHMYEHOM CLIEHOM IIPM30pa, HEro je cajja 3apOmeH Y ,XaTyLHATOPHM
YHUBEP3yM“ KOju HyAM BUCOK cTeneH peanHocTu.’ ITocmarpad ce Bullle He HajIasu
LUCIIpen Beh yHyTap CLIeHCKOT IIpU30pa, YHYTap AMjereTCKOT U CEH30PHO BU3YETHOT
npocropa. [Tocetnnar; Potoune Mucimuitiyiia apatickoi céeitia, fobuja moryhHocT aa
Oy7ne OKpy»KeH CLIeHOM — IIPM30POM T'paficKor 1ejsaxka ITapusa ckopo mop yriaom op, 360
CTeIleHM, OTHOCHO Jja Oy/ie TOTA/THO YPOIeH Y IPajiCKM Iej3axk OKpY>Kyjyher mpusopa.

Yuywpawrwe geopuwitie — bena Kyiiuja

Ho, xako 6u ce criojue oBe ABe IiennHe — o6jekar ca acajjoM OKpeHYTOM Ha ceBep
npema crapom Ilapusy koju cumbonusyje 3amaz u objexar ca ¢pacazioM OKpeHyTOM Ha
jyr mpema MopepHoM Ilapusy, koju cumbonusyje Opujent, Kan Hysen je nHampasno
HEKOJ/IMKO Iacapena Ha 9, 8. 1 4. cIipaTy u joll jeflaH 3aHMM/bMBU €/IeMEHT MHCIIVPUCAH
TPAJVILIMOHATHOM apallCKOM apXUTEKTYPOM, a TO je YHyTpalllibe IBOPUIITE OKPYKEHO
Maurpabujama.?’

Hamnme, apamncke kyhe 6me cy 3aTBopeHe IpeMa y/IUIM ca jefHe CTPaHe, OfTHOCHO
yCMepeHe ITpeMa YHy TpalllibeM JBOPUIITY ca Apyre. Malpabuje ce HUCY HaTa31Ie caMo
Ha IIPO30pUMa, Tohama 1 6aIKOHMMA YCMepeHNM IIpeMa yIniy, Beh 1 y yHyTpalimeM
fiey 06jeKTa, OfHOCHO IpeMa IBOpUIITY Takobe, 3asipxxaBajyhu cBojy ynory ozBaja-
1ha IIPOCTOPA HaAMEeHeHOT MYyILIKapIiMMa Off TPOCTOpa HaMeHmheHOT JkeHaMa. [IBopuiiTe

42 Vicro.

43 Marzo, J. L., The Panorama, Microsoft Word - Panorama-english.doc (soymenos.net) , p. 1.
44 Vicro, cTp. 3.

45 Vicro, cTp. 6.

46 Vcro, cTp. 7.

47 Bupetn: #MardiMusée | La visite architecturale - YouTube.
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OYMMA KAMEPE: HYBEJIOB MHCTUTYT APAIICKOI CBETA'Y ITAPU3Y

je 6110 jaBHU IIPOCTOP y KOMe Cy Ce YeCTO OfjBUja/Ii MOCJIOBHM CACTAHIV M KO TaKaB
y TPafiuIMIOHA/THOM MCIAMCKOM CBETY IIPUIAZIA0 je MYLIKapLUMa, ZOK Cy HOPOANIHA
yHyTpaumsy mpocropu kyhe npunapanmm skenama.*® YKena je Tako Moria fa 6yge npu-
CyTHa y OKBUPY JBOPUIILTA, /Iy CAaMO Ha MH/VIPEKTaH Ha4MH II0OCPeACTBOM Malpabuja.
»Marpa6uje cy [Tako] omoryhaBase a >xeHa mocmMarpa [MyLIKM CBeT), ainu ia He Oyze
ImocMaTpaHa 1 /ia yIio3ope MyLIKaplie Ha IIOTEHIVjaTHO NIPUCYCTBO >XKeHa KojuMa Huje
6uno omoryheHo fa 6yny Bubee. [...] >)keHa je Mora ja fo6uje IPUCTYII MYLIKOM IIPO-
cTOpy 3afp>kaBajyhu HopMy poiHe cerperaiyje, [JOK ca ipyre cCTpaHe] HUCY IOCTOjamn
aPXMUTEKTOHCKM €IeMEHTU VIV HeKM JPYTH, KOju 6M JO3BOMIIN MYLIKapIy Aa Ipoape
y >keHCKu mpocTop.“’ Ha oBaj HauMH cy 3ampaBo yaare >keHe 6u1e 3amrTnhene o OHMX
MyLIKapala ca KojuMa HUCy Ouie y pogHoM cpoacTBy.” Y KoHTeKcTy MHciuiniyiia
apaiickoi céeilia, yHyTpalllibe IIPOCTOPUje ca Tepacama Koje I7efjajy Ka IBOPUILTY IIpe-
KpMBeHe Cy Mallpabujama, a/ii u3BefieHe OBJie Ha APYradyMjyl HAauMH — je3KOM MOJiepHe
apxuTeKkType. Y INTamy Cy jeTHOCTABHU KBaJpaTu of 6e/I0r MepMepa, KOji Hac IoMa-
o nopcehajy Ha anabacTep (BpcTy MeKOT U IIPO3pavyHOT 6e/10T MepMepa) Kojii ¢y Aparu
BPJIO pajio KOPUCTIIIN Y aHTUYKOM IIepHOAY.”! YHyTpalltbe IBOPUILTE, POPMIPAHO OF
cepuje KBafipaTa MCTHX BelMYMHA Off 6€/IoT MepMepa, Koje IOBPEMEHO CITY)KM Kao U37I0-
OEeH! IPOCTOp, eBOKallMja je bese Kyiiuje/koyke — 3allafHOT KOHLIENTA M3/I0KOEeHOT
npocropa — am0JieMa ajujeHanuje yMeTHOCTY M YMEeTHVKA Off ApyluTBa. bena kyimiuja
- 3aMUIIUbEHA je Kao KBA[[PaTHY VJIU IIPABOYTaOHM IIPOCTOP JIMILEH IIPO30pa, 3U0Ba
000jeHrx y 6e10, y KojeM TaBaHMIA IIOCTaje jefuHM U3BOp cBeTnocTn.”? OHa je ,reTo
IPOCTOP, jeiNibelbe 3a IIPEeXKIB/baBatbe, IPOTOMY3ej ca AMPEKTHUM yCMepermheM Ka 6e3-
BPeMEHOM, CeT yC/IOBa, CTaB, MECTO JIMIIEHO JIOKaluje, pedieKC Oro/beHe 31ii-3aBece,
MaruyHa KOMopa, KOHIIeHTpalyja MICII, MoKz U rpenika. > Kako Mumiko Illysaxo-
Buh HaBopu: ,Mopen 6ene Koyke HMje TPAHCUCTOPUjCKY, TPAHCreorpadCKy U aroim-
TUYKYU KOHCTPYKT pajia y 6e3MHTepeCHOM U ay TOHOMHOM CBeTy yMmeTHOCTU. Hanporus,
€CTeTCKM MIeaUTET Oesle KoyKe je CrelyyHa MaKpOIOIUTIYKA M MUKPOIIOIATIY-
Ka KOHCTPYKIMja ayTOHOMUje YMETHOCTH, YMETHIYKOT flefla ¥ M3/Iaraba yMeTHIUYKOT
menma“>* v u3Nmo>K6EeHOr rajiepujcKor IpocTopa Koju je ,CBOjCTBEH 3a JPYLITBO BUCOKOT
MopepHusMa“. OTHOCHO, yMeTHIYKA Jie/ia/U3/Iox0e ce OBJie IpefiCTabajy U HOCMaTpajy
Kao HeyTpaJHe U 4YMCTe, HETOAUPHYTE Ca BPEMEHOM U CBOjUM IIPOMEHAMa, TajHOBUTE,
CKpMBEHE Off 04Mjy jaBHOCTM, OZHOCHO HeJOAVPHYTE CIO/bALBYM JUCKYPCUMA, a CaM
M3/I0>KOeHN TIPOCTOP KA0 MeaIN30BaHy eCTeTCKY IPOCTOP 3a IIPpe3eHTaLjy M KOMY-
HUKaLINjy.

48 Kenzari, B. and Elsheshtawy, Y. op. cit., p. 21.

49 Vcro.

50 Hcro.

51 #MardiMusée | La visite architecturale - YouTube.

52 O’Doherty, B. (1999) Inside the White Cube — The Ideology of the Gallery Space, Santa Monica
- San Francisco: The Lapis Press, p. 7.

53 Hcro, cTp. 80.

54 Suvakovi¢, M. (2006) Diskurzivna analiza, Beograd: Univerzitet umetnosti u Beogradu, str. 391.

[CyrTyPa




JKE/DKA TIJEIIMBALL

Benu 3umoBM yHyTpallllber JBOPUILITA, KPEUPAaHM cepyjoM Oenx KBajipara pacio-
pebeHNX y mpaBIMTHOj TEOMETPUjCKOj MPEXH, CKPMBAjy IOITIE ITOCeTH/Iala KOju ce
Hamase yHyTap VHctuTyTa. OHO IITO Ce Ha/masy yHyTap mera, Huje moryhe BupeTn
U3 YHYTpAlLIBUX IPocTopyja VIHCTUTYTa TeloM y IOKpeTy, Beh 3aycTaB/bameM Tena 1
IpelM3HIM yCMepaBambeM OKa u3Meby mpopepna kBajpara.

Cepuja xBazipara pacrnopeheHNx y mpaBUIHOj TeOMETPUjCKOj MPEXM je eBoKaluja
jOLI jefIHOT eleMeHTa MOJEPHOT 106a — cepuja/HOT 06/IMKa MPOAYKIMje KaCHOKAIN-
TAIMCTUYIKOT KOH3YMEPCKOT JpyIuTBa, oMoryhene msmely ocranor mojaBom kamepe.
Jenwna pasnmka mely 6enum KBasipaTiMa off MepMepa je y MHTE€H3UTETY OCBET/beHO-
CTV BUXOBUX IOBPIIVHA TOKOM JaHa (Kao U Y MHTEH3UTETY OCBET/bEHOCTH ,,0fICyTHE
Mpexxe“ y K0joj cy oBu KBagpatu pacriopehenn). Ped je o 6eckpajHoj penetunyjn ecex-
LUja/THO MJEHTUYHNUX objeKara Koju KOHCTUTYuINY ¢acafy YHYTpALIbeT [BOPUILTA,
a KOja HaC HaBOAM Jla Pa3/IMKy JO>KMBUMO Kao MCTO, OBZHOCHO ped je 0 apTuduumjesn-
HOj Kpeaunju pasnuke. Konrpagukumja nsmely pasnmke u penerunyje je cBojcTBeHa
cepMjaJIHOM OOMKY MPOAYKIMje — OO/MMKY Koju Ipom3yasy, any Hyje UAeHTUYaH ca
MacOBHOM IIPOAYKIMjoM pobe: ,,JJok MacOBHa IIPOAYKIMja pajiu 1a eTMMUHMIIE PA3/IN-
Ke, cepyujajiHa IPOAYKIMja YBOAY OTPaHMYEH! OIICET Pas/iMKa y MACOBHO IIPOYKOBa-
Hu objexar.“> Kako JKau bogpujap (Jean Baudrillard, 1929-2007) npumehyje y kiusu
Cucitiemu objexaitia (Le Systéme des objets, 1948), ,,Hujenan objekar ce He II0jaB/byje Ha
TPXXUIITY JAHAC y jefHOM TUITY, Beh ca omceroM cTporo MapruHaaHuX pasiumka — 6oje,
floflaTaka, feTa/ba — Koje peKpeupajy miysnjy nsbopa. Ilocnennaso, oHO IITO KOH3Y-
MMpaMo Huje 00jeKaT y CBOjoj MaTepyjaTHOCTH, HETO y CBOjOj pas/IuIy — o6jekaT Kao
3Hak. Tako, pasnuka cama rocraje objekaT KOH3yMaluje, a areHja cepujaaHe MPOFyK-
Luje MOoCTaje OYUITIefHa: MaK/b/BA IPOM3BOIba U KOHTPOIA NMPOAYKLYje pasauKa y
[...] apymTBY.“** CBaKM KBajparT je OBJe OI/Iefano Koje pedieKTyje cBe Apyre M UCTO-
BPeMeHO CBaKM je pedekcuja cBux Apyrux. ok peneruiuja mHayrypuile 6eckpajHy
WPy 3aMeHa, KIacuuKalmja, IpeoKpeTa 1 IPOHAB/bakba, OBA UIPa CyCIIeHAyje 6uto
KOjy pedepeHITy U3BaH caMe cepuje, MaK/bUBO ce IToUrpaBajyhn ca urpoM mpousBofimbe
¥ KOHTpOJIe IPOAYKIMje pasnuka. PedpepeHIia Ha cepujaHy IpoAyKIMjy IPUCYTHA je
Y 'y UTPM Ca MeTalHuM OneHfaMa/aujapparmama pacriopehernm y perymapHom reome-
TPUjCKOM pacTepy jyxHe ¢acape.

IIponas - tiepcieximiuda Hacupam UnAOUHOCIAU

Hajsapn, jomr jenan eremenT apancke apxutexrype Koju sKan Hysen ysonu jecte mpo-
na3 numeby Ba gena o6jexra Koju Ham oMoryhaBa Jja ca CIO/ballllbe CTPaHe IPUCTYIIIIMO
ABOpMIITY (YKO/IMKO CYy BpaTa OBOT IIPOjIa3a OTBOPEHa). Y BU3YeTHOM KOHTEKCTY, OBaj
IpoJIa3 IoBe3yje CPeNmbOBEKOBHY KaTonmuky LpkBy Hotp [am — cumbon xpumrhan-
crBa (amu u rpaga [Tapusa u ¢ppaniycke Hauuje) u Memopujan )XpTBaMa fieniopranuje
3a BpeMe [Ipyror cerckor para (Mémorial des Martyrs de la Déportation, nmocsehen

55 Owens, C. (1992) Beyond Recognition: Representation, Power, and Culture, eds. S. Bryson et al.,
Berkeley — Los Angeles — Oxford: University of California Press, p. 118.
56 Vcro.

[CyrTvpa




OYMMA KAMEPE: HYBEJIOB MHCTUTYT APAIICKOI CBETA'Y ITAPU3Y

JeBpejuma u nonypan nza Horp Jama na Octpsy rpaga/Ile de la Cite/).”” Tako y jegrHoM
HOTe3y MMaMO VICTOBPEMEHO Be3y Ha cuMbo/mn4koM H1Boy n3Meby xpuinhancTsa, jypa-
usMa 1 ucnama.” [TocMaTpaHo 13 yHyTpallliber ABOPUILTA, Ca jeffHe CTPaHe Cyo4yaBaMo
ce ca IIOI/IefjOM KOjit MCTu4de (peHeCaHCHY) HepCIeKTUBY U pedepeHInjamHo carmesa-
Bambe I1€j3aXKa, U ca JpyTe, ca ycMepeHomuthy mornesa Ha Gerie IJIOIIHE 3U/j0BE JIMIIEHe
nepcrekTrBe (TepCIeKTHUBHOT caryefjaBarba IPafICKOT Iejdaxka) M TepMuHnMa Qu-
Ma, Cyo4aBaMo Ce ca UTPOM IIOITIefia Y ia/bUHY U HOITIefia (KaMepe) 13 61usnHe.

Hysenos Mnciiuiniyin apaiickoi ceéeitia y Ilapusy: oko kamepe — oxo 3ailaga

Urpa usmeby ypapeHor mornesa u mornesa u3 O11M3MHe, HEPCHEKTUBHOT U IIIO-
IIHOT IOIVIefla; YOKBUPEHNX IOITIefia Koja HyAe (pparMeHTapHO carjiefiaBame Ipu3opa
U TIOT7IEfja IMIIEHOT OKBMpa; CaryieflaBama IIPM30pa M3 CTATMYHe MO3MIHje 1 caryefa-
Bama IIPN30pa KPo3 KpeTambe TeJla; IepPCIeKTUBHOT MOITIefia YCMEePEHOT Ka XOPU3OHTY
u norzefia of 360 cremenu, Te yBoheme MeTalHNUX IIOKpeTHUX AujadparMu Koje CTy-
I1ajy Ha MECTO TPagULMOHATHNX CTATUYHMX APATICKMX T€OMETPUjCKUX OTBOPA U apXu-
TEKTOHCKe ITPOMEHa/Ie Ca XOPM3OHTATHIM M3YXKEHIM IIPO30pNMa, pedeperiie Cy Ha
KIHeMaTorpadCKo carjefjaBame 1 KOPaK Jjajbe, KMHeMaTorpad)cko pasyMeBame Ipo-
CTOpa, OKPY>KeHa, OJHOCHO CBETa OKO HAC M y HaMa.

Ipyrum peunma, oHo mto Hysen oBfie Hyay Huje HeKa ,,ICTMHA® O @paIICKOM CBETY
(xaxo To bumH youaBa®), Beh unmennIa fa je sHame (y 0BOM CIIy4ajy) O apalCKoM CBe-
Ty KuHemamfioipagcke tpupoge, OFHOCHO IOCPEJOBAHO ,pelpe3eHTaljamMa‘, To ject
KOHCTpymcano ounma 3amaga. Kako Egsapy Cap (Edward Said, 1935-2003) naBopu:
»OpHjeHT, [...], Koju ce mojaB/byje y opujeHTanu3Mmy, [...] jecre cucreM pempeseHTaIu-
ja Koje Cy CTBOpM/IM 4MTaBM HM30BU CUIA, 3axBajbyjyhu kojuma je OpujeHT ymrao y
3alafHy HayKy, 3allaiHy CBeCT U KacHMje, y 3amafHy umuepujy. “® ObjeKTBHA OTKpK-
ha Opujenra — gena 6pojuux Hay4dHMKa 0 OpMjeHTy — YCIOB/beHA CY YMIbEHUIIOM Ja Cy
IbMIXOBE VICTUHE, ,KA0 U CBE IPYTe UCTUHE KOje Ce IIPEHOCE je3NKOM, OTE/IOB/bEHE Y je3N-
Ky, a ICTUHA je3NKa je, Kako je Huue pekao, ‘Mo6mIHa Bojcka MeTadopa, METOHUMIja
U aHTpoIoMop¢u3aMa — YKpaTKo, 30up /bYACKUX OFHOCA, KOjU CY IOETUYKM U PETO-
puuky yBehaHM, TPaHCIIOHOBAHU M y/IENIIAHM U KOju, IOC/e JyroTpajHe yHnorpeobe,
U3I/Ieajy /byAMMA YBPCTY, KAHOHCKY 11 00aBe3HV; MCTHHE Cy MIIy3uje 3a Koje je 40BeK
3abopasyo fa cy oHo wTo cy*.“ Bpennoct OpujeHTa y Hadeny je 6una feduHucana
»€BPOIICKVM ITOjMOBVIMA, a TOCeOHO [I0jMOBMMA KOjy Cy O3Ha4YaBanu fAa je 6au EBpoma
— eBpOIICKA HayKa, aKafleMCKe JIUCIV/IMHE, eBPOIICKO CXBaTambe ¥ yIIpaBa — 3aCly)KHa
mTo je OpMjeHT MpeTBOPEH y OHO IITO je 610 cama

57 #MardiMusée | La visite architecturale - YouTube.

58 Buperu: Vcro.

59 Biln, J. op. cit., pp. 25-37.

60 Said, E. (2003) Orientalism, 5th ed., London: Penguin Books, p. 203.

61 Nietzsche, E On Truth and Lie in an Extra-Moral Sense, in: The Portable Nietzsche, ed. and
trans. Kaufmann, W. (1954), New York: Viking Press, pp. 46-47; in Said, E. op. cit., p. 203.
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»OKo kamMepe“ HyBenoBor apXuTeKTOHCKOT IpoCcTopa MHCTUiiyia apaiickoi ceeiila
y ITapusy, meTadopa je 3a ,,oko 3amaga“ v repmyanMa Mumrena @ykoa (Michel Fou-
cault, 1926-1984) ,,amaparyca Mohu“ Koju XBarta, OpMjeHTHUIIE, JeTePMIHNIIE, 00/IN-
Kyje, KOHTponuile nwin obesbehyje recrose, MoHaIIaka, MUII/bEIbA WM JUCKYPCe O
aparckoM cBeTy. EnemMeHT TpapuionanHe BepHaKy/IapHe aparcke apXuTeKkType (mpe
cBera: MalIpabuje, MUHapeT, YHy Tpalllibe JBOPUIITE 1 IIPO/Ia3) IpeBeieHN Cy IaK/Ie Ha
npumepy Muciiuiliyitia apaiickoi céeilid jesSMKOM MOJepHe apXUTEKType MHCIMPYICaHe
yMmetHouhy ¢unmMa, nmpuaaroheHe Kao ,,KOMIIOHEHTe CTPOro 3aIlaHOT 06jeKTa, Kpeu-
pajyhu apancke pedepeniie kao pediexcuje 3anaga mpe Hero kao uctuse Vcroxa.

MebyTum, Huje ped oBe caMo O AUCKYPCY OpMjeHTaNN3Ma, HUTU O jeJHOCTAaBHO]
urpu Mehy 6MHapHMM mapoByuMa, noce6Ho nsmeby 3amazna u Vicroka. YBobhemem LieH-
TPaJIHOT IBOPUIITA KOjUM Ce II0OBE3Yjy CEBEPHA U jy>KHa CTpaHa, HyBen yBoay cHaXXHY
napajeny usMmeby npeonoruja KanuTaaMCTUYKOr 3amaja M TpaguLMoHaaHor VcToKa.
Tomac Meksunej (Thomas McEvilley) maBomn: ,,Y morpasu 3a 3Hagajem oBor obmmka
usnox6e [Oene kyiliuje], MOpaMo ce OKPEHYTHU Ka JpPyrMM o6mMIMMa KOMopa Koje Cy
Owle KOHCTpPyNCaHe Ha CIMYHMM NpuHIMIMMa. KopeHe oBe KoMOpe Be4HOTr IIpuKasa
Tpeba nmpoHahy He TOMMKO Y UCTOPUjU YMETHOCTY KONMKO y permuryju. [...] Ermmarcke
rpo6OHuIle Ha IpuMep, [...] 6ue cy Au3ajHMpaHe ja eMMMIHUIIY CBECHOCT CIIO/bAIIIbET
cBeTa“” U IIPO/IA3HOCT BpeMeHa. Y PeIUTMO3HOM CBETY, YyBambe Tela ¢papaoHa, OfHO-
CHO ,,KMBOTa“ (papaoHa Kpo3 BeyHOCT 06e36ehuBaso je ouyBame Ap>kaBe 3a KOjy ce
oH 3ajarao. C/IMYHO, y peaTHOM, HEPUTYa/THOM CBETY, KOHCTPYUCambe ,,HeIPOMEH/bI-
BOT ITPOCTOPA“ MJIM IIPOCTOPA y KojeM Cy eeKTy IpOoMeHa CKPUBEHM VI IpepyLIeHN,
MIOKYIIAj je OYyBama CTamba HeIIPOMEH/BMBOCTH (status quo) y TEpMUHMMA COLIMjaTHUX
BPEHOCTYU MM Y YMETHUYKOj MHCTAHIIM, YMETHUYKIX BPETHOCTIL.

Cmirano y konTekcTy HyBenoBor Muciuitiyia apatickoi ceeitia y ITapusy, mpesobe-
b€ apIIacKor ABOPHIITA OKPY>KeHOT Malpabujama Kpo3 HyBenos koHIenT 6ene kyitiuje
9Mj} CY 3UAOBM OONMKOBAHM CEPUjOM KBajjpaTa y IIPAaBIIHOM IeOMEeTPUjCKOM pacTe-
Py, M3I7Iefia Kao IofB/Iaderbe mapaese u3Meby (penpecuBHNUX) UAEOIOINja KauTaIu-
3Ma 3amazia 1 TpaaMIMOHAIHe aparcke KynType Vcroka. Oba cy 6mia gusajHupaHa fa
eIVMMVHUIIIY CBECHOCT CIIO/balllbel KOHTEKCTA Y 04yBajy WIy3Ujy HEeIPOMEH/bMBOCTI
u BeyHor npucycrsa. Mebyrum, HyBen uae kopak fajbe 1 OBJie YBOAU CHaXKaH IIOTe3,
VICTOYHY CTPaHy KyTHje OTBapa IIPoJIa3oM KOjy pa3apa 3aTBOPEHY KOHIENT Oesie Ky iiu-
je, OIIHOCHO apaIacKor IBOPMINTA OKPYXKeHOT Malpabujama. IIomHoM norneay Tako
HYJM HOBY IIePCIIeKTVBY (He OHY Koja je ycMepeHa Ka HeOy), Beh kxa ITapusy, omHocHO
karenpamu Horp Jam 1 Memopujany >xpTBaMa fieriopTanyje 3a BpeMe JIpyror cBeTCKOr
para, Ha cMMOO/MIMYKY HauyH noBe3yjyhu xpuimhaHcTBO, jygansaM U UCIaM, Y 4eMy ce
or7Ieia MOMIMTUYKO J€jCTBO, CHara 1 Moh oBor ofjekra.

Hysenos Mucitiutniyini apiiackoi ceeitia y Ilapusy, mapafurMaTcKy je mpuMep MIocCT-
MogepHe apxuTekType. Kako je ped o 3aMeHu jegHOr o3HaumTesba (HIIp. Malrpabuja)
ApyruM (MeTaJHVM CeH30pHMM AMjadparMaMa Wiy Iak KBaJpaTHUM OeM MepMep-

62 McEvilley, T. (1999) Introduction, in: Inside the White Cube-The Ideology of the Gallery Space,
O’Doherty, B. Santa Monica - San Francisco: The Lapis Press, p. 8.
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HJM 3aCTOpPVIMA) — IITO je CBOjCTBEHO MeTadopH, Te O NOCTaB/bakby je[JHOT KOHIIeNTa
y3 mpyru (Hip. dacaze of MeTamTHUX Mawpabuja/aujadpparMm HacIipaM CTaK/IeHe 3WJ-
3aBece) — LITO je CBOjCTBEHO METOHMMIUjI, IIpeBoheme je oBae BubeHo kao Metadopmy-
HU ¥ MeTOHUMMjcKu nporec. [Tporecu npesobhemwa 3acHoBaHM Ha MeTaOpM M METO-
HUMUjJ OBJle HEMajy 3a IIMJ/b CaMO Jja YKaXKy /1a je 3HaIbe O aPAIICKOM CBETY Y KOHTEKCTY
IVICKypca O OpMjeHTalIN3My IOCPENOBAHO pelpe3eHTaljaMa, TO jeCT KOHCTPYMUCAHO
ouyrMa 3amaja, Beh y KOHTEKCTY HMOCTX/IaIHOPATOBCKOT AUCKYypca O HOBOM XyMaHM-
Tapu3My, fla yCIIOCTaBe Iapajeny usMehy mpeonormja KanmTaaucTHMYKOT 3amaja u
TpapuoHanHor VIcToKa, la yBule CIMYHOCTY ¥ pas/inKe OBUX MJEONOIMja u oxpabpe
NepCIIeKTYBY IIPOMOBICamba U jadama capajme U KoMyHMKanuje nsmehy @panuycke,
EBpore u aparnckor cseTa.
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THROUGH THE CAMERA EYE:
JEAN NOUVELS ARAB WORLD INSTITUTE IN PARIS

Abstract: The study explores a conceptual approach to tradition/cultural herita-
ge using the language of architecture on the example of Jean Nouvel’s Arab World
Institute in Paris. Moving between theory of perception and culture studies, gender
studies, culture heritage studies, architecture and film, it is argued that Jean Nouvel
bases the architecture of the Arab World Institute on the concept of translating key
elements of the traditional, vernacular Arab architecture (mashrabiya, minaret, inner
courtyard, passage) using the language of modern architecture inspired by film art.
Here, translation is seen as a metaphorical and metonymic process, indicating that the
mechanism of common knowledge about Arab civilization is cinematic in nature; that
is, that the knowledge about Arab civilization in the context of discourse on Orienta-
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lism (colonialism) is mediated by representations i.e. constructed through the “eyes®
of the West. Through the concept of translation, Nouvel simultaneously determines
similarities and differences between the ideologies of the capitalist West and the tradi-
tional East, encouraging a new post-Cold War perspective that privileges cooperation
and communication between France, Europe and the Arab world. In what way are
the traditional elements of vernacular Arab architecture present in Nouvel’s architec-
ture of the Arab World Institute? Why are they translated in the language of modern
Western architecture? Why were film art elements used in the aesthetics of the archi-
tecture of this Institute? In what way is the parallel between East and West established,
and what is the political effect of the aesthetics of the architecture of this Institute?

Key words: mashrabiya, apparatus, Orientalism, translation, Jean Nouvel's Arab World
Institute
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Caxkerak: Hamepa ayitiopa 0601 iliexcilia jecitie ga ipegcitiasu axitlyenHu KoHiexcil
obpasosarva Hosunapa y Cpouju, ioitipebHe mogene HAClia6e U YKyTIHU 3HAYA] HUXO-
6e akagemcke egyKayuje Ha 6UCOKO0OPA306HUM YcillaHosama. Ayitiopu cy dokycupa-
HU UPUMAPHO HA Tiombe CHLOPTICKOT HOBUHAPCITABA, ¢ 003UPOM HA UOULYNAPHOCHL 0601
iomwa (ctiopitia) u ose obnaciiu HosuHapciiiea (ciopilicko), anu u Hokyuwidje reio-
ee mapiunanusayuje. C yumem ga ykaxemo Ha cileyudu4HOCi peHyimiKka y Kojem
4uiaea HosuHApcka tpodecuja ganac eiBUCTHUPA U teHe U3a306e U 0gI080PHOCTH
C jegHe cilipaHe, OgHOCHO 6e3e CUOPUIA U HOBUHADCI6A (Meguja) U akagemcky egy-
Kayujy y gomeny ciiopiickoi Hosunapcinea y Cpouju ¢ gpyie, peanu3o8aHo je u KOH-
Kpeilino uciipaxusaree yipaso mehy ciilygeHimuma cilopisickol HosuHapciiéa, mehy
Kojuma je u eenuku O6poj oHux koju cy eeh aniaxosamu y HOBUHAPCKUM peqaruu-
jama. Toceban ceimeniti ucttipaxcusara ioceehen je sHauajy agexeaitine egyxauuje
CHOPTCKUX HOBUHAPA HA 6UCOKOOPA30BHUM YCTIAHO8AMA U ellabHO je UpuKas3an
kpo3 gobujere pesynitiatie. Onu 6u ilipebano ga tpukaxcy tiociiojehu ipecex citiaroa
Y 080M KOHTHeKCIiLY, kao u upaitiehe iapagoxce u moiyhe paseojue tiepciiexitiuse, Kao
U 8axMHOCHL yHalpehera Wioi 0gHOCA Ti0 c6elll HOBUHAPCIABA U Meguja y uenuHu, anu
4UIA60 gPYWili6o y Kojem OHU UMAjy U ilie KaxKo 6ajicHy ynoly.

Kipyune peun: sucoxoobpasosHe ycitiaHose, popmanto o6pasosarve, HACHLABA HOBU-
HApcillea, HOBUHAPCIILBO, CTIOPill, CHOPTICKO HOBUHAPCIIE0
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Yeogne natiomenre’

yodeHa Beh #yro ¢ rmo6anHoM Kpu3oM Mefyja ¥ OpojHUM NpobreMuMa y CBO-

jOj TIOCTIOBHOj CBaKOJ{HEBUIIN, HOBMHAPCKA ITpodecyja je ¥ Ipef; 13a30BOM ajie-

KBAaTHE aHA/JIM3€ PA3IMYUTUX CYIITMHCKM BaXKHMX Te€Ma KOje 3Ha4ajHO MOTy
OlpelNTH IbeHy fajby CyROVHY. JeHa Off BIX jecTe 3Ha4aj popMasHe egykanuje (o6pa-
30Bamba) HOBMHAPA Ha BYCOKOUIKOJICKMM YCTAaHOBaMa y aKTYeTHOM KOHTEKCTY CBeTa
HOBMHApPCTBa U Mefyja. BaXHOCT 0Be TeMe U EbeHO ITapajIoKCalHoO Iyparmbe Ha MapryHy
Beh fielieHnjama eBUTHPAjy Y BaKyMy Hecarjacja MeiujcKe Teopuje 1 mpakce, usmeby
TBPAIIb€ 1A je HOBMHAPCTBO MCK/bYYMBO 3aHAT, KOja PENOBHO IIPOBEjaBa y MENVjCKUM
penakiujaMa 1 jefHaKoO JlelUIaCPaHNX 00pa3oBHIX Teopyja 13 aKaJIeMCKIUX Taboparo-
pyja, CaMOM30/IOBAHMX Of CBaKOJHEBHE MeVIjCKe ¥ HOBMHAPCKE PeaJHOCTH.

Y mpeceKy oBMX HepasyMeBama CMeCTIIIE Cy ¥ MHOTe 3a0/Ty/ie Koje IIpaTe TyMadermhe
TOje[MHAYHNX HOBYHAPCKUX MOJieIa M 00/1acTH, MOMYT CIIOPTCKOT HOBMHApCcTBa. OHO
ce, IpuMepa pajii, HEONIPaBJaHO CMaTpa Mame BPEeHMM, IIpeM/ia je, CXOGHO SVHAMU-
v u Gopmary fenraBama Koja cy y GOKyCy oBe BpCTe HOBMHAPCKMX IpodecnoHana-
1a (CropT), HeCyMIBVMBO HajOO/bM MOIUTOH 32 BJXOBO Ca3peBarmbe I ycaBpuaBame. C
ipyre cTpaHe, r1106aTHa MOMYIAPHOCT ¥ IIMPIMHA 3Ha4aja CIIOPTCKUX JlelllaBamba Yje[HO
HyJe U BeluKe MOTYRHOCTM 3a TEOPMjCKO caryeflaBarbe 113a30Ba KOji IIpaTe HOBMHAp-
CTBO U Mefyje.

Tymaun Mea1jcKo-HOBUHAPCKe CTBAPHOCTYU OO/IACT CIIOPTCKOT HOBUHAPCTBA Cy Ha
Taj HAYMH OPUIMYHO MapPTMHAIN30BA/IN, IIa C€ M aHA/IN3a FheHe IIPAKCe CACBUM IIOBM-
HOBaJIa JIAMYKOj MHTEePIPeTalMji y KOjoj Ce M BaXKHOCT (popMaIHe efyKaljyje HOBIHA-
pa 3a paj y 0BOj pylITBeHOj chepy ImpefcTaB/ba HeBaKHOM. [locnmenuiia cBera Tora
jecte U feUUNT afleKBaTHUX BUCOKOOOPA30OBHUX YCTaHOBA Koje ce 6aBe eyKaljoM
cropTcKux HoBuHapa. PakynreT 3a criopT YHuUBepsureTa , YHuoH — Huxoma Tecma”
Bullle Off felleHMje je mocBeheH 0Boj cdepu emykaryje (CIIOPTCKO HOBUHAPCTBO), LITO
ra 4/HY PeNpe3eHTaTMBHOM CPeIVIHOM 3a aHamm3y oBe TeMe. CTyzieHTH oBor akyrnTe-
Ta Cy OIpaBJaHO 13abpaHM Kao pelpe3eHTaTHBaH y30PaK 32 OBAKO YCMEPEHO UCTpa-
JKIBarbe.

Enykanmja cnopTcKux HOBMHapa y BUCOKOOOPA3OBHOM CUCTEMY je, CAMMM TUM, 13a-
OpaHa Kao TeMa pe/leBaTHA 3a aHAJIN3Y, AOK je Y UCTPaKMBAYKO-MEeTOILOJIOIIKOM IIOIIe-
Iy 1eH (okyc 610 ycMepeH yIpaBo Ka CTYAEHTIMA CIIOPTCKOT HOBMHAPCTBA TIOMEHY-
TOT (paKy/nTeTa, KOjU MPeACTaB/bajy jeAMHCTBEH Y30PaK 33 TyMaueme CIennuIHOCTI
OBe TeMe U3 MIMpeT APYIITBEHOT pakypca. OHN cy, HauMe, OV MCIUTAHUIY Y OKBUDY
HIMper UCTpakuBama Koje je TokoM 2023. u 2024. cripoBefieHo y okBupy dakynrera

1 OBaj TeKCT IpeficTaB/ba ieo IMpPET UCTPAXKMBaKa Koje je y okBypy PaxynreTa 3a ciopt (Yan-
Bepaurer ,, YunoH — Hukona Tecna”, Beorpan, Cp6uja) peanmnsosano Tokom 2023. u 2024. ropu-
He, C L/beM MCIUTYBaba 00pa3oBama M YKYIIHOI CTamba y II0/bY CIIOPTCKOT HOBMHAPCTBA Y
Cp6uju 13 yriia cTyfieHaTa CIIOPTCKOT HOBUHAPCTBA, Tj. OHMX KOjU Ce 3a Taj O3UB LIKOMYjy (M1n
cy Beh ammmommpanu) Ha 0BOj BICOKOOOPa3soBHO] ycTaHOBM. HaBemeHO ncTpaxknBame 1 0Baj
paj cy yjemHo 1 [ieo mpojexTa ,,CIopT, Meuju ¥ HOBMHAPCTBO — IepLeNyja CafallboCcTy U
6ynyhuoctu” @akynreTa 3a CIOpT YHMBep3uTeTa », YHIOH — Hukomna Tecma”
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3a CIIOPT, ca HaMepoM Jla Ce aHa/IM3UpPa aKTYe/lHO CTambe Y CHOPTCKOM HOBMHAPCTBY
U I€TOBE Pa3BOjHE NEPCIEKTVBE Y CABPEMEHUM MeyjuMa. JejlaH of K/by4YHUX yI/IOBa
oBe aHa/mM3e 611a je TeMa popMaTHOT 0Opa3oBama CIIOPTCKUX HOBUHapa y Cpouju Ha
BUICOKOOOPA30BHMM YCTAHOBaMa, a/lil U aHa/IM3a HUXOBMX NPodeCcroHaTHNX MOTUBA
1 OYEeKMBama, KOja Cy Y AMPEKTHOj Be3! ca HoTpedoM 1 BakHolIhy oBe BpCTe HBIXOBe
efyKanuje.

Ciiopiti u HOBUHAPCIIBO, HOBUHAPCIILBO U CUOPT

AxryenHa mosunuja 1 QyHKIMje CIOpTa ¥ HOBMHAPCTBA, @ CAMUM TUM U HJXOB
OJIHOC YOKBUPEHM Cy CaBpeMEHMM [TI00a/IN3alMjCKIM MIPOLIeCMa, KOjU MIPefiCTaB/bajy
KOHTUHYUPAH! UCTOPUjCKM TOK KOPEHUTUX IMIPOMEHA YUTABOT CUCTEMA Y jeAaH HOBU
CICTEM Koju yIopeio nocrtaje Mebysasucas, anu Ha jenas apyradnju HaunH. OH ce ofip-
JKaBa U Kao ,MeIMjCKa, Tj. KOMYHMKalMjCKa IIPOMEHa C jefiHe CTpaHe, a/Ili U Kao IpoMe-
Ha y KyITYpU ¥ IPYIITBY C pyre’?, 1a U y TOMEHY CIIOpTa. YIOTy HOBMHApPA 1 Meflja
y TIO/bY CIIOPTA je, CTOTa, JaHAC MOTPeOHO TYMAUUTH y KOHTEKCTY ,KOMYHUKAIIOHEe
KOHCTPYKIIMje COLMOKYITypHe pealHOCTI °. AHanmsupajyhu ogHOC cropra M HOBHU-
HapcTBa (MeaMja) ¥ IPUHINII IOBPATHE CIpere KOji y TOM IIOITIefly Off TOYeTKa Jernyje,
HOTPeOHO je HajIlpe UMATH Yy BUAY Ja CY CIIOPT ¥ MeMj|, 2 CAMVUM TUM Vi HOBUHAPCTBO,
HEPACKMUIMBO MTOBE3aHN, Off T3B. Ma/IMX TakMudema Jo Omumnujckux urapa. C jegue
CTpaHe, MOpPaMO OMTY CBECHU Jia ,CIIOPT HMje CaMo jeflaH CerMeHT APYLITBa, Beh HemTo
IITO, KPO3 MAECHTUPMKAIINjY ca yCIlecHMa M HeycllecMa, MaCOBHOM IToBesaHoInhy u,
CaMIMM THM, JIAKIIOM IpoxofHourhy pasHuX IMOpyKa, 3HAYajHO JOIPMHOCK OOIMKOBa-
by jaBHOT Mibera . Tako MHOIM ciopTcku forabaju mpuBiade ¥ pa3HOMUKe APYIITBE-
He aKTepe KOjy JeJle ja YIoTpebe 1y 3710ynoTpebe MehyHapogHy o30pHMILy 3a C/1a-
e Pa3HIUX NOPYKA, OK je ,00raTcTBO MeAMjCKUX IIaTOpMH Ha KOjiIMa TO MOXe JIa ce
YIMHU HOCTIeNbYX rog1Ha Behu Hero nkazga gocapa’™. Takobe, ,,MacoBHU Meyiju UMajy
Ba)KHY Y/IOTY M Y KpeUpamy CIMKe O CHOPTCKUM XePOojuMa U aHTUXePOjUMa, TI0OeTHN-
IMMa ¥ TyOUTHUIIMMA, TI0CTaB/bajy paM BIXOBOT IIOPTPETa, KaKo 3a aKTyelHe, TAKO 1
3a 6ynyhe reneparje™. 360r cera Tora, II0CTaje CaCBUM jacHa ¥ ONIPABJIaHA M aKTY-

2 Hepp, A. (2013) Cultures of mediatization, Cambridge: Polity, p. 31.

3 Hepp, A. and Krotz, E (2014) Mediatized worlds. New York: Palgrave Macmillan, p. 3.

4 bajuh, II. u ITerpoBuh, P. TabmoupHyu putaM CIOPTCKOr M3BeIITaBalba Y JHEBHOj LITAMIIN
Cpbuje, y: Citopin, 3gpasme, susoiina cpegura (360pHUK pafioBa ca MehyHapopHe HayyHe KOH-
¢depennyje), U. Tajuh (rmaBun ypeguuk) (2019), beorpan: ®axynrer 3a copt, YHUBEpP3UTET
., Yuron — Hukomna Tecna”, ctp. 30.

5 Bajuh, I1. (2015) Ilornen kpo3 onumnujcke Kpyrose: Vrpe kao miardopma 3a jauarme Meke
Mohu n mmpemwe nopyka y MehynapogHum ogHocuma, y: Drustvo i prostor. Epistemologija pro-
stora. Drustveni prostor i kulturno-istorijska znacenja: zbornik radova, Pavle Milenkovi¢, Snezana
Stoj$in i Ana Pajvanci¢-Cizelj (ur.) Beograd: Srpsko sociolosko drustvo; Beograd: Institut za upo-
redno pravo; Novi Sad: Filozofski fakultet Univerziteta u Novom Sadu, ctp. 290.

6 Bajuh, I1. ca crynenTnMa Pakyntera 3a ciopt (2021) Builiu 4eitiépifiu: wiamiuoHu 6e3 onum-
iujcxe megame. Beorpan: @akynrer 3a ciopT YHuUBep3uTeTa ,, YHroH — Hukona Tecna’, ctp. 18.
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e/THa [7100a/IHO TIPYMCYTHA OlieHa fia je y 21. BeKy moTpebHa HOBa BpcTa 00pa3oBama 1
06yKe HOBUHapa'.

C 0631poM Ha TeMy MCTPaKMBaba OBOT Pajia, HaBefieHe YNIbeHNIIe Koje YKa3yjy Ha
CHAry Bese CIIOPTa ) HOBMHAPCTBA, KA0 U OHe Koje TOBOpPe O 3HAYajy afjeKBaTHe efy-
Kallyje HOBJMHApa JaHaC, MOTY Ce YKPCTUTH U Ca aKTyeJTHUM KOHTEKCTOM I'€HeparTHoT
OffHOCA IIpeMa M/IA/iYIMa ¥ BbIXOBO]j efyKauujy y HauteM Apyumtsy. Hanme, y sp>kaBama
Kao ILITO je HAlla, Tj. OHMM Ca ,MAabKOM IeMOKPATCKOT KAIlal[ITeTa, KPM30M BPESHO-
CTU U TIPOO/IeMOM y CHCTeMY 00pa3oBaba, MOTPeOHO je nueHTN(UKOBATY MIajie KOju
KPUTIUYKM IPOMMIIBAjy CTBAPHOCT M CTOMYKM Ce HOce ca HemahaMma Koje peamHOCT
moHocw” 8, 6ynyhu ga y Cpbuju ,,He IOCTOjU 3a0KPY>KeH MHCTUTYLMOHAIHN OKBUP 32
JieTioBarbe MIAJVX Y APYLITBY, KOjU je Hy)KaH 3a yCIIOCTaB/batbe KBAIMTETHOT MEJ{VjCKOT
npocropa”. OBa, cBaKako IPWINYHO YOIILITEHA IIePCIeKTIBA, IOCPEJHO Jobuja CBOj
IIYHV CMJCA0 Vi 3Ha4aj y KOHTEKCTY Hallle aHa/Ii3e YKOMKO ¥ QOKYC CMECTUMO UMEbe-
HIILY Jia je 3Ha4aj ajileKBaTHe Oa3ndHe efyKalyje HOCeOHO BaXKaH ¢ 003MpOM Ha yTHUIIQj
VI OIfOBOPHOCT MefiJja i HOBMHAPA, jep Ce TeK Tafja MOXKe [OfpasyMeBaT I , IHANBI-
Zlya/IHa OITOBOPHOCT 33 M3PEYEeHO U YYMILEHO', a IITO OM ,,y Ja/bUIM KOpaIiiMa JOBeIO
10 IMYHYX OfyTyKa 1 1360pa PyHKIMOHATHUX II0 1IeI0 APYIITBO .

Ienesa saxcHociliu akagemckoi 06pas3oearba HOBUHAPA

Kaza roBopumo o movenmma ¢popmanHor o6pa3oBara HOBIMHApa (YOIILITe, He IT0ce6-
HO CIHOPTCKNX) Ha OBUM IIPOCTOPMMA, MOPaMO Ce OCBpHYTU Ha ¢opMupame JKypHa-
JIMCTUYKOT cMepa Ha PaKynTeTy NOMUTUYKMX HayKa YHuBepsureTa y Beorpamy 1968.
rofMHe, aHTXXMaHOM Iipe cBera Cepruja Jlykada, mereHZapHOr HOBMHApa VM ypemHM-
ka HJMH-a. Iberosa nacnegunia Ha ooj Karegpu, npod. np Hema Togoposuh crora
ompaBfaHo mopceha Ha To ma je 6amr JIykad, Kao ,jelaH oOf OHMX KOjU Cy IIOCTaBUIN
TeMe/be aKaleMCKOT 00pa3oBama HOBIMHAPA, Y3 HAaAy [a ce He IpeTepyje aKo ce Kaxe —
npBu Meby jeqHakuma’, 3a MOACTUIIAj M aMOMIN]y MMAO YeTUPYU OCHOBHE KOMIIOHEHTE Y
dopMupamy HOBMHApPA: ,UJIejHO-IIONUTUYKO OIIpefie/belbe, MHTENEKTyaTHO-00pa3oBHY
KOMIIOHEHTY, TpodecroHanto yMehe u /byicke KapaKTepUCTHKe , Te fa je Ha TUM IOCTY-
maTuMa u ,yreMebeH HoBuHapcku cMmep (Taza je popmanHo Hocro Hasus JKypHamm-
ctiuky cMep) Ha PakynTeTy MOMMTUYKMX HayKa 1968. rogmHe, fieceTak ¥ Kycyp rofimHa
npe Hero wto he 1 jegan o werosux ocHusada — Cepruje Jlykau — gokropupatn”'’.

7 Derapuuje Bupetu: Gade, P. J. (2004) Newspapers and organisational development: Manage-
ment and journalist perceptions of newsroom cultural change. In: Journalism Communication
Monographs. 6(1): 3-55, Spring.

8 Vitkovi¢, B. (2024) Uces¢e mladih u medijima i analiza prelivanja informacija o njima od jedne
ka drugoj vrsti medija. CM: Communication and Media, XVIII(2), str. 305-336, DOI: 10.5937/
cm18-43849.

9 Ucro, cTp. 309.

10 Mcro, cTp. 332.

11 ITpema: ITerposuh, P. u Ilenesuh, C. (2023) Cepruje JIykau — mpomeTej HOBMHApCTBa, beorpan:
dakynrer 3a ciopt YHuBepsureta ,, Yunon — Hukona Tecna” u Crysxcbenu inacnux PC, ctp. 109.
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Cam Jlykau je Beh Taga yBubao sHauaj ¢popmanHor 06pa3oBama HOBMHAPA U BIXO-
Be IIpUIIpeMe 3a IIPaKCy, MMajyhm y Buay u 6pojHe clokeHe n3a3obe Koje he oBy mpo-
¢decnjy sagecutu meunenujama xkacHuje. Hema Togoposuh, nHave u cama CTygeHTKUbA
npodecopa Jlykada, HAOMUbE fIa je OH CBOjUM CTYAEHTVMA UCTHULAO ,BaYKHOCT YHU-
Bep3UTETCKOr 06pa3oBama HOBMHApa 4iju he 3Ha4aj pacTut ¢ pa3BojeM HayKe Y HOBOM
MWWIEHUjyMY ¥ TOBOPMO fia ,HeoOpa3oBaH HOBMHAP He II03HAje MeTOJO/IOTjy HOBMU-
HapCKOT MICTPaXX1Bakba, a HUje HU JOBO/PHO MHPOPMIUCAHY 3HAJIALl O TIOAPYYjY 3a Koje
je 3ally>KeH y pefiakuujin’, Ia 1 BberoBo U3BelITaBabe 0CTaje LWITYPO, OGHOCHO ,HheroBa
nH(bOpMaInMja OCTaje, HY)XHO IBOAVMMEH3MOHA/IHA, HOBPIIHA, Oe3 fybmer objairme-
wa” 2. Togoposuh Takohe mopceha u Ha TO #a je HOBMHApcKa mpodecyja, HaXKamoCT,
KacHO I ,FOTOBO HEBO/PHO IIPUXBATA/Ia 3aXTeB 3a MOCEOHNM, YHUBEP3UTETCKIM XKyp-
HQJIMCTUYKUM 0Opa3oBameM” .

PeratuBHO HOBMjU YBUJ y 3aK/by4UKe y Be3u ca OBOM TeMoM Mma Jlybpaska Bamh
Hepepkosuh, koja je ncnmrusana ob6pasoBarme HOBUHApA y Hamloj 3eM/bu. OHa je mpu-
MeTI/IA Jia je ,,IOHyAa aKPeNUTUPAHNX Y HeaKpeUTUPAaHUX IIporpaMa y o6pa3soBHOM
cycraBy Cp6uje M3pasnuTo BelyKa’, LITO ,,0fipa’kaBa CBY CJIOKEHOCT MeJIVjCKOT CEeKTOopa’,
a/ youasa 1 Ja ,,Me[MjcKa MHAYCTPHja jOLI Huje Tpero3Haa AUIIOMIpaHe HOBIHApe
Kao BPCHe CTPY4YIbakKe HUTH je PAaHTVpaa BYCOKOIIKOICKE YCTaHOBE y OJHOCY IpeMa
YYMHKY CBOjUX HOBO3AaIIOCTIeHMX HOBMHapa . OHa je, cTora, Takohe KOHCTaTOBaIa Jja
Cy Mefuju ,yBUjeK OVIM BpJIO IpUBJIAYaH CTYAYj U 3a MHOTe (pakynreTe CaMo jefaH
Off TyKpaTMBHUX CMjepoBa 0e3 IpaBe XeJbe Jja ce MOUTHe PO eCUOHaTHI CTaHAPH
Y MeVjCKOM CeKTOpY , a IITO IOCTaje OJATHO CIOXKeHMUje aKO TOMe JOFAMO ,TELIKY
CUTYalMjy y IpuBpeay noroheHoj ekoHoMckoM kpusom . OBa cuTyanuja BOgyu ToMe fia
ce ,,HOBMHApM CBe Yelthe OTITYIITAjy, @ MaJIO 3aII0II/baBajy , ajli U Jid ,[IOJINTUKA Mefjyje
CBe BIIIIe OTPAHIYABa, a HOBMHAPCKE YpyTe HeMajy jacHy cTpaTerujy Huty Moh jja cBo-
je WwiaHOBe 3amITUTE” — CBE TO, IPeMa MUIUBEIbY OBE ayTOPKe, 33 KPajibyl Pe3y/ITaT uMa
TO JIa je caji CacBMM jacHO fia ,popMy/a JOOPO 1 CTPYYHO OCHOBHO 00pa3oBame IUTYC
sauTuheHne MeujcKe U IMYHe HOBUHAPCKe CTI0OOJIe 1 IIpaBa jeHaKo 0Opo MHPOPMU-
paHo u ogrosopHo rpahancrso y Cpouju Hehe jour fyro nmoyern njemosatn’.

YKONMMKO Jajbe MOCETHEMO U 3a YIOPeJHOM IIepPCIIeKTIBOM, Kao jOII jeIHUM KOpuU-
CHVIM YIJIOM aHaJI3e, MOXXeMO Ce OCBPHYTH U Ha UCTPaXXMBakbe peaTn30BaHo MpOoLIie
rofiuHe y XpBaTcKoj, MOCeOHO KPeMpaHo y CBET/Iy HOBUX 13a30Ba KOje HOBMHAPCTBY
[IOHOCH BeIITayKa MHTEeUTeHIMja. Pe3ynTaTy CTpaKuBamba Cy MOKa3a Jia je TaMo-
IIbe CTYAjCKe ITpOorpaMe HOBMHAPCTBA ,lIOTPEOHO MHOBMPATH Y OFHOCY Ha TEXHOJIO-
IIIKe TPEeHJOBE KOjyi OOMNKYjy MEVjCKy 1 KpeaTUBHY MHAYCTPUjy Te fa O 3aKOHCKM

12 Vicro, cTp. 109.

13 ITpema: [letpoBuh, P. u Ilenesuh, C. (2023) Cepiuje /lykau - tipomeiiiej HosuHapcitiéa, beo-
rpap: Pakynrer 3a ciopt YHMUBep3uTeTa ,, YHMoH — Hukona Tecna” n Cnyxbenu inacHux PC,
crp. 130.

14 Ietapuuje Buperu: Nedeljkovi¢ Vali¢, D. (2010) Obrazovanje novinara u Srbiji, MediAnali:
medunarodni znanstveni casopis za pitanja medija, novinarstva, masovnog komuniciranja i odno-
sa s javnostima, 4 (7), str. 91-106.
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OKBMpP IO TOM INUTalky Tpebao HPYXUTU aKypPHMjY IOAPIIKY CBEYYWIMIITHUMA U
¢daxynTetrMa”. VIHTepBjyu o6aB/beHN 3a OTpede TOr UCTPaKMBamba OCEOHO yKa3yjy
Ha oTpeby KpuTuykor mpahemwa TEXHUYKO-TEXHOMTOUIKUX IIPOMEHA y TUM 00pa3oB-
HVM IIPOTpaMMMa U TO ,IIOCeOHO y IOAPYYjy pa3Boja reHepaTUBHE YMjeTHE VHTEIN-
TeHI{yje, a/li ¥ APYTUX TPEH/IOBa MOIYT NapTULMIATYBHOI HOBUHAPCTBA , KOju 61 ce
MOPa/N ,yBPCTUTH Y CBOj KYPUKYJI U Ha TEOPUjCKOj M Ha MPAKTUYHOj pasuuu .’ OBo
UCTPaXXMBalbe je KOPMCHO 1 3aHUM/BMBO 1 y 3HAYajHO LIMPEM KOHTEKCTY, jep JOHOCU
u Te3y Aa he u mopeyp 6pojHMX MeCUMUCTIYHMX IpeaBubama 0 YTULAjy TeXHOMOMKIX
IIPOMeHa Ha TPXKUILITe paja, pasIMiuTe CEKTOpe U CTPYKe ,yIpaBoO CTPAaTelIKN IIIa-
HMPaHU U OOJIMKOBAHU CTYAMjCKM IpOrpamMy o6pa3oBaTy IpodecroHanTHe HOBUHApe
koju he, He ycnpkoc, Beh 3axBasbyjyhu TexHOMOrMjM ONTMMU3NPATH CBOj IIOCA0, YHA-
IpUjefUTH CTPYKY U MOTBPAUTY CBOjY Y/IOTY ayToOpa Yujy HOJAHY BPUjeSHOCT HUKaJa
Hehe 3aMujeHNTY padyyHaIHM Iporpam’ .

Axo oieMo U fajbe Off HAIlleT PerMOHa, KOPUCHM Cy HaM U Ha/lasyu U MOC/IeANIHA
YIIYTCTBA pPe/IeBaHTHUX TyMaya HOBUHAPCKeE 1 MeMjCKe jaBHOCTY IIVPOM CBETa, IOy T
ITutepa Iejna (Peter Gade) ns CAJl, xoju uctude ga ,MeAuju JaHac UMajy notpedy 3a
HOBVHApPUMa Pa3IMYNTUX BEUITUHA, KOjI MOPAjy IIOCEJOBATH M BPXYHCKY TeXHUYKY
mcmenoct” V. Tejn, mocMarpajyhm cBakogHeBHY ynory HOBUHapa 1 reHepanHo (PyHK-
IIVIOHMCabe PefjaKiiyija JHeBHUX HOBIMHA, aHA/IM3VPa I0>Ke/bHY Ipodu1 HoBMHapa y 21.
BEeKy 1 IIPUTOM MCTUYE Ja MefujcKa mpenyseha fanac umajy nmorpeby 3a HOBMHapuMa
PasIM4INTIX 0COOMHA U BEIITHHA, CIIPEMHNUM fia 6yny fieo Tuma'®.

AKko ce U3 cyMe YKpaTKO HaBeJeHUX pe3y/lTaTa MCTPaKMBama U yIYTCTaBa Jajbe
3aI7IefjlaMo y pa3BojHe epCIeKTUBe HOBMHAPCTBA U MefMja, MOXKeMO Ce OCBPHYTM 1 Ha
nopcehame Munana Munomesnha, YyBeHOr HOBMHapa 1 ypeHUKa Hefie/bHVKa HIH n
Bpeme, xoju je, mumryhu o ceom npodecopy u ypenauky Ceprujy Jlykady HalloMnembao
Jia je IIpeKO XOPM30HTa OH IaBHO BUJEO 1 60/bY cTpaHy fonaseher noba: ,HoBunap he
M3BEIITaBaTU OP3MHOM CBET/IOCTH, a Y TOpOU he HOCUTH eleKTPOHCKe MeMopHje O CBe-
My u cBademy. buhe To f06a >xectoke KoHKypeHuyje. (...) [IBafeceT npBu Bek foHehe
Macy 06pa3oBaHMX, CAMUM THM paJo3Ha/INjuX KOH3yMeHarta Meauja. Bapahe Toj 06pa-
30BHOj ITyO/IMI AATU OATOBOP 3aILTO Ce HeLITOo Joroamno u mrta he ce gorabaru nasme.
(...) IIpodecnonany 3Hajy ma yrpaso Ta jBa I1Tamba IIOBIaYe TPAHUIY 13Mehy 3sHaTH
¥ He 3HaTH, n3Mehy 6utu u He 6uTH oTHyHO 06aBemTen.” Huje mmao miysuja: ,, HoBu-
Hape y XXI Bexy he godexkary jour >xemrhyt IpuTHCHM TOTUTUYKO-IIPUBPESHNUX CUI-

15 Metamuuje Buperu: Uldrijan, L., PerSa Ciboci, L. i Laba$, D. (2023) Novinar u doba umjetne
inteligencije — moze li chatbot postati autor u medijima? Anafora: casopis za znanost o knjizevno-
sti, 10 (2), str. 199-222.

16 Vcro.

17 Ienesuh, C. (2023) Caspemeru uzazosu yiupasmara megujuma. beorpaz: daxynrer sa cropr,
cTp. 68.

18 erapuuje Bupern: Gade, P. J. (2004) Newspapers and organisational development: Mana-
gement and journalist perceptions of newsroom cultural change, Journalism Communication
Monographs. 6(1), pp. 3-55.
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HUKa... A cBe he To 3aBucutu o HoBuHapa. V, kao y cBuM npodecujama, 6uhe u oe
HOBJMHApa — MajcTopa U Iaiepa Koje he Ouparu 3penn mim Hezopacau KOH3YMEHTH
nadopmanuja”’’.

OBako omucaHy M3a30BY KOjU Cy HAaHAC HECYMIBVBO JOYEKa/lyl HOBMHApE 1 HOBY-
HapCTBO ITOCPEJHO je ¥ CacBUM [JOBO/bAH apIyMEHT 3a aHaM3y 3Hadaja (GOpMamHor
obpasoBama 3a OBy Ipodecujy reHepanmHO IlefaHo. Yak M 3a ampuOPHO HOTBPAHO
oxipeherbe mpema fuIemMu fja /i TO HaHAC IPEACTaB/ba I jeaH Off HY)XHMX IIPeyC/IoBa
3a BEeHO IPO(dECHOHAHO I OfTOBOPHO 0baB/bambe. VIcTa oljeHa ce, CaMMM TUM, MOXKe
IPYMEHNTH 1 Ha JOMEH CIIOPTCKOT HoBMHApCTBa. OHa je y TOM CEKTOPY MOX/a U M3pa-
)KeHnja, ¢ 063MpoM Ha 17106a/THN 3HAYA]j V1 TOMY/IAPHOCT OBOT APYIITBEHOT CETMEHTA.

Heotixognocin cunepiuje iieopuje u iipaxce
Yy Haciiaeu HoOBUHAPCi6a

Ba>kHOCT MHTerpycaHoOr MPUCTYIIA Y aHAIM3M TeMa 13 00IacT! CTyAuja Meauja u
HOBMHAPCTBA yjellHO HaM [VPEKTHO YKasyje M Ha HEOIXOAHOCT jeJHAKOI TpeTMaHa
Teopuje 1 Impakce y oBoj obmactu. Vimajyhu y Buny ob6mmke KoMyHuKamuje 1 13aso-
Be KOjM CTOje Ipef, MeAMjCKUM JIeTaTHUIIVIMA, CACBUM j& OYUITIESHA Y BAXKHOCT TaKBOT
IPUCTYNA Y HACTaBU ¥ efyKalyjy CIOPTCKMX HOBMHAPA Y OKBMPY YCTAaHOBA KOje TO
MMajy y OIICY CBOjUX OAroBopHOCTM. Ha Taj HaumH f071a3uMo 1 IO pasyMeBamba 3Ha-
Yaja TeHepaTHOT OIHOCA TEOPMjCKe U NMPAKTUYHE IePCIeKTUBE Y HayLM ¥ 00pa30BHOM
CHUCTEMY Yy Le/IVHNL.

Hamnme, Konuko je 6MTaH OFHOC Teopuje 1 MpaKce U HIUXOB afjleKBaTaH TPETMaH y
HACTaBM, Kao I [la CaMO pa3yMeBambe IIPAKce Hije MCK/bYINBO a/IaT 33 IPUMEHY TeOpu-
je, Beh ,,Teopuja y mokpeTy*, ykasyje HaM U TO LLITO Cy C€ OBOM TEMOM, 4€CTO 3ay3MMajy-
hu u npuaMYHO KPUTUUKY MO3ULNKjY, OABWIN U eKCIIEPTU Yy 06/1aCTU HacTaBe — JU/aK-
tdapu. Bepa Pajosuh® nopceha Ha To fa je HacTaBa yjeHO IPUXBAT/BUB apTYMEHT O
3Ha4ajHOM OJJHOCY Teopuje U IpaKce, IIOTOTOBO YKOMKO ce 00pa3oBarby MIAINX Iy
HpUCTyIa UCTpaXuBadky. [lakie, Teopuja 6u Tpebano ga ,popmynuiie npobaeme ca
KOjuMa ce IIpakca cycpehe, a HOTOM U ja HAyYHUM ITyTeM MCuTa U obpanu onpebhene
¢denomene“”. Ha Taj Ha4MH, 1 y C/Iy4ajy HOBMHAPCTBA, IIPaKca 3alpaBo reHepullle pu-
XBaT/bUBE TEOPMjCKe MIPETIIOCTABKe U 3aK/by4Ke, II0CTajyhn mbeHa BepHa pedriekcuja, a
CTOTa M HeOIIXOf{Ha MOMON y cycpeTy ca CBaKOZHEBHMM NpodecroHaTHNM (IIpaKTId-
HUM) 3afialjmMa.

Mopen HacTaBe Ha CTyAMjaMa HOBMHAPCTBA OMOTyhaBa CTyIeHTIIMA peajaH YBUJ Y
CTBApHOCT KOja MX Jja/be 04eKyje y mpodecuju 3a Kojy ce npumpemajy. Hanme, monase-

19 ITpema: IlerpoBuh, P. u Ilenesuh, C. (2023) Cepiuje /Iyxau — ipomeitiej HosuHapcitiéa, beo-
rpag: akynrer 3a copt YHuBep3uTeTa ,,YHUoH — Hukona Tecna” u Caymbenu inacuux PC,
cTp. 223.

20 Paposuh, JK. B. (2021) Jugakitiuxa pacyhusara 1: o ilemerbHum tiojmosuma u ipegmeiny
ipoyuasarea, beorpaf: Yuuterbcku Gpakynrer, cTp. 68.

21 Vcro, cTp. 68.
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hu ox mpeTnocraske Aa je ,Teopuja BaXkaH M3BOP UCTPAKMBAYKMX XUIIOTe3a >, OTHO-
CHO OCHOB 3a OM/I0 KaKBO Hay4HO IpefiBubame, POKyC je Ha HOBUM HaCTaBHUM MeTO-
llaMa, I/TAaHOBMMa U MJiejaMa ca Iy/beM Jja 06pasoBaHe MHCTUTYILMje paje 3a OynyhHocT
(Knagxn, 2007) To 6u Tpebano na 6yne cBojeBpCTaH ,IIyTOKa3", O KOjeM je mucana u
Bepa Pagosuh (Papgosuh, 2015) u koju ce ornesa y ToMe #a je ImpefcTaBbambe OMIO
KaKBUX TEOPMjCKMX IPOMUIIUbaba VICHIPAaBHO YKOIMKO Ce YKPIITA ca MCKyCTBMMA U3
npakce. Y CKJIafly ¢ TUM, OTBapajy ce HOBe CyMbe 1 ijIeMe y IPUCTYNIMa HaCTaBHUKA,
HayYHO 3aCHOBaHe 300T aHa/IM3Mparba Vi JOHOIIEHha 3aK/bydaKa Ha OCHOBY IIPETXOHNX
AUAKTUYKNX 3HaMa M3BeleHNX 13 Teopuje. [Ipyrum peunMa, Kajja HactaBHUIM Qop-
MY/IUIIY HOBY METOAY Y HacTaBy, 6apeM IocMaTpajyhu je camo y Teopuju, HEOIIXOZHO
je 1 ;ia je mpyuMeHe y Ipakcu. Y HOBMHAPCTBY je TO yjemHO U Hajoospa (M HajjeHOCTaB-
HIja) IpoBepa mbeHe yreMebeHocT. OBakaB IPUCTYII je, KaKO CMO BUJIEIN M3 TIpeT-
XOIHUX cerMeHara”, II0ce6HO BaKaH YIPaBO Kajia TOBOPVMO O CEKTOPY HOBMHApPCTBA
1 Mefijcke HAyCTpuje (06pasoBamy HOBMHAPA), jep YKasyje Ha HY>KHOCT npodecuo-
Ha/IHOT Ca3peBama y caMoj IIpakcy (MeAMjCKuM peflakiiyjama), ajiu ¥ Ha BaKHOCT (op-
MajHOT 06pa3oBama.

Cpbuja - axitiyento ciiaroe

Y Cpbuju cy y MuHye iBe AelleHIje CIIpOBefieHa I0jefiyIHa MCTPaKMBamba Ha TeMy
3HaYaja U aHamm3e nocrojehux Mopamurera o6pasoBarwa HoBMHApa. OHO IITO YyAu
jecte mepMIUT TaKBUX CTyAMja U aHA/NIN3A Yy IOCIENb0j AELeHUjI, Kajja Cy MOXAA I
HajroTpeOHMje, C 003MPOM Ha 13a30Be ¢ KojuMa ce oa mpodecuja cycpehe. Takse cTy-
muje 6u 6me oy 3HaYaja 3a MHOTe 3aMHTEPECOBaHe aKTepe, a IIpe CBera OHe IMpuMap-
HO Ba)XHE 3a OBY IpodecH;jy, IOIyT YHUBEP3UTETa, UCTPAXMBAYKMIX OpraHM3aLMja U
HOBVHAPCKUX yApYKewa. PaHuja ncrpaxmpama cy, Iak, MaxoM 6m1a ¢pokycupaHa Ha
IpOLieHy yTuijaja popMaTHOr HOBMHAPCKOT 0OpasoBama Ha IMpOoQeCHOHaTHU Pas3Boj
HOBJMHAapa ¥ KBaJIMTeT HOBMHAPCKOT M3BELITaBamwa, a 3a CBOje IPMMapHO yCMepeme I
IWb YIJIABHOM CY MMaJjia HEKO/IMKO aclleKaTa:

- upeHTHdUKALYjy 0671acTH y KOjuMa HOBMHapy npuMehyjy HefocTaTak 3Hama UIn
BEILITNHA, Ko 1 IPOlLieHy epUKacHOCTH nocTojehnx o6mmka popMaTHOr HOBMHAPCKOT
06pasoBama y TOM IIOITIEY;

— IpPOIEHY IIOCTOjama pas/inKa y KBa/JINTeTy HOBMHAPCKOT M3BellTaBama nsMeby
HOBMHapa ca popMayHIM HOBUHAPCKMM 00pa30oBameM I OHMX KOjU TO HEMajy;

— aHa/IM3y CTaBOBA jaBHOCTY O 3Ha4ajy (hopManmHOTr 06pa3oBama y HOBUHAPCTBY I
yTHIIajy 06pa3oBama Ha KpeIMOWINTET HOBIMHAPA I IOBEPEHhe jABHOCTH Y MefiVje;

- JCIUTHBaKbe 3Hayaja (OPMaJTHOT HOBMHAPCKOI 00pasoBama y CBAKOJHEBHO]
IIpaKCcK HOBMHApPA U3 NIepPCIeKTUBe IpYMeHe CTeUeHMX BeIlTHHA U 3Haba y MPaKTH4d-
HOM HOBMHAPCKOM OKPYXXEmY;

— BpeHOBame M0CTojehnx mporpama HOBMHAPCKOT 06pa3oBarba Ha YHUBEP3UTETH -

22 Bunorujesuh, M. (2000) Jugaxitiuka 2 - gugaxitiuuxe itieopuje u iieopuje yuerva, beorpap:
Yunremmcku pakynret, HayuHa kmura, ctp. 16.
23 lerapunje Bupetyt: Pacern, b. (2015) O o6pasosary y saciiuiiiarwy, beorpan: Manpana, cp. 192.
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Ma 'y Cpbuju kako 6u ce nieHTM(pUKOBaIe IPeFHOCTY Y HeOCTALY THUX U IIPEIOKIIe
npernopyke 3a yHanpeheme kBamrera 06pasoBama HOBIMHapa™.

PesynraTy oBuX MCTpakuBama yKas3alu Cy Ha HECIIOPaH 3Ha4aj BICOKOIIKOJICKOT
obpasoBamwa HoBMHapa y CpOuju 3a 1BIXOB KaCHWUjY CTPYYHMjU pajl y HOBOM KOHTEK-
CTy QyHKIMOHMCaba y OKBUPY IOCEOHO 3aXTeBHOT MEIMjCKOT OKpy»Xema 21. Beka. Y
TOM IIOI/IeRly, MOXKe Ce IIPYMETUTH HEKOIMKO K/byYHUX CerMEHaTa y KOjuMa ce yO4eHM
Oenedutn ornenajy:

- edukacHMja MpodecroHa3aIja caMe HOBUHAPCKe CTPYKe;

- Behe pasymeBame 3Hauaja U IpYMeHe eTHYKMX U IPOQeCHOHATHIX CTAHIAP/A;

- KOHKpETHMje pasyMeBame 3Ha4aja mpahema u camo ymehe aHanmse mupe mpy-
IITBEHVX IIPOLieca;

- yBubame BayxHOCTK 1 Behe MoryhHOCTM afjanitanyje Ha IpOMeHe Y MeAMjUMa;

- eyKacHMjU Pa3Boj IpodecroHaTHe Mpe)Xke YHYTap HOBUHAPCKOT ecHada.

[TosuTMBaH MCKOpPAaK y OBMM CerMEHTVMa IOCPEJHO HeCYMIVMBO HONPUHOCU 1
BeheM KBa/lUTeTy HOBMHAPCKOT M3BelITaBaba Y MHTETPUTETY YNTaBe MeHVjCKe MHY-
crpuje. Ha Taj HaunH ¥Ma ¥ KOHKpeTaH 3Ha4aj 3a caMy HOBMHAPCKY Ipodecjy ¥ Meu-
je, a/u ¥ 3a APYIITBO y Lie/IMHMY, Te M3HeHal)yje Mambak ncTpakuBama o 3Ha4ajy o6paso-
Bama CIIOPTCKMX HOBMHApa y CpOuju, u Te KaKko IomynapHe o0/1acTy yHyTap oBe IIpo-
¢ecuje. TakBa MCTpaKMBama Cy IOCEOHO KOPUCHA 3a pa3yMeBame yiore GOpManTHOT
o0pa3oBama y jegHO] IPWINYHO CHelupIIHOj HOBMHAPCKO] Mpodechju 1 yodyaBarmbe
OHMX CerMeHaTa y KOjuMa je HOTpeOHO M3BPLINTI KOpeKIyje 1 yHarpeherma kako 61 ce
OCHTypaJia BUCOKA CTPYYHOCT 1 PO eCHOHATHOCT OBOT Jie/la HOBMHAPCKeE 3ajeHIIIe.

/I3 TakBe IepCIeKTIBE, Ca Xe/bOM Jla Ce KOHKPeTHMIje YCMepUMO Ka 3a Hac IIpuMap-
HoM mpoctopy (Cpbuju) n Temn (efykauuju CHOPTCKMX HOBUMHapa), Ppokycupahemo
Cce Ha pesy/TaTe je[fHOT PaHMjer, a/li U Jajbe IPYIMIHO aKTYeTHOT MCTPAXX/Bamba pea-
mm3oBaHor Mehy crymenTnma ®akynreTa 3a CHOpPT YHUBep3uUTeTa ,, YHMOH — Hukoma
Tecna” n @akynrera nonmntnukux Hayka (OIIH) Yunsepsutera y beorpany, y koMe cy
VICTIMTaHMKe YVHWUIN CTYIeHTY OBUX (aKyneTa”.

Bum cy carmacHu #a je HaBeha MaHa mpodecnje Maja 3apajia M HeOCTaTaK CJI0-
6omHOr BpemeHa 360r 06MMa 1oca. Mubema UM ce JeTMMUYHO PasuKyjy y TBPA-
1B JIa je MOJI0XKaj CHOPTCKUX HOBMHapa y Cp6uju ytom. 3aHUM/BUBO je fa ABa CTYAeH-
ta ®3C yoImuITe HUCY carlacHa IO TOM NUTamy, Kok je Ha OITH Behuua crynenara
n3abpaja OAroBOp fia ce AemMMuYHoO caaxe. C Ipyre cTpaHe, oHM HUCY npumehuBamm

24 TlojepuHe TakBe cTyauje u pagosu cy: Vali¢ Nedeljkovi¢, D., Pralica, D. (2007) O novinarstvu
i novinarima, Novi Sad: Filozofski fakultet; Maruh, J. (ypen) (2008) Univerzitetsko obrazovanje
novinara u Srbiji, Beograd: Centar za profesionalizaciju medija, Institut drustvenih nauka i Fond
za otvoreno drustvo; Radojkovi¢, M. (2011) Obrazovanje novinara ili medijska pismenost? u:
Rade Veljanovski (ured), Verodostojnost medija: Dometi medijske tranzicije, zbornik radova. Beo-
grad: Cigoja stampa i FPN UB.

25 YKIpydeHo je 6u10 ykynHo Buile of 40 MCIIMTAaHMKA, Off IPBe [0 YeTBPTe TOfNHEe OCHOBHMX
aKaJeMCKMX CTYAMja CIIOPTCKOT HOBUHAPCTBA U HOBMHAPCTBA, @ CAMO MCTPAXXMBAbeE je CIIPoBe-
TIeHO y TIEpMOAy o MapTa 1o Maja 2021. rogune.
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Be/MKe Pas/uKe IO MUTaky YTUIIAja CHOPTCKMX HOBMHApA Ha JIPYIITBO, NPUTHCAKA
MHTEPECHNX I'PyIIa ¥ TOTa Jia je mpodecuja ClIOpTCKOr HOBMHAPA CTPECHO 3aHMMAIbe.
Vmak, MuI/bea MM Ce KOHKpeTHIje Pas/IiKyjy y Be3) ca TBPABOM O CYKoOy MHTepeca
CIIOPTCKYX HOBMHApa y 06ap/bamwy nocna. VMcnuranniy ca OITH y Behunm Hucy carna-
cuu (15), 3a pasmuky op ucnurannka ®3C, koju y BehuHu cmarpajy a mocroju cykob
uHTepeca (11)%.

OBM YKpPaTKO IpeJICTaB/beHN CETMEHTY IOMEHY TOT ICTPaXKMBAba YjeHO CY U KOPH-
CTaH yBOJ, y OHO Koje he y 0BOM TeKcTy OMTU KOHKpeTHMje IpefcTaB/beHo, Oynyhn ma
HaM HyJie IOTpeOHY XPOHOJIONIKY NepCreKTUBY 1 MoryhHocT npahemwa eBeHTyalHOT
pasBoja (KOHTMHYUTETA) OIMCAHOT CTamba.

Busypa ciuygenainia ciiopitickoi HosuHapciniea

Y nameM MCTpaXmBamy je y4ecTBOBajo 59 crysenara Pakynrera 3a CIOPT ca pas-
JIMYUTUX TOAVHA CTYAMja, Mehy KojuMa je Hajsuile cTymeHara fpyre (35,6%) u mpse
ropuHe (20,3%), a MMa 1 OHMX Koju cy Beh gumnoMupanu Ha oBoM daxyrery (6,8%).
Meby ucnurannnuma pasnmuuTUX TOAMHA M HUBOA CTYAUja NPUCYTAH je U 3Ha4YajaH
6poj onux Kxoju Beh pazie 3a pasmrunTe Mefyjcke KOMIIaHNje, IITO JOAATHO yTUYe Ha
IJIXOB yrao II0CMaTpamba ¥ BPeHOCHE CYyH0Be 3a KOje Cy ce OIpeme/mm®’.

}Ia N CTe CTYAEHT WK gMnnomMadg Ha cryﬂujama CnopTCcKor HOBHHBPCTBB?
59 ogroeopa

@ cryneHT CNopTCKOr HOBMHAPCTEA — NPBa
roguMa cTyamja

@ chneHT CNOPTCKOr HOBMHAPCTEa — Apyra
roguHa cTyamja

@ cTynEeNT CNOPTCKOr HOBMHAPCTEA —
Tpeha roguHa cryauja

@ cTnEeHT CNOPTCKOr HOBMHAPCTEA —
YeTepTa foanHa cTyamja

@ CHTEeHT CNOPTCKOT HOBHHAPCTEA — an...

@ [UNNOMKPAHK CNOPTCKM HOBMHAP

Ipadmkon 1: CTpykTypa UCIIUTAHMKA Y OKBUPY UCTPAXKUBakba

[’1aBHa HaMepa y UCTPaKUBAIY je yKasuBambe Ha BAKHOCT GOpMaTHOT 06pasoBa-
1ha HOBJMHApa y 00IaCTH CIOPTCKOT HOBMHAPCTBA, a/my ¥ mype. Behnna ncnmurannka
noTBphyje BaxkHOCT popManHOr 06pa3oBamwa y OBOM IIOITIERY, BUX 54,2% ce cmaxe ¢
TOM KOHCTATaIjoM, a CKOpO 4eTBpTHuHa (23,7%) ce cimaxke y MOTIYHOCTH, IITO y YKYII-

26 [leta/pHMju Hazmasy OBOT MCTPaXKMBama MOry ce Bumetn y: Seleni¢, U. i Vulinovig, J. (2021)
Sportsko novinarstvo kao profesija kroz percepciju studenata zurnalistike, Sport i biznis, 7 (1),
str. 58-63.

27 Ped je 0 cerMeHTy IIMpeT UCTPaXKuBalbha y OKBUPY CMepa 3a CIIOPTCKO HOBMHApPCTBO KOje
je meTa/pHUje objalmbeHO y PycHoiliu 1, a Koje je y okBupy Pakynrera 3a CHOPT peann3oBaHO
ToKOM 2023. 1 2024. ropuHe.
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HOM 36Mpy unHM 0KO 80% KOjyi OBaj IIPEyC/IOB BU/ie BAKHNM 32 peanns3alujy HOBY-
HApPCKMX 3aJjaTaKa y CBAaKOJIHEBHOj IPAKCIL.

(DOPMEJ'IHD 05PEBQBEIH:E AOHOCK NPpenHOCT Npy QﬁaBIbEIH:vy HOBWHEPCKWX NOCNOBa Y NoOMbLY

CNOPTCKOr HOBMHapcTBa y Cpsujm,
5% ogrosopa

@ yonuwre ce He cnamem
@ He cnaxem ce

@ HEMAM MULWLEHLE
@ cnaxem ce

@ nomyHo ce cnaxem

IpadukoH 2: OrjeHa BaXXHOCTI aKafjeMCKOT 06pasoBama
CIIOPTCKUX HOBMHAPA 32 HOBMHAPCKY IIPaKCy

Ca TBpAOM JIa Ce IPEFHOCT CIIOPTCKMX HOBMHAPA KOju €y pOpMaTHO HIKOTOBAHM
3a CBaj IO3UB y OfHOCY Ha OCTaJIe KOJIere OI7iefia ¥ y 60/beM II03HaBamby Hauesla HOBY-
HapCKOT podecroHaNn3Ma 1 eTUKe CI0KIIO ce 37,3% MCIUTAaHNKA Y MOTIYHOCTH,
TOK je wux 44,1% camo carmacHo. YKyIHO je 10% oHMX ca CyIpPOTHMM CTaBOM, a IMa U
OHVIX KOj! HEMAjy MUILJbEIHE O OBOM IIUTAIY.

MpeAHOCT CNOPTCKWX HOBMHAPa Kojy cy pOPManHo WKONOBaHW 3a 0Baj NO3WB Y OfHOCY Ha ocTane

Konere jF.' ¥ 6omem no3Haeaky Ha4vyena HoBWHapCKor npodecMoHanamMa 1 eTuke,
59 ogrosopa

@ yonwre ce He cnaxem
@ e cnaxem ce

@ Hemam MUwnLEe
@ cnaxem ce

@ nomyHo ce cnamem

IpadmkoH 3: 3Hauaj akafeMCKOr 06pasoBama CHOPTCKUX HOBMHAPA [0 HOBUHAPCKY ETUKY

Jla/pe ce, IOHOBO OYEKMBAHO, IIPEIHOCT CIIOPTCKUX HOBMHAapa (POPMaHO LIKOJIO-
BaHUX 32 0Baj IIO3UB Y OJHOCY Ha OCTasle KoJiere BUAM Kpo3 60/be O3HaBabe HY>KHIX
HOBVHAPCKUX IpaBWIa 1 BEIITIHA, KOje Ce OITIelajy U Y CerMeHTy 60Jber Mo3HaBama
HOBJHAPCKUX >KaHpOBa U cTuioBa. V1 oBfe je oko 80% oHux koju fene Taj cyp (45,8%
CaI/lacHo, JOK je 33,9% ycnmuTaHMKa y MOTIYHOCTH CaIJIacHO ca 0BOM olieHoM). OBaj
IIyT je jOII Makbe OHUX KOjU He JieJie TAKaB CTaB, JOK je HEIITO BUIIE OHMX KOjU HEMajy
MMUI/bebe 0 0BOj Temu (6,8%).
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MpeAHOCT CROPTCKWX HOBMHAPa Kojyu ¢y GOPManHO WKoNoBaHW 3a 0Baj NO3WB Y OAHOCY Ha ocTane

Konere je y 60/eM No3Hasakby HOBMHAPCKKX KaHPOBa M CTUNOBA.
59 ogrosopa

@ yonure ce He cnakem
® e cnaxem ce

D Hemam MULEEke

@ cnaxem ce

@ nomyHo ce cnaxem

IpadmkoH 4: 3Hauaj akafeMCKOr 06pasoBama CIOPTCKUX
HOBIHApa 3a NI03HaBame HOBMHAPCKIUX YKaHPOBA U CTUIOBA

Jour jemHa MpeJHOCT CIOPTCKMX HOBMHAPA, GOPMAHO €yKOBAaHMX 3a OBAj IIO3VB
jecte 1 'y 60/beM IO3HABAKY CIEUMPUIHOCTU Pajia y PasIMIUTIM BPCTaMa MeVjCKIX
kyha (1 Ha pasmuunTUM IWIaTGopmMama), ITO je y aKTYETHOM MeJIUjCKOM eKO-CUCTEMY
oce6HO BaXkKaH acIeKT. Y TOM JoMeHY je u Buie of 80 % onrosopa Koju morphyjy
Kopeanujy oBa iBa ¢haktopa (23,7 % normyHo carmacHux u 49,2% cariacHux), JOK TeK
HEIITO BHUIIE Off leceT MpolieHaTa MCIIMTAHNMKa He BUM Be3y u3Mel)y oBa jBa cermeHTa.
Y oBOM acreKTy je v 3Ha4ajHO Behu 6poj OHMX KOju HeMajy ofipeheHO MIII/bee 0 0BOj
TeMU (IUTawy) — BUX YakK 16,9 %.

MpeaHoCT CNOPTCKWX HOBMHAPa Koju ¢y hopManHo WKONOBaHW 33 OBaj NO3WB Y
OfiHOCY Ha ocTane Konere je y 60/beM No3HaBaksy cneundu4HocTH paga y
pasnU4YMTUM BpcTama Megujckmx kyha (M Ha pasnuyuTum nnatdopmama).

59 ogrosopa

@ yonwre ce He crakem
@ we cnaxem ce

O HEMaM MULLMLEH:E

@ cnaxem ce

@ NOTNYHO ce cnasem

Ipaduxon 5: YTuuaj akageMckor o6pasoBarma CIIOPTCKMX HOBIHApA Ha [T03HaBabe pajia
y pasIMYMTIM MefUjCKUM Impenysehnma 1 OKOTHOCTMMA.

ITpema mpoljeHaMa y4ecHMKa Y OBOM MCTPAXXMBAKY, IIPEFHOCT ce BUAU U Y 607b0j
IPUIIPEMU U NOC/IEANYHO CHAXKHMjOj OTIIOPHOCTY Ha OpOjHE aKTye/lHe M3a30Be KOju
BJIaJIajy y 06/1acTu Meiyja ¥ HOBUHAPCTBa (Ha MPUTHCKe pas/dnTe BPCTe, ITOCeOHO 13
T0Jba IIOJINTYUKE U TOMeHa puHaHCHpamwa Meayja). VICTMHM 3a BOJbY, 3HAYajHO je Mambu
0poj OHVIX KOjy BUJie B&XXHOCT OBOT IIPEYC/IOBA y HaBeleHOM acIieKTy, oyayhu ga je

ICymmypa




3HAYA] U CIIELMONYHOCTH BUCOKOT OBPA30BAIbA Y OBJIACTH CIIOPTCKOT HOBMHAPCTBA

YKYITHO TeK HelITo Buie off 50 % OHMX KOju TO CMaTpajy moce6Ho Baxuum. Ha To yTn-
4e U IPUINYHO BE/IMKY OPOj OHUX KOjU HEMajy MUIIJbEbe O OBOM IUTamY (M 6ap He
XKeJle [ia Ia n3pase) — mbux 4ak 22 %, 0K je OKO YeTBPTMHA OHMX KOj!U HYICY CaIJIaCHU ca
OBOM IIPETIIOCTABKOM.

MpeaHOCT CNOPTCKMX HOBWHapPa Koju Cy hopManHo LWKONOBaHW 38 0Baj NO3WB Y OHOCY Ha ocTane

Konere je y 60/b0j NpUNpemMK U NOCNeAUYHO CHAXHKWjO] OTNOPHOCTW Ha NPUTUCKE.
59 ogrosopa

@ yonwre ce He cnaxem
@ we cnaxem ce

@ Hemam MHLbebe

@ cnaxem co

@ nomymo ce chamen

IpaduxoHn 6: YTuiaj akageMckor o6pasoBama CIIOPTCKIX HOBIHApa
y 60p6y IPOTUB €KCTEPHMX yTHUIIAja Y IPUTHCAKA

Y maboj aHamusu je 6ma0 MoceOHO BaXKHO YCMEPUTH Ce Ka HIXOBOM aKTYeTHOM
TOXVB/bajy mpodecuje U MHAYCTpUje, Ynju fieo 61 Tpebao Aa MocTaHy y nmpodecu-
oHanHOM morefy. C TMM MOTMBOM, HACTOjao Ce CaI/ieflaTi M FHUXOB yTrao Iefjama Ha
aKTYeJTHO CTame y CBeTY Mejija ¥ HOBMHAPCTBA. VI3 Te mepcreKTuBe Cy aHanImsmpa-
HI U BbVIXOBM CTaBOBM O OYEeKMBambMMa U aMOMIIMjaMa Koje MMajy Y MpodecuoHaTHOM
TIOTTIETTY.

Behuna muX onTMMUCTUYHO I7Iefja Ha MOryhHOCTU TpodecnoHaTHOT aHTXMaHa Y
HepCHeKTUBY, C 003MPOM Ha TO Jja y BeIMKOM 6pojy moTBphyjy fa cHOpTCKM HOBMHA-
pu y Cpbuju nMajy T0BO/BHO IIpMIMKA 33 TPOdeCHOHaTHN aHTa)XMaH Y 0BOj 06/macTi:
49,2% je carmacHo C TAKBOM IIPOLIEHOM, JJOK Ce OKO 12% X y IOTITYHOCTH CIaKe.

CrnopTcKu HOBUHapH Y Cp6uju Majy A0BO/EHO NPUAUKE 3a NPoGEecHoHanH aHraXmaH y oBgj
obnacTu.
59 oproeopa

@ yonune ce He cnakem
@ He cnawem ce

@ Hemam MUWrbEke
@ cnakem ce

@ noTnyHo ce cnaxem

Ipaduxon 7: OljeHa aKTyeTHUX IIPUIMKA 32 IPOQeCHOHaTHY aHTa)KMaH Y 3aI0CTIeHhe
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Omnn cy, MehyTum, NpuINYHYN MeCMMICTI Kajja I/Iefiajy Ha noctojehu craryc cnopr-
CKMX HOBVHApa y APYLITBY, IITO je II0BEe3aHO ca MOjefiIHNIM OlleHaMa U 3aryjama HaBe-
IEHVM Yy YBOLHUM JIe/IOBMMa OBOT TeKcTa. Hamme, ckopo 60% ucnmTaHmKa cmarpa
aa CHOPTCKI/I HOBI/IHapI/I y CP6I/[]I/I HI/ICY AT€KBAaTHO IIOIITOBAaHU y )IPYIHTBY. "n y OBOM
acIeKTy je, MehyTuMm, IpMINIHO CUMITOMATWYaH 1 JOHeK/Ie 3a0pumaBajyhu nporeHar

OHUX KOj/ HEMajy MUIIUbele O OBOj TeMM Wiy 6ap He yKeJle Jja ra u3pase, KOjUX je BUILIe
on 20 %.

CnopTcKW HOBUHAapK Y Cpﬁuju HUCY afileKBaTHO NOWTOBaHW ¥ APYWTBY, reHepanHo rnegaHo.
59 ogrosopa

@ yonwre ce He cnaxem
@ ve cnaxem ce

@ Hemam MUWbeHe
@ cnaxewm ce

@ nomyHo ce cnaxesm

Ipadmkon 8: OljeHa aKTyeTHOT CTaTyca I MOMITOBaba
Koje CIIOPTCKY HOBMHAPH MMajy y HallleM APYIITBY

W3 opgrosopa Ha IPETXONHO MUTAHE MOXKE CE PA3yMETU I JOBECTU Y Be3y U IIPOIie-
HaT ofroBopa Ha ciefiehe, Koje je pokycupaHo Ha MaTepujaHy KOMIEH3aIVjy CIOPT-
cKkux HoBMHapa y Cpbuju, y CMIUCITY BUXOBe IIaTe TOKOM ITPOQeCHOHaTHOT aHTa)KMa-
Ha. Haume, Bumre o 85% ucnmranuka je caracHO C TMM Ja CIIOPTCKM HOBMHApH y
Cp6ujn Hucy afexaTHo mmahenu 3a coj paj (40,7% je IIOTIYHO CaIZIaCHO, IOK je BUX
45,8% camo carmacHo). VI3 TakBOT OffHOCA U OlLieHa MO>Ke Ce aHa/IM3UPATH U IPETXOHA
IPOILEHA CTaTyca ¥ TPETMaHa KOjy CIIOPTCKM HOBMHAPY MMajy y HallleM JPYIITBY, IIpa-
heHor kpo3 Tako ycMepeHo IMuTame.

CrnopTcky HOBMHAPW ¥ CpBMju HUCY aaekBaTHO NnaheHu 3a CBOj pafd, reHepanHo rneaaHo.
59 oproeopa

@ yonume ce He cnakem
@ He cnamem ce

@ Hemam MUWbEe

® cnaxem ce

@ noTnyHo ce cnaxem

Ipadmkon 9: OleHa akTyenHe HOBYaHe HalloOKHafe (I1aTa, 3apaja)
CIIOPTCKMX HOBMHApPA Y HAlleM JPYIITBY

ICymmypa




3HAYA] U CIIELMONYHOCTH BUCOKOT OBPA30BAIbA Y OBJIACTH CIIOPTCKOT HOBMHAPCTBA

Vimajyhu y Bupiy paHmje HaBefieHe OLieHe 1 Hajla3e MICTPaXXMBabha, U Te KaKO je BaXKHO
¥ KOPYICHO TIPEfICTaBUTI U KOHKPeTHYje MOTIBE MICIIMTAaHMKa 3a caM ofabyp npodecu-
je cnoprckor HoBMHapa. IbuMa je monybhena MoryhHocT fa camu HaBezy cBoOje pasjiore,
a Mehy B1Ma oMyHMpa /by6aB IpeMa CIIOPTY I HOBUHAPCTBY.

BehmHa ucnmTaHyKa Tako UCTIYe 1a BOIU CIIOPT M PEOBHO IIpaTy 361Bamba y OBOj
0067acTy, Ia NpWINKY fia IpOoQeCrOoHaNHO IIpaTe MCTa ¥ U3BELITaBajy ca BUX BUJe U
Kao CBOj OCHOBHM MOTVB 3a ofjabup oBe mpodecuje (,0fyBeK Me je CIIOPT HajBuILe
3aHMMAO’, ,,/by0aB IpeMa CIOpTY , ,/bybaB IpeMa CIIOPTY ¥ INUCAHOj pedn’, ,CIoj ABe
7py6aBI, CIIOPTA I HOBUHAPCTBA , ,,aQUHUTETY IIpeMa CIIOPTY M HOBUHAPCTBY , ,,i3Be-
mITaBame ca Hajpehux cnoprckux gorabaja’, ,pap y mpodecujn Kojy BOIMM, KOHTAKT ca
CIIOPTUCTUMA, Y HEKY PYKY UIONMMA U3 NETUILCTBA Y CBAKAKO JOPUHOC APYIITBY KOjU
[o7as3y y3 oBy mpodecu;jy’, ,Ayro npaheme ciopTa, pasyMeBame KOMEHTapa pasindn-
TUX MedeBa, Kao 11 ONUCUBambe VICTUX Ha BP/IO BICOKOM HUBOY, TPEHUpabe CIIOPTa U
MMO3HaBakbe CIIOPTA Off IOYeTaKa [0 JaHac ...).

Meby muMa MMa ¥ OHUX KOjU CY IUIAaHMpAIN NMPOQeCHOHATHY Kapujepy y Crop-
Ty, I1a M je CIIOPTCKO HOBMHAPCTBO YjeqHo 1 ofpeheHa BpcTa cyncTuryuuje 3a To, Te
Cy HaKOH OJyCTajamba Off IPBOOMUTHNUX IIAHOBA XKEJIE/N ,Ha HEKM HA4MH Ja OCTaHYy y
cropTy” (HIIp. ,,)KeJIeo caM Jja OCTaHeM Y CIIOPTY KOjUM caM ce 6aBMO Off AeTUICTBA U
»XeJba JIa OCTaHeM Jieo CIIOPTa, Kaja Beh HucaM nmpodecroHamHy CiopTucTa’).

MHoru noce6HO HarIalaBajy XeJby a ,pajie OHO LITO BOJIE , a KPO3 HOBMHAPCTBO
BUJie M NPWINKY Jia TIyTYjy, 3aJJ0BO/bE CBOjy PafO3HAIOCT M aBAaHTYPUCTUYKU AYX.
ITojenuHu 3aTO MMeHYjy U ,M3a30BHOCT M 3aHMM/BMBOCT HOBMHApCKe Ipodecuje” n
»>IVHAMUYHOCT npodecuje”. VicnmuTaHny uMajy M KOHKpeTHO poduncaHe aMOoum-
je, ma Beh cap MMajy u fupeKTHUje ITaHOBe y Be3u ca ofpeheHym croproBuMa mm
CIIOPTCKUM OpraHy3alnujama, Koje 61 BoJIe/nu Ja rmpare 1 MOImyIapusyjy.

JemaH feo MCIMTaHMKA MMa JKeJby 3a jaBHUM U3paXkaBambeM U IIPOMOLIMjOM ¥ CaMOT
CIIOpPTa Y ,y CBETIy y KOjeM ra IpaBM /byOuUTebU JOXMBBaBajy. Meby crymentnma
®3C nma u OHMX KOjU Cy IparMaTM4HoO HpoleHunu aa he ,mako nponahu mocao ca
3aBpIIEHNM CTY/AMjaMa CIIOPTCKOTr HOBMHApCTBA . IToce6HO je MHTepecaHTHO U BaXKHO
TO IITO MHOTY Off BUX Beh caj kao MoTuB MMajy MoryhHoCT fia yHampepe nocrojehe
CTale y HOBMHAPCTBY U Memujuma. Ilojemnnau, Haume, HaBoJie U XeJby ,3a YCIIOCTa-
B/babeM He3aBJMCHOT HOBUHapcTBa Y Cpouju’, 3aTUM ,,/ja CBOjUM KBaIUTETOM HaIllpaBe
HEIITO HOBO y CIIOPTCKOM HOBMHAPCTBY , CMAaTpPajy ,fia ¥ Te KaKo ¥Ma CTBapy Koje ce
MOTY IPOMEHUTH, a Ha KOje MOXKeMO Jia yTI4YeMO ', Kao 1 TO fia ,,Bepyjy y cmoboxy n moh
nojepuHLa” U ,60pOy 3a UCTUHY .

C npyre cTpaHe, ¢ 0631pOM Ha BJXOB IPWINIHO IeCUMUCTIYAH OHOC IIpeMa TpeT-
MaHy oBe IpodecHje, jefHAKO je 3HAYajHO ¥ 3AHMM/BIBO BUMIETH U IITA 6U MX MOTUBH-
CaJIo Jja ;YTOPOYHO OCTAHY Y CIIOPTCKOM HOBMHAPCTBY, Oymyhu na Huje Manu 6poj oHnx
Koju Beh TOKOM CTy/AMja OlyCTaHy Off Te Mfeje, aly ¥ Off HOBMHApCTBa yormte. OCHOB-
HY MOTMB 32 OCTaHaK y oBOj mpodecuju je /bybaB mpema cHopTy, camoj mpodecuju
CIIOPTCKOT HOBMHAPA, OFHOCHO Ke/ba Jja Ce Pajiyi OHO IITO Ce BOIYU MJIY OHO ,,3 ILITa Cy
pobenn” u To mTO ,,cebe He BUie HU Y jefHOj Apyroj mpodecujn’”.
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MHoru MOTHUB BIJ€ ¥ TOMe LITO he M I0Cao OUTH ,,apeHATMHCKI , 0K APYTHU Of
Ibera 04eKyjy Aa he 6utu ,,omyITeH, 3aHUM/BUB U IPYXXUTU MHOTO IPWIVKA 32 HOBA
IpUjaTe/bCTBA M Ty TOBAaMa , 3aTUM IITO he pafiuTit ,,y 35paBOM OKPY>KewYy WA ,,y IPU-
jaTHOj aTMocdepn, y3 IpUCTOjHY IUIaTy . IbuxoBu npodecnonamuy unmbeBr 1 aMou-
Iyje Cy IaK ,IPUCYCTBO U CBefjOYeibe BEeMMKMM CIIOPTCKMM jorabajuma’, ofHOCHO
»3aHUM/BUBY Jorahaju, pafoBame CIOPTCKMM ycrecuma (3ajeHo ca Kojlerama), IyTo-
Bamba, aJIV 1 CaM Paji Ha UCTPAXXVBAIY I IVICakby TEKCTOBA VIV Pajy IpeHoca” 1 ,,Mi3Be-
IITaBambe Ha IpaBy, 00jeKTUBaH Ha4MH . Ty Cy U IMYHM MOTVBH 32 ,HAIIPEJOBAbEM Y
HOCTTY , »,y4eheM 3aHaTa’ ¥ MOTUB Jja KPO3 AYTOPOYHM paj IOKYIIAjy Aa IpyXe ,CBOj
JINYHY JOIPUHOC y MeMIUjCKOj IIOIy/Iapu3alji Mambe HOIyJlapHuX copTosa’. V1 oBaj
IyT MMa OHMX KOj¥ MMajy CaCBYM KOHKpPeTHE IUIaHOBE Y XeJbe, IONYT ,KOMeHTapuca-
ma Pyndanckux yrakmmna” u ,u3Bemnrabamwa ca yrakvmia KK I]psena 3sesga”

JiMa n oHMX KOju TpK3HAjy Aa he y HOBMHAPCTBY ocTaTy aKko moby ,70 mosuiyje
KOjy >KeJIe, HIIp. KOMEHTATOpa W/IM HeIlTO Be3aHO 3a Te/IeBU3YjCKO HOBUHAPCTBO', ajli
U OHMX KOjU Kao K/bY4YHM YCJIOB Byje HoBall. Ibux 6u 3a ocraHak y oBoj mpodecuju
MOTVBICAJIA ,BICOKA IPYMama’, OFHOCHO ,,00/ba (pMHAHCYjCKA CUTYalyja’, HOK C fpyTe
CTpaHe ¥IMa M OHVIX KOjIi TIPU3HAjy Ja Cy CBeCHM ofpeheHNX OKOMTHOCTH, T1a KXy Jja UM
»HOBAIl CUTYPHO HMje MOTUB .

ITocToje  OHM MCHIUTAaHULIM 32 KOje 61 ce MOIIO pehn fja MMajy Bulle LubeBe, jep
MCTUYY Jla UM je ,K/bYIHU MOTUB JIa Ipo6ajy fa OKpeHy CIIMKY COPTCKOT HOBMHAPCTBA
y 3eMJb)t, XeJba Jia ce ,IIOMOTHe yHanpehemwy npodecuje’, ogHOCHO ,,ipaheme pa3Boja
HOBVMHAPCTBA U3 IIPaBOT yITa~ U ,MOIyhHOCT M3pakaBama O0jeKTMBHOCTY y CIOPT-
CKOM HOBUMHApPCTBY, jep HOBUHAPCTBO y OBOj 3eM/bM MOpa fia Oyzne objektuBHO ~. ViMa
u oHMX Koju Beh cayy (MHOTH M IIpe IIPWINMKe Jja MOJIe MCKYCe 110Ca0) UCTUy fia ,Hehe
octatu” u fa Beh cay He BUJe ,MOTHB Ja JYTOPOYHO OCTAHY Y HOBMHAPCTBY .

3akmyuna pasmaiiparea

Vmajyhu y Bupy pesynrare Haler MCTpaKMBarmba, MOXXEMO Ce YCMEPUTH Ha HEeKO-
NIMKO K/bYYHMX Ta4yKM, KOje MOTY OMTHU TeMe 3a faby aHamm3y. C 063MpOM Ha HBIUXOBY
YCMepeHOCT 11 KOHTEKCT, caMa TeMa popmaTHOr o6pa3oBama CIIOPTCKIX HOBMHApA Ha
BIICOKOIIKOJICKMM yCTaHOBaMa Jo6uja Ha BakHOCTU. Hanme, ogHOC McnmTanmka mpe-
Ma 3Ha4ajy ¢popmamHor o6pasoBama CHOPTCKMX HOBMHAPA je HECYMIBMBO HO3UTHBAH,
Tj. oHNM ra notBphyjy, yjemHo moTBphyjyhu m BaxkHOCT TOT acmekTa y KacHUjoj HOBM-
HApCKOj IIpaKcy, IOy T Beher mosHaBama ¥ MpUMeHa eTUYKMX IPUHIMIA Tpodeciuje,
a/IM M IPaKTUYHMX BelITHHA — HOCeOHO OHMX KOji OBYBEK YMHE Pa3/IMKY y OBOM HOCITY
(mo3HaBame CHeNMPUYIHOCTY Pa3IMINTUX SKAaHPOBA U CTUIOBA Y HOBMHAPCTBY WI/IN
pama y MenmjckuM mpepysehnma pasmmunTyX KapaKTepUCTHKA), alnu ¥ OHUX HOBUjeT
[aTyMa, HEOIIXOAHMX 3a Pafl y 0BOj o6macTu y 21. Beky.

IbuxoBu nupeBn n ambuMje y morneny 6aBbema 0BOM MpodecnjoM MaxoM IOTH-
4y off /by6aBu mpema cropty. To 6u Morao 6uTy u JOBO/BAH apPTyMEHT 3a IPUMEHY
IPETXOHO HaBEJEHMX BEIITHHA Y MPAKCH, ali U 33 IUXOBO AYTOPOYHMj€ MOCTOBHO
OuTncame y okB1py oBe npogecuje. C apyre cTpaHe U Te Kako Op1He YMbeHNUIIA 1a je
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npuimdaH 6poj oHMX Koju cy Beh opycTanmm o Taksor maHa. To ce MOXKe pa3yMeTy U3
BehuHCKoOr cTaBa IpeMa NuUTamyUMa cTaryca oBe npodecuje (mpodecnoHanana) y gpy-
IITBY ¥ MaTepyja/IHOj caTucdakuuju (I1arama) Koje ce MOTy O4eKMBAaTH, a KOju je Ipu-
Jn4HO HeratuBaH. OBaj CBOjeBPCHM NapafiOKC Ha je[lHOj CTPaHU MMa UCKpPeHy /bybaB
IIpeMa CIIOPTY U HOBMHAPCTBY U MOTBPAY ja je 3a iy norpedHo crehu crnennduyna
3Hama U BELITUHe Ha (aKy/ITeTy, a Ha JPyroj ecuMM3aM U IpeBpeMeHO OffyCTajarmbe
360T HeJJOBO/PHOT IOIITOBAA, JIOLINX YC/IOBa 3a paj U m1ata. CaMuM TUM je OIJIefia/io
IIVPer CTawba y APYIITBY U OJHOCA IIpeMa 0BOj Ipodecuju (HOBUHAPCTBY U MeAMjuMa
TeHepaJHo).

Haxon cBera, 3aKk/py4ak je Jja KBaIMTETHO oOpa3oBame CIIOPTCKUX HOBUHApA Y
Cp6uju Ha BUCOKOLIKOJICKMM YCTQaHOBaMa MOXKE VIMATU BEMUKY, YaK M CYLITMHCKU
BaXXHY y/I0ry Y popMupamy npodecronanala cCliocoOHNX fja y aKTye/THOM 00y mpate
IIVPOK CIeKTap CIIOPTCKUX Aorabaja Ha amexBaraH HaumH. OBaj Ipoliec, CTOra, Tako-
he mopa 6utu cBeobyxBaraH, npyxajyhn crygeHTMa He caMO TeOpujcKo 3Hambe Beh
Y IPaKTUYHEe BEIITVHE HEOIXO[HEe 3a YCIIeX Y aKTYelHOM, U Te KaKO AMHAMUYHOM U
3aXTE€BHOM IIO/by CyCpeTa CIopTa ¥ Meiuja (HOBMHApCTBa). Y ciydajy obpasoBama
CITIOPTCKVX HOBYMHAPA, IpUMapHM GOKYC MOpa O6MTH Ha Ba>KHOCTY TeMe/bHUX IPUHIIN-
IIa HOBMHApPCKe eTuKe 1 npodecnonanusma. OHM, HaMMe, MOPajy pasyMeTy Ba)KHOCT
00jeKTMBHOCTI ¥ MHTEIPUTETA y M3BEIITaBaby O CHOPTCKMM Aorabajuma m pasButu
CIIOCOOHOCT KPUTUYKOT pa3MUIUbama 1 aHammse. O6pasoBame CIOPTCKMX HOBMHApA
y Cpbuju Tpeba ma TeXXU CTBapamy HOBUHAPA He CaMO CTPYYHUX Y CB0joj obmacTy, Beh
KOMIUIETHO OCIIOCOO/beHNX 3a pajl y PasIMuUTUM BUIOBMMA HOBUHAPCTBA, Ca a/bOM
crenyjanmsanyjoM y obnmactu crnopta. Takohe, Mehy K/byuHMM cermMeHTHMa yBeK MOpa
fa Oyze IPUBP)KEHOCT €TUIM U MHTETPUTETY Y U3BELITaBamby, LITO [ajbe HOIPUHOCK
U Pa3BOjy KBAaJIMTETHOT CIIOPTCKOI HOBMHAPCTBA, Ka0 ¥ (PYHKIMOHNCAKY CIOPTa Y
IIpeM OKBUDY.

Y3 Teopujcka 3Hamwa, BakaH ieo Tpeba [ja YMHM U IPAKTUYHY Paf jOII TOKOM CaMOT
cryampama. To moppasymeBa ¥ MOTYhHOCTM 3a CTMIjame MCKYCTBA IIyTeM IIpaKce y
HOBMHAPCKUM pefaKLMjama, MejuMa CIeNMjaM30BaHNM 3a CIOPT U KpO3 IPUCY-
CTBO caMMM croprckuM porabajuma. OBo omoryhaBa cTygeHTMMa [ja KacHMje JIaKIe
MOTY NIPMMEHUTY CBOj€ BELITVHE y CTBAPHMM CUTYyallljaMa ¥ pa3BUjaTy CBOj CIIELV-
¢nuan HoBMHapcKy cTuiL. Takobe, morpe6Ho je ga ce moce6Ha Makiba MOCBETY PaRy y
HOBOM, AVMIUTATHOM OKPY>XKeHY, Tj. T3B. AUTUTATHUM Me[VIjiIMa ¥ HOBYM TeXHOJIOTHja-
Ma. Y IaHallbeM, JUTUTATHOM J00y CIIOPTCKU HOBMHAPY MOPajy OMTI OCeOHO CTPYY-
HI ¥ BELITY Y paly Ha pasIMIUTUM IVIaTpopMaMa Kako 61 epMKacHO TOIP/IK [0 CBOje
ny6nuke. HampegHe BemTiHe Kao LITO Cy MCTPaKMBAYKO HOBMHAPCTBO U MYITHMe-
AMjaTHO M3BellTaBame Takohe Tpeba ma Oymy meo o6pas3oBama CIOPTCKUX HOBMHAPA,
KaKo 01 ce CTyeHTUMa IPYXXIO LIeJIOBUT YBUAL Y IPAKCY X MOTYhHOCTY CBeOOYXBaTHOT
CTUIIalba 3HaMa U V3TPafilbe BELITHHA IOTPeOHNX 3a IpodecoHaIaH U yCIIelllaH paj
y caBpeMeHOM HOBMHAPCKOM OKpY>kery. CaMuM TUM, BaKaH je MHTepAUCHVIIIMHAPHA
HPUCTYI 00pa3oBamy CIOPTCKUX HOBUHapa. OH YK/bydyje ¥ pasyMeBaibe BaXKHOCTU
CIIOPTCKe IICKUXOJIOTHje, COLMOTIOTNje CIOPTA, CHOPTCKE MEUIIVMHE, CaMOT (PYHKIVIOHM-
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cama CIIOPTCKUX OpraHy3alyja M MHAYCTpHUje CIIOpPTa U IPYIUX 00/1acTH Koje Mory 060-
TaTUTV HOBMHAPCKU pajj 1 oMoryhurtu 60/be pasyMeBame KOHTEKCTA Y KOjeM Ce JJaHac
criopT ofByja. YHamnpehemwa oBor ofHOCa 11 caMor ceKTopa 06pa3oBarba HOBIUHAPA MOTY
MIMaT Ba)kKaH [IO3UTYBAH YTHUIIAj HA pa3B0Oj HOBMHAPCKe Npodecuje, HAYMH paja Meu-
ja v uHOpMICama jaBHOCTY, a1 ¥ APYLITBO y LeMMHNA. AeKBaTHO QYHKIMOHNCAbe
OBOT OfJHOCA OfYBEK je M Te KaKO 3aBMCUJIO Ofj OBUX JMMEH3Mja M yJIore KOjy uMajy
3aII0C/IeHM Y 00/1acTV HOBVHAPCTBA, A Taj YTULAj je caMO JHOJATHO M3PaXKeH Yy aKTy-
€THOM 100y, 4Mjyl TOKOBY CY YOKBUPEHM CaBpeMeHVM MH(POPMAILVjCKO-KOMYHMUKALIV)-
CKUM TpaHCBep3ajaaMa.
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THE IMPORTANCE AND SPECIFICITIES OF HIGHER EDUCATION
IN THE FIELD OF SPORTS JOURNALISM

Abstract: The purpose of this text is to present the current context of journalist educa-
tion in Serbia, the necessary teaching models and the overall importance of their aca-
demic education at higher education institutions. It is primarily focused on the field
of sports journalism, considering the popularity of this field (sports) and this area of
journalism (sports), as well as some attempts to unjustifiably marginalize it. Aimed at
highlighting the specificity of the moment in which the entire journalistic profession
operates today, its challenges and responsibilities on the one hand, and connections
between sports and journalism (media) and academic education in the domain of
sports journalism in Serbia on the other, a specific research was conducted among
sports journalism students, many of whom are already engaged in journalist newsro-
oms. Therefore, a special segment of this research is dedicated to the importance of
adequate education of sports journalists (but also beyond this field) at higher educa-
tion institutions, and it is detailed in this text through obtained results and findings.
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These should depict the current state in this context, as well as the accompanying
paradoxes and possible development perspectives. Indirectly, they should also emp-
hasize the importance of improving this relationship for the world of journalism and
the media as a whole, as well as the entire society in which they play a very important
role.

Key words: higher education institutions, formal education, journalism classes, journa-
lism, sports, sports journalism
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Caxetak: Y pagy je gaii tipeineg HajsHauajuujux aximusnociiu Hapogne 6ubnuo-
iexe ,,Citiesarn Pauuxosuh“ us Kyuesa. Ilpegcitiasmenu cy BubnuocanoH, uacoiiuc
Maxcum, tipoipam 3a tpeguikonue Krwuwxo momue, naipaga ,Citiesan Pauuxosuh®
u Haipaga ,,3naiminu ciiux . IToxazauo je kako Kpo3 iomeHyiiie AKTUUBHOCTHU OUOUO-
iiexa ocitieapyje ceoje yumese: Helosarve HUMANAYUA U UyOnIUKe HA TOKATHOM HUBOY,
gasarve HogpuiKe 3a6U4AjHOM CI8APANAUTIBY, 3ATUUM AKIIUEHO yecitigosarve Y
KIoUNCEBHOM HUBOTILY U Kpeuparbe KroUice6HOl HUB0MA HA HAUUOHATHOM HUB0Y, ilie
dociniasmare Ha Krouxesny maily Cpbuje u peiuona. Oiucanu cy HA4UHU HA Koje ce
Kopucitie apegrociiiu bectinailinol quiuiianHoi mapkemiunia, Upu uemy ce ysex 60gu
pauyHa o Keanuitieilly cagpxaja xoju ce ipeqgcitiassmpa. Viciakuyiiu cy UpurHyuiiu Ha
Kojuma Houusa ceaxa og UpegcitiaspeHux axiiueHOCiU, UPpU Yemy je HajéaicHuju
UPpUHYUE — CIABbAE KIOUNEBHOCIUU U HAJBUWIUX eCHleiliCKUX 8PegHOCIiU Ha TiP8o
Mmecitio.

Kmbyune peun: Kyueso, Bubnuocanon, Maxcum, Kwuwko momue, Haipaga ,Citiesan
Pauuxosuh, naipaga ,3nattnu citiux”.

apopHa 6ubmoTexa ,,CreBan PanukoBuh® ns Kydea HaciegHmIa je YnTaoHN-

e ocHoBaHe Ha Ceetor CaBy 1873. roguHae y [opmoj Kpymesuiy, Kako ce Taga

3Baso Kyuepo.' Orazia je pajuia ca mpekuamnMma, 4ecto Memwajyhu nmoxanujy. Ox
1983. roguHe pajgu y cactaBy lleHTpa 3a KyaTypy, y UMjoj 3Tpaju je mobmna npocTop
KOjU KOPUCTHU U JaHaC, a of, 1996. mocToju kao camocTanHa yctaHoBa. bubnmorexa je
Hocwna uMme Hukone Cuknmuha Makcuma op 1987. ronune Ha nnpemyior CYBHOP-a, na
OCHOBY TOTa IITO Ce IEroB JIeraT Hajlasyu y 6ubmmoreny, cee 1o Mapra 2024. roguse,
Kayia je monena nme CreBaHa Panuxosuha. ITocnenmsnx HeKONMMKoO rogyHa 6ubmorexa
y KydeBy cBOjuM akTMBHOCTMMA IIPUBYK/IA je€ BEIUKY MKy KibJDKEBHE jaBHOCTU U
HIOCTaJIa 3HAYajHO MeCTO Ha KiIDKeBHOj Mamn Cpouje.

1 Cramarosuh, . (2011) Yumanuwitia y Cpéuju y XIX sexy, ITanueso: Ipasicka 61bnmnoreka,
crp. 238.
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[Ipempa je y 6ubnuorerny cBakako 6110 60raTor KimbJKEBHOT JKMBOTA flelleHMjaMa
yHasajj, 6110 je IpeTe>KHO JIOKATTHO OPYjeHTHUCaH, C1ab0 BU/BYB VM MaJIO IIPEIO3HAT Y
jaBHOCTU. 3a IpyrayyjuM IPUCTYIIOM HMje HI ITOCTOjasia IIoTpeba CBe HOK ce Hje JOro-
Auno oHo mTo moraha cBe 6MOMMOTeKe y MambyM CpefiliHaMa: CMambeme 6poja Kopu-
CHIKa, Kao IOC/IeMIia CMambema Opoja cTaHoBHMKa.” [lok 6ubnmmnotekapcka npodecuja
3axTeBa CyBOIIapHe 11 OeXMBOTHE CTaTHCTUYKe U3BEIITaje O pafy, Koje Behe 6ubmmo-
TeKe MOTY NonyHuTy 1 Behnm 6pojkama, 6ubMmoTekapy y MambyM cpegyHama bope ce
3a cBakor umTaoua. Inmemajyhm cratnucTuky, Te 6ubnmoreke nMajy crnabe pesynrare u
IbJIXOB 3Hauaj ce MO)Ke BUJIETU TeK M3 HAPAaTMBHUX U3BEILITaja, U3 Cafpskaja U ILybe-
Ba IJIXOBMX aKTMBHOCTH. JIBa Cy OCHOBHa LiM/ba aKTMBHOCTU OuMbnMoTeke y Kyuesy:
IPBU — HETOBambe YMTaalla 1 IyO/1MKe Ha JTOKaTHOM HMBOY, Kao 1 MOfIpIIKA 3aBIYaj-
HOM CTBapa/allTBY; APYTYU — aKTMBHO YYECTBOBAaIbE Y KIbVDKEBHOM JKMBOTY U Kpenpa-
e KIbVDKEBHOT XXVMBOTA Ha HAI[IOHATHOM HUBOY, T€ IIOCTAaB/batbe HA KIbVDKEBHY MaITy
Cp6uje 1 pernoHa.

C pasorom ce oBJie TOBOPM O KHU#e6HOj, a He KyniiypHoj Mamu. IIpemaa MHore
Mame 0M0/MIoTeKe CTOBpeMeHO 00aB/bajy IOC/IOBe 1 LieHTapa 3a KYATypy, 6uio 36or
TOTa IITO Ta KYATYpPHA YCTAaHOBA Y OIIITHY He IIOCTOjY YUIV Y3 HEKOT pasjiora He o6a-
B/ba CBOj II0Cao0, bubmoTeka y KydyeBy Hema norpebe 3a TakBUM McKopanyma, 6yayhu
na LlenTap 3a kynrypy ,Jparan Kenman® us Kydesa cBoj mocao o6asmpa go6po. Ilopen
TOTa, 3arocyieHn y bubnnoreny y KydeBy craBa cy fa ce 6ubmmoTeke 6aBe Kiburama u
KIbJDKeBHOIIhY 1 [a je moce3ame 3a ApyruM, MIyOIuIy IpUMaM/BUBUjUM KYITYpPHUM
cagpxajuma (GpuaM, Io30puIlTe, My3UKa M CIMYHO) He Kao mpateher, Beh kao 1eH-
TpaJIHOT IporpaMa, 3HaK OflyCTajama Off Kibure 1 6op6be 3a Kipury u unrtaoue. OBaj cTaB
MO>Ke 3By4aTVi KOH3ePBaTUBHO y CBETIy CBe IIPUCYTHHUjeT TPeHAa Aa ce 6MbmmoTeKe
cBe BuIIe O6aBe ¥ KY/ITYPHUM TYPU3MOM WIIN Ha Apyre HauMHe MIPOIINPYjy 06/1acT cBOT
flenoBama y 3ajegHuny. MebhyTum, Taj KOH3epBaTMBHU CTaB, [a CY KIBUIA U KIBVDKEB-
HOCT IOYeTHA MJeja, CafpKaj U Kpajibu UMb CBUX aKTUBHOCTH, 61bmoTeka y Kyuey
CIIPOBOZIM ¥ OIIPaBJaBa OCABPEMEEHM IMPUCTYIIOM M MaXK/bUBVIM U IIPOMUIIBEHIM
IUIAaHMPAbEM.

Hajnpe je 6110 HeONXOHO MOMMPUTH Ce Ca YMILEHNUIIOM Jja MacOBHA Iy0/IMKa 3a
KY/ITYpHe, Ila CAMVM TVIM U KIbJDKEBHE cajipykaje BUILe He TOCTOju. Ycren nmpesacuhema
KY/ITYPHUM cafp>KajliMa, IIy0/IKa HeMa KallaljTeTa /ja Te cafipykaje MCIIPATy U YeCTo
ce YaK I y CpeiuHaMma y KojuMa KynTypHu gorahaju Hucy 6pojun, my6mmka, a HApO4nTo
oHa Miaba, okpehe canpskajuma Ha uHTepHeTy. Kao mocnennija aurnTaaHe peBomyIm-
je melaBa ce pacumarme Iy61yKe Ha MHOLITBO IOHYZAQ U 071a3n [0 ¢peHoMeHa ¢par-

2 BaxHO je HAIMOMEHYTH fia je jefHa Of CBAaKe IOXBajle BPeJHUX aKTUBHOCTM OMIa yrOrofu-
1A capajiiba ca YCTAHOBOM 3a Ofipaciie 1 cTapuje ,Kyueso®. KopucHuim oBe ycraHOBe pefioB-
HO cy mocehnBamyn 6ubmmorexy, a u 6ubnnorexapu cy dectro npupehusany KirxeBHe cycpeTe
y BEeHUM IIPOCTOpKjaMa. JesaH Aeo 61bmmoTedkor poHAA Ha/Ia3) ce TaMO, KAaKO 6¥1 KOPUCHUIIN
MMaIu CTA/IHU IPUCTYI Kiburama. Haxanoct, maHgemuja je onemoryhmia mocere 6ubmmore-
Kapa OBOj yCTAaHOBM U IIPeKMHY/Ia PeJOBHM KOHTAKT ca KopucHuumma. CycpeTn ce ofpxaBajy
CIIOpaiNYHO, Kajia TO 3APABCTBEHA CUTYAL[ja KOPVMCHUKA JO3BOIIL.
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MeHTanyje mybmke.” OBO je U Y KIbVDKEBHOCTY €BUJIEHTHO IIPUCYTHO. YCTIef, TOMVKO
HOMMIbaHe XUIIePIPOAYKIMje Y KIbJKeBHOCTH, Y KOjoj ce M3AaBauy 6ope 3a TpXKUIITe,
ny0/IMKa ce He Jie/M CaMo 110 )KaHPOBCKOM oIlpefiesberby, Beh 1 1o nsgasauknum kyhama,
Ia ¥ TMYHUM OFHOCKMA Ca ayTOPUMA, Pas3INdnUTIM UAI0/IOTHjaMa I pasHUM APYIUM
BaHKIbVDKEBHJM Pas3/io3nMa.

Vmak, HeobopyBa je UMILEHUIIA Ja je jelaH Of HajBaXHUX (hakTopa y opmabupy
KyITYPHUX Cajjp)Kaja — BUXOBa HpoMolyja. IIpucycTBO Ha pasiIMunUTUM MHTEPHET
maTdopMaMa, eCTeTCKM IIPMMaM/bJBU BU3ya/M ¥ KOopuilheme IpefHOCTY OecIuiaT-
HOT JUTMTATHOT MapKeTVHTa CaMo Cy a/IaTi KOjy JOIPMHOCe TOMe fla aKTUBHOCTH Y
6ubmuoreny 6yny Bubusyje. JIpyruM pednma, MpeficTaB/bajy BUXOBY MapKeTUHIIKY
¢dopmy. Tpeba nmary Ha yMy Jja je Kpajiy LWk IPOMOILIYje fIa ce jaBHOCT MH(pOpMH-
me o MoryhHOCTMMa ¥ aKTMBHOCTUMA Koje 61O/MoTeKa Impefy3nma paau ycknahusa-
a 11 eUKacHOr 3a/10BO/baBamba KOPUCHIYKMX IOTPpeba,* afmy 1 Jia je jefHa o OCHOB-
HMX OJTOBOPHOCTM 6MOMMoTeKa fia marpabyjy umTamadykm yKyc CBOjUX KOPUCHMKA.
Ilakie, Tpeba IpOMOBIUCATH CafipyKaje He 0¥ /I IPUBYKIIN TTXKEbY jaBHOCTY U ITyO/IMKe,
am TU CafpsKajui MOpajy OMTM KBaIMTETHN. 3aTO je BaXXKHO Aa 1 6ubnmoreke, yKom-
KO >Kejle fla Oymy aKTMBHM YYeCHMIYM, @ He IACHBHMU ITOCMATpPauyl KIVDKEBHOT >KIBO-
Ta, Oyly BUJ/BMBE 11 Ha AUTUTATHUM IUIaTpopMaMa U fia CBOjOM I0jaBHOIINY IPUBYKY
Ia)XIby ITyO/IMKe, a/i ja UCTOBPEMEHO CTPOTO BOJie padyyHa O €CTeTCKVMM BPeFHOCTIIMA
KOje MIPOMOBUIITY. YCTaHOBE KY/IType 4ecTo YIafajy y 3aMKy Hnobaabusama my6mmim
3apaj 6pojHocTM Iy6mKe Ha morahajuma, IITO je KPaTKOTPajHA KOPUCT, aKO KOPYUCTHU
Ty yommuTe ¥ uMa. bubnmoTeke HUCY KOMeplyjalHe YCTaHOBE Ja OM MoOpaje IpaTy-
TV ¥ HOIITOBATY 3aXTeBe TPXKMIITA, Te je HBIXOBA JYXKHOCT fla Ce TOM TP>KMUIITY, Koje
HepeTKo (paBopu3yje fea HUCKe WM HUKAKBE eCTeTCKe BPEJHOCTH, CYIPOTCTABIbajy
llaBaeM CBOT IIPOCTOPA HajBYUIIMM YMETHUYKVM BPEJHOCTVMA, CTPYYHOCTH M IIPO-
decronanHoM nomremny. Ha Koju HauuH je cBe IPETXOTHO peYeHO NPYMEEHO Y pafy
Hapopnne 6ubmmotexe ,,Crepan Panuxouh® ns KyueBa Moxe ce BuieTu Ha mpumepu-
Ma IeT pasIN4IuTUX aKTMBHOCTH, Koje he 6MTH npecTaB/beHe XPOHOMOMKM, OFHOCHO
PEefoM KOjuM Cy HacTajae.

Bubnuocanon

OcMHMIIBEH Kao cepuja pasroBopa y OMOMMOTEIM Ha pasIM4nTe TeMe, OBaj ayTop-
CKV IIPOTpaM 3aII04eT je Kafia je IMaHJeMuja BUpyca KOPOHa I [iajbe Tpajasa. Y TPEHYTKY
KaJia je Of/TyYeHo fla ce y OKBUPY bubnuocanona yrimaBHOM BOJie PasTOBOPH O KEbIKEB-
HOCTH, HYje 611710 J03BOJ/bEHO NPUCYCTBO MyOnuKe (armpui 2021. roguHe), Te je pasroBop
ca mucreM Oummnom [pouhem cHuMBeH podecnoHaTHOM OIPeMOM ¥ OCTAB/bEeH Ha
JyTjy6 xanan. Ha Taj HaunH Bubnuocanox je ;o61uo cBoj KOHAYHU OO/IMK, &I U IIUPY
ny6muky. KacHuje ce kydeBcka my6/mka BpaTiia y 6M6IMOTeKY, alu ce HaCTaBUIO ca

3 Trobozi¢, M. (2023) Umetnost je nas posao: mediji, kultura, umetnost: uputstvo za upotrebu,
Beograd: Vulkan izdavastvo, str. 117.

4 Bykuh, M. (2019) ITucmo u xwuia Ha winy Cpouje xKao Kynitlyponowku geHomeH: og pyKouuca
go enexitiporckux usgarwa, beorpan: llenrap (yHKI[MOHATHE TUCMEHOCTH ,, ATOCTpod*, cTp. 245.
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CHUMambeM pasToBOpa, NPM 4eMy Cy CarOBOPHUIM OMIM IMCUM, MECHNUIY, KIbVDKEB-
HU IIPEBOJVOLIM, a/IV M KIbVDKEBHY MICTOPUYAPY ¥ KPUTUYAPY, KAO I YHUBEP3UTETCKI
npocdecopu.® Jequuu bubnuocanox Koju HMje CHUM/beH Ofp>KaH je y HoBeMOpy 2022.
roauHe, Kajja je roct 6uo fopan IlerpoBuh. MehyTnM, meroBo rocroBame ocTaso je
3a0ere)keHO Ha jOLI BPeHMjI U JIETIIIN HAuVH — Y KIbJDKeBHOCTY, U3 Iepa camor Topa-
Ha [leTposuha, koju je o cBojoj mocetu Ky4eBy u nehunu PapHuinrapku nmcao y cBojoj
Iy TOIIMCHOj IIPUYY IIOJ Hac/IOBOM ,,IIehmna“$

Kako ce morognio fja je y BpeMeHy eKCIIaH3Mje ITOJKACTa ca PasINIUTUM, 3HaTHO
IIAPEHUj!M TeMaMa ¥ HOIYJapHUjUM roctuMa bubnuocanon MOCTao IMporpaM y Koju
JbY[M U3 KIbJDKEBHOT CBeTa Pajio flo/ase, MaKo ce Ofip)KaBa y Majoj bubmmoreny, y
MajioM Tpafy, 0 KOra Huje jefHOCTaBHO fohy jaBHMM mpeBo3oM? [IBe Cy cTpaHe Te
Mepasbe. JIntie je OHO LITO ce MOXKe BUJIETH U IIOCTYLIATH TOK Tpaje bubnuocanon (yxu-
BO VIV Ha CHMMKY): Pe4UTH TOCTH, T0OpO BoheHM pasroBopu, y Kojuma je 1ako mpu-
MEeTHO Jja ¥ TOCTY 1 foMahyHU He caMo Jja MOIITYjy TeMy O Kojoj roBope, eh u za je
OJUIMYHO ITI03Hajy, a1 U Ja IIpeMa 1bOj raje OHy BPCTY /by0aBM KOja je HEOIXOfHA Aa
60U ce HaJlAXHyTO TOBOPIIO O yMeTHOCTH. Hamdje je oHO 1ITO ce felaBa Ipe 1 IOCIe
bubnuocanona, a o je 106po cTapo roCTONPUMCTBO, Ha KOje Cy MajIa MecTa yBeK Ioce6-
HO TIOHOCHA. Y JI0/1a3aK jef{HOT jeAIHOT TOCTa, OCKM 3aIlOC/IeHNX y 6ubmoreny, cBoje
BpeMe U pecypce ynaxy u Typuctnuka opranusanyja Kydeso (ako roct sxenu fa Bugu
nehuny), OcHoBHa 1IKO/A ,, YrpyH BpankoBuh® (yKommko roct sxemm fja oceTi MecTo
pobema CreBana Panuxosuha), a jegHoM ce 4ak ykpyuno u LleHTap 3a counjanum pap,
YCTYNIMBIIN CBOj CY>KOeHN ayTOMOOWI, KaKo O ce TOCT IpeBe3ao Ife je HoTpeOHo.
[Togpuka Ommmrure KyueBo (ocHuBava 6mbnmoreke) mopipasyMeBa ce y CBaKOM CMM-
cmy. IIpema ToMe, Kao LITO ce 4eCTO, HAXKAJIOCT, 3ab0paB/ba Ha urypy 6ubmorekapa
Y Ha BXHOCT beroBe JTMYHOCTH, MHTePeCOoBalba 1 3Haba 3a CBAKOHEBHY KOHTAKT Ca
KOPMCHMIVIMA 1 32 BPCTY U KBAJIMTeT aKTUBHOCTU KOje ce y OMOIMoTenn ofjp)KaBa-
jy, 3abopasiba ce 1 Ha BaXHOCT rpabema Mebybynckux ogHoca. bubnuocanoH je mpu-
Mep LITa ce JOTOAM aKO ce He 3a00paBM HU jeHO HM APYro. A mpuMep je fobap, jep je
bubnuocanon mpBa akTMBHOCT 6MO/MOTEKe KOja je MPUBYK/IA MaXKiby LIMpe jABHOCTU 1
OTBOPM/Ia BpaTa PyIMM, Ha JJy)e CTa3e MHOTO BaKHUjUM IIPOjeKTUMa y 61bmorenn

y Kyuesy.
»Makcum’; waconiuc 3a KrouxesHOCIH, yMeTUHOCIHL U KYITAYpY

Bubnuocanon He IpaTU HY)KHO aKTYeTHOCTY KEbJKEBHE CLICHe, a/Ii IIPaTy KibJKeB-
HII )KMBOT’, BU/bVIBE 1 Malbe BUJ/bYIBE, A/l BpeJHEe KIbJDKeBHe I10jaBe. Y pasroBopuMa

5 https://www.youtube.com/
watch?v=n7izfOfmDtw&list=PLFrV6LT9cX99VKkcuYEzvlon4NJ6QQHmr&index=1

6 Ilerposuh, I. (2023) ,Ilehnna®“ Hegemnux. bp. 588. 44-45.

7 Viameby oBa iBa m3pasa mocToju BaxkHa pasnuka. IIpempa ce monekay u usberasa uspas Ku-
JeHa cueHd, 36or meHOr Moryher mejopaTVBHOT 3Hauewa, He Moke ce nopehu fa, y cMucny
ecTpajie U IIpUB/IaUeba MAXKIbe MyO/IVKe PasINIUTUM CPeACTBUMA, IPU Y€MY Ce CIIeKTap TUX
CpefcTaBa MMOCTERBYX TOAVHA HPOLINpPYje M Ha CPeACTBa XKyTe LITaMIle ¥ CKaHAAI-Meyja,
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Ca PasIMIUTUM IPeiCTaBHUIMIMA KIbVKEBHOT J)KMBOTA IPOMMUII/bA CE€ ¥ KOHCTPYKTUB-
HO pacIpas/ba.

ITpojexat Maxkcum 3anoder je y neto 2021. rofuHe, Kajia cy ce y 6MOIMOTEIN OKY-
VI KY4eBCKM TIeCHUIM, MUCIM ¥ JbyOuTe/bY Micane peun (IpBu 6poj je objaBbeH
upyhe roguHe kpajeM jyna). Taga je 3ak/pydeHo fa je morpe6aH npocrop 3a apupmann-
jy OKaTHUX ayTOpa, MeCTO Ha KOMe 611 Marbe II03HATY M/IV HeTIO3HATY MUCIY Y TIeCHU-
IVl MOIJIN J]a CTaHy paMe y3 paMe ca Beh adupMmcaHuMa, anm caMo YKOIVKO HBUXOBU
IIpUJIO3N 33[I0BO/baBajy HajBUIIE eCTeTCKe cTaHhaphe. Ha oBaj HaunMH ,Huje yuumeHa
TpellKa TUIIMYHA 32 U3PA3NUTO /I0KAIHO OPVjeHTICaHe NIepHoAIYHe TyOnIuKanyje, Koje,
daBopusyjyhm nckpydnBo Hajyxe cxpaheHo gomalhe cTBapaolie, pajie IpOTUB OHOTa
HITO je jeffHa Off OCHOBHMX HaMjepa OBOT 4aCOIINCa — [ja CBOjy CPEeAMHY YIMIIe Ha HALlM-
OHAJIHy KIbJDKEBHY MaIly 6e3 moryoHor ocjehama oficjedeHOCTH, OffHOCHO MH(epuop-
HOCTH y OGHOCY Ha Behe KynITypHe 1 KibibkeBHe LieHTpe .* [IpyruM pednMa, OCTUTHY-
TO je Jla jeaH JIOKa/IHY YaCOIIIC 3aXBaJbyjyhy BUCOKMM CTaHAapAMa ofabypa npuiora
aKTMBHO Y4eCTBYje Y HallIOHa/IHOM KIbVDKEBHOM >XMBOTY M TaKO OTBOPM BpaTa MJa-
bum, Mame NO3HATUM ¥ 3aBMYajHVM CTBapaoOIVIMa.

Yacomucu u nHade nMajy MoryhHoct u fa Beh momeHyTy ¢parmMeHTOBaHy Imy6/m-
KY KOJIMKO-TOJIMKO yjefiHe OKYIU/balbeM BUIIE PAa3INIUTUX ayTOPa Ha jeHOM MeCTY, y
OKBIMPY MICTVX KOPHUI[A, 1 TAKO IIOTEHLIMjaTHO (OPMMpPA YNTAOLE Y aKTYeTHNUX U Oymy-
hux 6pojesa.’ V1 oBaj usb je y Ky4eBCKOM YaCOMMCY YCIEIIHO IIOCTUTHYT:

~Jacommc, make, gaje mpuMep CKJIaJHOT ITOBe3MBamba WINTHU Ipahera BeHala Of
peun, Koju HMIITY 6110 KakBe Moryhe aHTaronusme. Ilpemomrhen je jas usmeby cra-
PUX U MIIafINX, aKaJIleMCKUX ¥ YMETHMYKMX KPYTroBa, IOeTMYKIX HEMCTOMMII/bEHNKA 1
c4HO ™.

3a mpusore 3a 4acolMcC jefHOM TOAMIIIbe PacIucyje ce KOHKypc. Off IpUCTUTINX
IpUIOTa YPeSHUIITBO IIpaBM CeleKuujy 3a 6poj. Unras mporec: paclnucuBame KOH-
Kypca, omabup npuora, o6jaB/pyBarbe 4acoIca 1 peficTaB/bama yacomnuca (y Kyuesy,
Beorpany, Hoom Capy, ogakiie cy akTye/lHV ypeIHUIN), CBe 61Ba MOMHO uctpaheHo
Ha IUTUTATHUM I1aThopMaMa 1 y MefujuMa.'' 3actympeHomhy Bekor 6poja mimabux

yIIpaBO TaKBa CIleHa MIaK IocToju. KiIKeBHa ClieHa je OHO LITO je y IPBOM IUIaHY, MICTaKHYTO,
M Kao TaKBa HEM30CTABHIU je Jleo KIbVDKEBHOT )KMBOTA, KOji 00yXBaTa 11 OHO M3a CIieHe U OHO
IIITO jOj HUje Hu 67M3y.

8 Bajuera, B. (2023) Maxcum, Kpameso: Ilosema, 6poj 3, rox. LIII, ctp. 131-132.

9 Hummuh, J. (2023) Makcum, 9acolmc 3a KBIVDKEBHOCT, YMETHOCT U KYITYpY, y: Hayuonanne
upogecuonante u KrouxesHe naipage y oubnuotiexapciriey Cpouje u u3gasauxa genaminocii
6ubnuoinexa, KpameBo: Hapongua 6ubmmorexa ,,Credan [IpsoBeHuann’, crp. 282-283.

10 Mapuhesuh Banah, J. (2023) Makcume yaconuca Makcum, y: Maxcum, 4acoiuc 3a Krouies-
Hocill, ymetuHociti u xyniiypy, Kydeso: bubnmnoreka ,Hukona Cuxumuh Makcum®, rog. 2, 6poj
2, cTp. 164.

11 https://www.youtube.com/watch?v=BI-NM72eHu0&list=PLFrV6LT9cX98EjhAx3nzXQml2]
DfmIdLz https://www.youtube.com/watch?v=f aMiwh9vWM&t=10s
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ayTopa IIOCTIDKe ce U Beha BUUbMBOCT Ha APYLITBEHNM Mpesxkama.'” Jla je oBako ocMu-
IIUbeH IPOMOTUBHM KOHIIEIIT Ie/IOTBOPAH, MOXe Ce JOKa3aTu ynopehusamem cerMeHTa
noesuje y gpyrom u tpehem 6pojy. Ipyru 6poj oHeo je oeTUIKy CpofHe IPUIore, Te
Y)MTaB CETMEHT, MAKO KBAJIUTETAH Y YMETHUYKOM CMMUCITY, He TIpMKa3yje IpaBy CIMUKY
Ioesluje Koja ce CTBapa y CaBpeMEHOM TPEHYTKY Ha CPIICKOM je3uKy. IIpema Tome, KOH-
KypcC HUje CTUTao O JOBO/BbHOT Opoja /byau, Beh 1o jenHe Huiie ctBapanana. Beh rpehn
6poj, MaKo TeMaTCKM, MAKO je 3a/jaTa TeMaTCKO-MOTVMBCKA JOMMHAHTA, [JOHOCK 3HATHO
Belly pa3HOIMKOCT HOeTHKA Y BEPHUja je CIMKa caBpeMeHe Ioesuje.

Hocap cy msamura Tpu 6poja gacomuca, ¢ TuM fAa je Tpehu 6poj Temar, nocsehen
CreBany Panukosuhy, ycknaben ca ckopaiimoM IpoMeHOM nMeHa 6ubmoTeke u apy-
TMIM IIPOjeKTNMa, 0 KojuMa he Tex 6utu peun. Maxcum je moKas [a je HAUMH Ha KOjI ce
IPUCTYIAa aKTUBHOCTUMA y 616mMoTey o6ap: CBeCTpaHa MPOMOLyja, ay ¥ BUCOKe
€CTeTCKe BPeJHOCTM M KIbVDKEBHOCT yBeK Ha IpBOM MecTy. VM dopma n capjpxxmHa.

Krouuiko momwue

Y nero 2023. roguue ocmuibeHo je Moje neitio, 3ajeqHUYKM npojexar OnmTuHe
KyueBo, Typucruuke opranusanuje Kydeso, Llentpa 3a kynrypy ,,Jparan Kenman® us
Kyuesa, CriopTckor caBesa Kydeso u 6ubmorexe. buo je mocsehen perny pasmranror
y3pacra. bubmmoreka je oprannsoBasa v 6pojHe paJjlOHMIIe 3a OCHOBIIE, /IV HajBUILIE
HaXXIbe je IPUBYKAO IPOrpaMm 3a NpefiKonie. Krouuiko momue poguio ce u3 Clo3Ha-
je ma ce uMTajauka myoOnuka u 6asa KOPMCHMKA MOPajy TajUTH U HErOBaTHU Of CaMoT
nodeTka. Vzneja je 6uia jesHOCTaBHA: YMTATH leiu Hajmaber y3pacTa, a 3aTuM MX IOJi-
crahm a camu IMCTajy KibUTe, IPUYajy Ipude, WIYCTPYjy Ipude Koje Cy Yyl WIN jefi-
HOCTaBHO YXXUBajy y 6ubmorenn.

bubmmoreka y Kydyesy nma eBuieHTHI TIpO6/IeM ca MarbKOM IIPOCTOPA. JeIMHM ITPO-
CTOp 3a KOPUCHIKE je He TaKO Be/IMKa YNTAOHMIA Y K0joj ce Hanmasu u Behuna poHpa.
JenaH feo YNTAOHUIIE ONIPEM/bEH je HaMeIlTajeM 3a Jely U Ty ce Haja3u 1 fedju GoHx.
Bubnmorekapy ce 3aTo CBaKOJHEBHO CHajIa3e Ca OPraHM3ALMjoM. Y MCTOM IIPOCTOPY
Ce OpraHmusyjy U KibVDKEBHE BeYepu U aKTMBHOCTHM 3a feny. IIpememTame, oKpeTame
HaMeIlTaja, N3HOIIee 1 Bpahame CTONOBA — TO je CaCTaBHU Jie0 MPUIIPeMa 3a CBAKM
porabaj. MehyTim, OHO IITO Ce M3 OUNITIEAHUX PA3/IOra MOXKe CMATPATH XEH/IVIKEIIOM,
MOXKe ce IIOCMaTpaTy 1 Kao npegHocT. Hamme, Huje cTporo nopesbeHo rie 60pase Aela,
a T7e ofpaciy, M fienja ce off HajMmabher mo6a Hamase y KOHTAaKTy ca CBMM KIbMIaMa.
Huje pemak npusop ja fielia Koja jolI He yMejy [ia 4nTajy y3MY y pyKe HeKy ,,030//bHM-
jy“ kmury u micrajy je npasehm ce fja je unrajy. JenHor nana he je Moxxza n npounra-
. Takobe, Ha oBaj HauMH oMoryheHo je U popuTe/bMMa Ia 3a[J0BO/bE CBOje YMTA/TAYKe
norpebe He 6punyhu ce ga he genry usryobutn us susa. CBe 0BO JOIPUHOCHU TOIUIOj U
»BoMahoj“ armocdepn, nma ce maymmann ocehajy npujaTHo u c1060fHO, IITO je U Haj-

12 Buiue 0 oBoMme y: duuuh, J. (2023) Makcum, 4acomnmuc 3a KiVHKEBHOCT, YMETHOCT U KYITYPY
y: Hayuonanue tipopecuonanue u krousxesHe Haipage y bubnuoitiexapcitiey Cpbuje u usgasauxa
genaimmocii 6ubnuoiiexa
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BaxHuje. LI je na 6ubmmorexy ocehajy kao 6e36eman u 3abaBan npocrop. [Ipurom
ce, BOXKHO je HAITIaCUTH, YaK HY TOj HajllapMaHTHUjoj myonuiy He nosyabyje. CBako
Krouuiko mome iMa aXK/b¥IBO OCMUIIUBEHY TEMY'”.

Haxkon 3aBpuieTKa npojekra Moje /eitio HaCTaB/bEHO je ca OfipXKaBambeM IIporpama
Krouuiko momte je[fHOM MeCEYHO TOKOM Iiefie TOAVHE, YIIABHOM IIPBOT YTOPKa y Mece-
1y. Manuianu ra u fasbe Bpiio pafio nocehyjy, a 6poj gere ce cranHo nosehasa. Ha oBaj
Ha4MH 6MO/IMOTeKa BacTaBa CBOjy myO/uKy, cagaursmy u 6ynyhy. Mopa ce jom jegHomM
nopByhy KoMKO je 3a ycIex M OBOT IpOrpaMa BakKaH JbYACKU (paKTOp U BO/ba CBUX
3aIoc/IeHNx (M He caMo 3aIl0CTIeHNX, jep ra YIIaBHOM Bofe cyrpabanu-sononrepn). bes
Haropa CBUX TUX J/bYAHU, HajMmahy KopucHuIm ce He 61 Tako pajo Bpahamu.

Haipaga ,,Citiesan Pauukosuh®

KmiokeBHe Harpajie Baszia Cy Omie HajoceT/bMBMjU U 3a paclipaBe U pacKose Haj-
IVIOJHUjY CETMEHT KIbVDKeBHOT skuBoTa y Cpba. Meby cunHuM nopenama xoje y caBpe-
MEHO]j KIbVDKEBHOCTH IIOCTOje, ITIOCTOje 1 OHE II0 CTaBY KOji Ce 3ay3MMa IIpeMa Harpa-
mama, oxpeheHrM W yommTeHo regaHo. ONINTENO3HATa je CTBAp Ja KIbVDKEeBHUX
Harpazia y Cpbuju ¥Ma MHOWITBO. VICTO Tako, ONIITENO3HATA je M 4eCTO VICTUIIAHA
YMEbEHNIIA [Ja Cy MHOTe Off IbVIX M3TyOuste (MM HUKAJ HUCY HU MMajle) IETUTUMUTET I
IpaBy CBPXY, I1a UX U Jjajbe HeMa JoBo/bHO. He Tpeba ce uyamTy mTO ce cBake TOfyHE
y Cpbuju ocHuBA IT0 HEKONMKO HOBUX IPN3HAMA, jep TO IPeCTaB/ba MOKYINaj Ia ce
BPaTMMO Ha ITOYeTaK U IOJCETHMO Ce YeMy OHa yommre Tpeba ma cmyxe. KimikeHe
Harpajie ¥ MpU3Hama jecy 1 Tpeba fa 6yly BaKaH Je0 KIVDKEBHOT KMBOTA, /i IIpe
CBera Kao KPYHCKM Ha4MH CTPYYHOT BpeTHOBaIba Heumjer fena (U I0jeHaYHMX fIefIa 1
I1e/IOKYTIHOT HedMjer fefa). 3aTo je off IpecyiHe BayKHOCTY KO Ceiy M OITyuyje Y SKUpu-
juMa Harpapa, My CMUCITy 06pa3oBamba, ali ¥ 'y CMUCITY TPOQeCcnOHaTHOT MHTerpHTe-
ta. To 6u Tpebano 1 Mopaso fa ce mogpasymena. OHO LITO ce He IIOAPa3yMeBa i O YeMy
Tpeba IPOMMII/BATY TPV OCHVBAIbY HArpaja jecTe HBIUXOB KOHIIEIT.

3nayaj CreBaHa PamuxoBnha 3a cprcky moesujy npesasmaasu OKBMpe ¥ TeEMY OBOT
TEKCTa, Te 0 ToMe Hehe 6uTy peun. Vnak, Tpeba IpUMeTUTH Jia je fOCafalllibe Hello-
CTOjarbe IeCHMYKE Harpajie ca IEroBMM MMEHOM HE TaKO Majii IPOIYCT LENIOKYITHEe
CPIICKe KY/IType I fia je HeOOMYHO TO LITO Ce YeKa/lIo Ha KY4eBCKy OMOMMOTeKy Aa Taj
nponyct ucnpasu. Crean Panukosuh je poben y Hepecuniy magomak Kyuesa 5. jyna
1928. ropuHe, IOLITO CY Y TO BpeMe Y ceny meroy poputenby sKuska u Mutan Panuko-
suh cryx6oBamm kao yuntesn. Ty je mposeo nBe rogmue. Y Hepechuiy ce Bpatno
HEKO/IVKO IyTa, Kao Beh MO3HaTV IecHMK. JefHa Off TMX IOCeTa ofMrpana ce 5. jyHa
1994. ropuHe, Kajja je 3BaHNYHO OTBOPYO IIKOJICKY U CEOCKY OMOINOTEKY, Koja 1 laHac
Hocu nMe JKuske n Munana Pamuxosnha. ¥V cBojoj Memoapckoj mposu Jegan moiyhu
susoti CresaH Panukosuh nomume HepecHuiry Ha Buiie MecTa, y CeTHOM TOHY, Te OHa
3a IleCHMKa jo61ja 3Hauaj MUTCKor 3aBu4aja ([Juumth, 2024: 7). [lyro Beh mocroju >xerpa

13 Buiure 0 0BOMe MOXKe Ce CasHATI Ha CajTy KydeBcke 6ubmmoreke: https://bibliotekakucevo.
1s/?2s=%D0%BC%D0%BE%D1%99%D1%87%D0%B5
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JIOKaJTHe 3ajefjHILIe fla Ce BE/IVIKY MeCHMK uBplhe Bexke 3a MecTo y KoMe je pohen. Oe
TOfIMHE y4MIbeHe CY TPU CTBAapU: IPOMEEHO je uMe 6ubnmoreke, Tpehn 6poj gacomnnca
nocseheH je PanukoBuhy 1 ocHOBaHa je HOBa IeCHNYKA HATrPajia Ca BHErOBYM VIMEHOM.

MHcTuTynmoHamHM Hocuan, Harpafie je Hapopna 6u6mmoreka ,CreBan Panyko-
Buh“ Ky4eBo, a 0cHOBaHa je 11 Iofie/beHa y CapaiibJi Ca IOKaTHOM CaMOYIIpaBoM, MuHu-
crapcTBoM KynType Perrybnuke Cp6uje n CprickoM Kb IbKeBHOM 3aapyroM. Cactoju ce
U3 TPU JieNa: MoBe/be, HOBYAHOT Jiea 1 00jaB/byBama Kibure y CpIICKOj KIbVDKEBHO]
3a/Ipysy, a MOKPOBUTED TOT M3Jamba je MyHnoHnIa soge Poca Xomomwe s HepecHurie.
Harpapa ,,CreBan Panukosuh® fofe/pyje ce 3a Haj6o/by OpUTHMHANHY KIBUTY IOe3lje
o6jaB/beHy Ha CPIICKOM je3MKy y npeTxofiHoj roguan. OmyKa fja ce Harpaja fofesbyje
3a I0jeIMHAYHO, y IPeTXOJHOj TONMHY 00jaB/beHO JIeTIO, a He 3 LIeJIOKYIIaH IIeCHUYKI
OITyC HUje JOHeTa OJIaKO M IIOMHO je O11a pasMaTpaHa. JJok Harpajie 3a Iie/IOKYITHO Je/I0
He JIajy MHOTO IIPOCTOpa 3a IpelliKe 1 3HeHabemwa, OHe 3a I0jeMHAYHO JIe/IO CY AMHA-
MIYHe ¥ 3Ha4e aKTUBHO yuellhe y KEbVDKeBHOM XXIBOTY, a/I/ Ml KPEMPabe TOT KIbVKEB-
HOT )KIBOTA Ha HaIlIOHa/IHOM HUBOY, a TO je, IIOfICETUMO C€, jejaH Off [JTABHMX LI1/beBa
CBMX aKTMBHOCTH O6ubmuoreke y Kydesy.

IIpBu poburHMk Harpagie ,CreBan PamukoBnh® je Cnobopan Jouh, 3a kwury Y
kocitipemiu (Unroja mramma, 2023). Crpyunu xupu' je Hajpe M34BOjUO IIVIPY, Te
Y1 u360p, IITO je cBe mponpaheHo y MenmjuMa 1 Ha [pyIITBEHNM MpeXXaMa. Ypydeme
Harpaje ynpuindeHo je y Kydesy, y 6u6morenin ca HOBUM MIMEHOM, Y3 IPUCYCTBO 4/Ia-
HOBA XMPWja, ayTopa Maxcuma, 3aBUYajHUX IIECHMKA, IIPEeJICTaBHIKA JIOKA/IHE CAMOY-
npase 1 gpyrux roctujy.”” HoBa kmura Cnobonana Josuha, y cynspaBamrpy Cpricke
KibJDKeBHe 3azipyre u Hapopue 6nbmmorexe ,,CreBan Panmukosuh® Kydeso, nojasuhe
ce Beh Ha jecen. Capajima jeHe TyropedHe OMOMMOTeKe U HajcTapuje u3gaBadke Kyhe
y Cpbuju cBefioun o NOIITOBAKY TPaAuLMje, amu 1 nuka u fena CreBaHa Panukosuha,
6ynyhu na je Cpricka KipyoKeBHa 3a/jpyra O11a 1 OCTaIa jefjaH off Haj3HayajHUjMX Hero-
BJIX U3JlaBaya.

OBako KOHLMIIMPaHA M CIIPOBeJeHa Harpaja OuOIMoTeny u CBUM yCTaHOBaMa I
HojefMHIMMA ca KojuMa capabyje nze Ha Jact, anu Hamehe u OorpoMHy OfTOBOPHOCT,
KOje Cy CBM YYeCHUI U Te Kako cBecHu. Harpapa ,,CreBan PanuxkoBuh® HecymmuBo
jecte nonpuHena aa 6mbnoTeKa y KydeBy y4BpCTH CBOje MECTO Ha HAIL[MIOHATHO]j KHbU-
»KEBHOj MaIly, a/IM OHa je YYMHM/IA Y BUIIIE 32 CABPEMEHY CPIICKY KIbVYKEBHOCT — 4aCHO
je monerbeHa Ho6POj KibM3K. TuMe M caMo TUMe VCIIYHMIIA je CBOjy CBPXY M OIIpaBjiaa
cBoje ocHuBame. OcTaje fa Tako Oyze U y TOfMHAMA Koje Criefie.

Haipaga ,,3natinu citiux
KyueBcka 616/110TeKa TOKOM CBOT IyTOT ITOCTOjalba MMasa je BP/I0 CKPOMHY U3fia-
BauKy fiemaTHOCT. [Ipe gyaconmca Makcum o6jaB/beHa Cy cBeTa TP U3/lamba, Of KOjIX je
CaMo jelIHO CaMOCTaIHO.Jacomuc je 3aTuM OTBOPMO BpaTa ay TOPMMA Pa3/IMYNUTIX FeHe-

14 )Kupm je papguo y cactaBy: Bnagan bajueta, Mapuja Paguh, Pactko Jlonuap, Hukoma Mapus-
xoBuh u JoBana Jumuh.
15 https://bibliotekakucevo.rs/?p=1056
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palyja 1 MOeTHKa, a 3aMICA0 je Ia y TOM cMepy uay u 6yayhu u3gaBauky mogyxsari.
360r Tora je yop3o HaKOH ypydema Harpafie ,,CreBan PamukoBuh®, fok je maxma joru
OuIa IOMHO ycMepeHa Ha 616/IM0TeKy, paciycal KOHKYpPC 3a joul jenHy Harpany. OBora
IIyTa je y MATaby Harpaga 3a Haj6o/by HeoOjaB/beHN OPUTMHATHMA MECHUYKM PYKOIC
Ha CpICKOM je3uky. Harpaja ce cacToju u3 Tpu ferna: IoBejbe, 00jaB/blBamba PyKomyca
y uspamwy 6ubnmorexe u 30 mpuMepaka Kmure. Anyaupajyhu Ha 31aTOHOCHY peKy, ann
U Ha IOjeiMHe II03HATe MOTHUBe U HacmoBe 13 PandykoBuhese moesnje, Harpaza je moHe-
J1a MMe ,,3/IaTHU CTUX , KOHKYPC Ce JOBPLIaBa y KACHO 71etilo, IOK je ypyderbe Harpaze y
ceiiitiemOpy. VI3ocTaB/babeM OrpaHNYeha KOHKYPCa, Kao LITO CY CTApOCT ayTopa WIN
YCJIOB Jja je Y IUTamby IIPBY PYKOIINC, [aTa je IPWINKA CBUM ayTOPUMA U jeJVIHU YCIIOB
3a offabup je KiV>KeBHa BpeJHOCT pyKomyca. Ha oBaj HaumH 3afjaTak ocTaB/beH Ipef
XuUpu'® jecte 3axTeBHMjH, anu je u Beha BepoBarHoha fa he ctuhu Behu n36op xBanmm-
TEeTHMUX PYKOIIMCa.

IIpaBMIHMKOM OBe Harpajie MpOMNMCAHO je M IIyHO IpaBO XUpHja Jja He NONEIu
Harpajy yKoJIMKO HUjefjaH PYKOIIUC He 3a/J0BO/baBa KpUTepHjyMe JoOpe MeCHNYKe K-
re. Opyka fia ce 06jaBu 6110 KOju PYKOIMC 3HAYM fia je Taj pyKomuc 610 HeurTo 60/bu
Off OCTA/IMX VIIU je BMILIE IIOTOfi0BAa0 YKycy BehuHe wiaHoBa xupuja. Omryka fa ce He
00jaBy HMjellaH 3HAYY JIa HY jeflaH jeAMHY Huje Hu Ba/bao. OBa CTaBKa HIje yoOu4ajeHa
y CIMYHYM KOHKYPCUMa 11 MOXKe Je/IOBaTy! UCYBMIIE IPy6o IIpeMa ayTOpyMa, ajlii Bpe-
Me je fla ce ¥ y OBOM CIy4ajy BpaTMMO Ha nodyeTak. KOHKypcu oBe BpcTe IPBEHCTBEHO
II0CTOje Jja Ou ce faja MIaHce Mambe ahYPMICAHNM WIY HOTIIYHO HEIIO3HATYM ay TOPU-
Ma, OHMM ayTopuMa Koju Tparajy 3a moryhHoruhy 3a o6jaBpuBamwe. CTpydHM XUpH je
Ty Jla IpeIIo3Ha BPeJHOCT HEKOT PYKOIINCA, aKO je MMa. AKO je HeMa, TOM VICTOM XXUPUjY
Tpeba OCTaBUTU IIPOCTOP Aa U Y TOMe Oyfie HelOKoIeO/bMB U a OCTaHe BepaH CBOM
npocdecnonannoM uHTerpurety. IlomreHnje je 6uTy omrap Hero MpaBUTH MOTOfOe ca
JIOLLIOM I10€3M1jOM, jep TO MoyKe Mhy caMo Ha IITeTY KIbVDKeBHOCTA.

[IpBa Harpapga ,3maTHM CTUX', Mnak, 6uhe gomepeHa. Ha KOHKypC je mpucTurio
167 npujaBa, y n360p 3a Harpajy yuuIo je IeT pyKomuca. ¥ TPeHyTKY Kajia OBaj TEKCT
Oyze ob6jaB/beH, TOOUTHUK Harpaje 6uhe yBe/mKo O3HAT jaBHOCTH, a 1O Kpaja Tekyhe
roguHe 6uhe o6jaBpena n Harpabhena kmwura. [IpencraBmpamwe Kbure 61uhe oprannso-
BaHO I0J] IOKPOBUTE/BCTBOM Ky4deBCKe OMONMMTEKe Y HEKOMMKO I'PafioBa, Y3 MEAVjCKY
HOKPUBEHOCT ¥ IOKPMBEHOCT Ha APYLITBeHNM Mpexxama. Ha oBaj Haumn 6ubmmoreka
he yTBpauTH CBOj yI/Ie HEKOMEPLMOHAHOT M3/jaBada Ha HAIMIOHA/IHOM HMBOY, a TO je
3HA4YajHO U 33 3aBMYajHE ayTOPeE, MAKO Ce€ MOKJAa TAKO Ha IIPBU IIOITIe, HEe YMHIUL.

Y naHy je #a mM3gaBavyka JeNaTHOCT Y HapefHOM Iepuopy oOyXBaTi M 3aBUYajHO
crBapanamTso. [Ipempa je ono Beh y ogpebenoj mepu sactympeHo y yaconucy Maxk-
cum, of, 2013. 6ubmmoTeka Huje objaBuIa HUjefHY MOHOrPadCKy MyOIMKaLNjy HEKOT
3aBuM4ajHOr ayropa. IIperxomHux roguua je, 3axsa/pyjyhu Oyyery 3HatHo Behem of
OHOTr Koju uMa 6ubmmoreka, Ilentap 3a kynrypy ,Jparan Kenman“ ns Kydesa o6ja-
B/bJBAO 3aBMYajHA JIefla, Te OHA HUCY OMIM cacBMM 3amocTaBjbeHa. Vmak, o6asesa je

16 XKupu papn y cacraBy: Munuia Rykosuh, Mapko Hopbesuh u JoBana Tummh.
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cBake OMO/MMOTEKe [1a HeTyje 3aBUYajHO CTBApPAIAIITBO, & TO jeCTe 1 jeflaH Off IOCTa-
B/bEHUX L[M/beBa KydeBcke 6ubmmoreke. IIpo6neM ca TakBOM 13/jaBauKOM JIe/IaTHO-
mwhy mpepcrab/ba TOKaTHA OPUjeHTUCAHOCT, I1a 3aBUYajHE KibUre oboraTe 3aBIYaj-
HY 30MpKY, a/ly TOTOBO HUKaJ He usaly u3 okBupa mpocTopa Ha KOMe Cy HacTare,
6e3 063upa Ha cBOj kBamuTeT. Hapogna 6ubmmoreka ,,CreBan PanukoBuh® ycrenrno
Jenyje BaH TUX OKBUPA U MOJVIKE JIECTBUILY €CTETCKUX BPEHOCTY 32 CBE, I1a U 3a
3aBuuajHe ayTope. Tako he HapegHa 06jaB/beHa KibWIa 3aBUYAjHOT ayTopa HOOU-
TY MY KOjy 3ac/IyXyje, 3aXBabyjyhu cBUM IpefcTaB/beHNM aKTUBHOCTMMA U
IJIXOBE BUBUBOCTH, /I IIpe CBera 3axBasbyjyhnm cBojoj ecreTckoj BpegHOCTH. HI
Jie/a 3aBMYAjHUX ayTopa He Tpeba 06jaB/puBaTy peia paay, Beh camo ako cy y nmurta-
by J00pa KibJDKEeBHA Je/a.

6%

Jako cy ycTaHOBe Ky/IType IIPMMOpaHe Jia ce Ipuaarohasajy caBpeMeHOM JIUTH-
Ta/THOM 7100y, TO He Tpeba /la YMHe 10 CBAKY IieHY, HUTH TO puaarohasame Tpeba
ma Oyzme ucnpasHo u KpaTkor gaxa. Hapogxa 6ubnmoreka ,,CreBan Panukosuh® n3
KydeBa nmokasasa je Ha CBOM IIpUMepy /ia AUTUTATHA a7laTV MOTY MOCTY)KUTH KaKO
6u ce jemHa ycTaHOBA IIOCTaBNU/IA Ha KIJDKEBHY (M KynTypHy) mMamy Cpbuje, amu
¥ Jla TaKaB IIPUCTYI MOpa OUTY IOTKpeI/beH KBATUTETHUM CaJpsKajuiMa, MOIITO-
BabeM BUCOKNX €CTeTCKUX BPEJHOCTH, IOBEPEHEeM Y CTPYKY, Kao ¥ IIOMHNM II/Ia-
HupameM. 3axBayjyhu Bubnuocanony, dacomncy Makcum M IBeMa KIbVDKEBHUM
Harpajama, 616/1oTeKa je 3a HellyHe 4eTUpM TOAMHe NPUBYKIA 3aBUIHY NaXKIbY
mupe japHocTy. Ca ipyre cTpaHe, y OKBUPY nporpama Kwuuiko momte, pagy ce Ha
CTBapamy U HETOBaIby JIOKA/THE YNTATauKe MyO/mKe, amy ce CBe BpeMe pasMMINba
M O 3aBMYAjHMM NUCIMIMA ¥ BJXOBO]j mupoj apupmanyju. Hansrnen koMmmkosa-
Ha cipera MehycoOHOr yTuijaja cBUX IpefcTaB/beHNX aKTMBHOCTY 3aCHNBA Ce Ha
jeTHOCTaBHOM HadesTy U HeIIOKO/Ie6/bMBOM CTaBY: Y CPEVIITY MaXKbe yBEeK MOpajy
OuTK HajBuUIIE eCTeTCKe BPeHOCTU. [Ipyrum pednma, Ha IPBOM MeCTy Mopa 6uTu
— KIbJDKEBHOCT.
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National Library Stevan Raickovié, Kucevo

ACTIVITIES OF THE LIBRARY OF KUCEVO -
LITERATURE COMES FIRST

Abstract: This paper presents an overview of the most important activities of the
National Library “Stevan Rai¢kovi¢” in Kucevo. The studied activities are the library
discussion programme Bibliosalon, the literary magazine Maksim, the preschool pro-
gram Knjisko moljée, the “Stevan Raickovi¢” Award, and the “Golden Verse” Award.
The findings show how the library has used these activities to achieve its goals, such as
nurturing readers and audiences at the local level, supporting local creativity, actively
participating in the literary life, shaping the literary scene at the national level, and
establishing its place on the literary map of Serbia and the region. The paper descri-
bes the ways of using benefits of free digital marketing, with constant attention to
the quality of the presented content. The principles underlying each of the presented
activities are highlighted, with the most important principle being the prioritization
of literature and the highest aesthetic values. In this way, the library wins attention of
both the literary community and the broader public, justifying that attention by pro-
viding space for literature, expertise, and professional integrity.

Key words: Kucevo, Bibliosalon, Maksim, Knjisko moljce, Stevan Raickovié Award, Gol-
den Verse Award
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Yuusepsuter y Hoom Cany, ®unosopcku dpakynrer, Hou Can

AHATOMHUJA AHTXYMAHN3MA
N BUTA/THOCT
XYMAHNCTUYKE AJITEPHATIVBE

CJIIOBOJAH BITAOYIINR: BABET M METAJIOIIO/NC,
HOBU CAll: BUTHUJE, 2023.

YK 821.163.41.09 Bragymuh C.(049.32)

TBapa/lauyky HM3 3alOYeT KbUraMa Teopujcke mpose Llprwancku, Meianoiio-

nuc (2011) n Krousesrocini u komeniiapu (2017), unje cpeguinte 4ynHu urypa

Meranononuca NOMMaHOT HE CAMO KaO OTPOMaH I'PaJ, HErO 1 Ka0 aHTUXYMaHMU-
CTUYKY KOoHLenT cBeta, Croboman Bragymmh HactaBma 1 60ratu mocienm»boM Kibi-
rom 3aseiti u Meianoionuc. IlpeMyia je KibuUra CTpyKTypupaHa y IIeT IOI/IaB/ba, HeHa
CMMCAOHa PaBaH, OHAKO KAKO Ce CTBAapa y CBECTM YMTAOla, peann3yje ce y TPU Lie/n-
He. OHe 00yXBaTajy LIeHTPATHMU, €CejUCTUIKO-ITyOMMIMCTUYKN KOPITYC TeKCTOBA, a/ln
Y IIPOJIOT ¥ €NMJIOT KOjU C€, Y 3HAY€IbCKOM CMUCITY, IO Cy4e/beHOCTH JI03MBajy Ha OHO
Ha mTa ynyhyje ceMaHTuKa mbyxoBux Hacnosa. Haume ,,IIpomor: Meranononuc npory-
MadeH Jiel[i, OCKM LITO ayAypa Ha HaclIoB Kmure IlocitimogepHa upoiiymauena geyu
XK. ®. JInorapa, ynyhyje Ha Meranononuc Kao IpBy K/by4HM 110jam oBe Brapgynmhese
KIbUTE I Ha CTBApa/IavyKy HaMepy ayTopa M CTUJICKE KapaKTE€PUCTUKE IeTOBOT PYKOIIN-
ca. [Ipomunubajyhu o aHTUXYMaHUCTUYKUM, aHTU/IEMOKPATCKIM, aHTUXpUIThaHCKUM
U CIIpaM CyBepeHe Jip)KaBe JeXOMoreHusyjyhum crparernjama Meranononmca, ayTop
HACTOj1 fla UX, KAaKO HAC/IOB IIPOJIOTa UCTUYE, HUPoillyMauu geyu, IITO Ce MOXe pasyMe-
TH (pUrypaTUBHO, Kao mucame ynyheHo cajanrmeM u 6yayheM unTamaukoM Hapalira-
jy, unMe ce oBo Brapymuheso feno notBphyje kao mapagurmMaTudaH mpuMep TecTa-
MeHTapHOr nucama. Ha oBy nHTeHUNMjy ynyhyje u ayrop kama 6enexn ga je 3aseiti u
Meianouionuc ,ae6emo mucMo” c1o60THNM JbYIUIMA, TMYHOCTYIMA KOje jOLI YBeK yMejy
fla KOHOTAaTMBHO, CUMOOMNYKY, KPUTUYKM ¥ ayTOHOMHO Mucne. VictoBpeMeHO mep-
GUAHM ¥ MaHUITY/IATMBHM MeXaHU3MM Merajononnuca XepMeHeyTUYKI Ce PacBeT/ba-
Bajy TeMe/bHO, IIPEINEeNHO, IPUjeMUYMBIAM U jACHUM je3UYKUM M3Pa30M, Ha HauMH Ha
KOj¥ MyJap ¥ BeLIT TyMad yMe Jja iedljeM yMy 00jacHU CJIO>KEHOCT CBeTa TaKo Jja OH, Y
nmakohy aprymeHTanujcKe CyKIjeCMBHOCTH, HAITPACHO ITOCTaHe OYeBNIaH, lepUHICAH 1
eKcIMIuTad. Humra MamboM ceMaHTMYIKOM CHAaroM OfIIMKYje ce ¥ Hac/IOB emuiora —
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»EIIVJIOT MV TTOYeTaK , KojuM ce yBopu KocoBckn 3aBeT Kao ipyra K/byqHa OffpefiHILIA
BnapgymuheBux npommibama, cxsaheH kao (peHOMeH I106aIHe BPEJHOCTH U »,Be/IN-
KU JOIIPUHOC CPIICKE KY/ITYPe U UCTOPUje CBETCKO-UCTOPUjCKOj IpaMyl KOjy OBa KibUTa
omrcyje“. YKOIMKo ce ¥Ma Ha yMy cBeBpeMeHOCT KocoBckor 3aBera u mwerosa Moh fia
KPO3 [10pa3 JOCETHYTY [YXOBHY, €TUYKY U UJIEHTUTETCKY IIOTBP/AY ¥ TOOey TPaHCIeH-
IMpa UCTOPHUjY, OH/la TIOCTaje jacHa NMpUBM/IHA KOHTPAJMKTOPHOCT HAacl0Ba ,,Emmor
wm nodeTak — KocoBcku 3aBer 3amcra jecTe M emwiIor u moderak. LleHTpanHu meo
KIbJTe [TaK OKYIUba HajOnucTaBuje U HajiionynapHuje Bragyumhese TekcToBe o caBpe-
MeHMM (eHoMeHnMa Merasononuca, IpBoOUTHO 06jaB/beHe y yacomicuma [lewaii n
Hegemnuxk, ognocno Ha cajrobuma PT banxan u PTC Oxo, a y 0BOj KibU31 IpyIICaHe
y nornaspa ,,JJpecupame’, dumhemwe“ n ,,OTnopu“ y kojuma ce aHanmaypa HauuH Ha
Koju Merayononuc gpecupa jbyfie, YKuja JbYACKU U O0XKaHCKY CBET, a/yl ¥ HauMH Ha
KOjJ NIOje;IHIIM YCIIEBAjy fia MY C€ OAYIIpPY.

ITornasme ,,IIponor: Meranononuc npoTyMadeH el HacToju ja carnefa pabame
Te BEIMKe [Ie30pHjeHTallje, KaKO ayTOp MMeHYje Meranononuc, M 3Ha4ajHy y/IoTy KOjy y
TOM IIOTTIENTy TTOCeNyje HajlIpe 3aCHMBambe Belerpasicke HapaBy YOBEKa 1 leMY O/IMCKIX
CBOjCTaBa y Koja ce, npema [eopry 3umeny, ybpajajy panyoHaTHOCT, KaJKy/IaTMBHO-
HOBYaHA YCMEPEHOCT 1 0/1a3MPaHOCT, a IOTOM I jauame TUIIA KapakTepa Kojer JlejBup
Pucman o3HauaBa KapakTepoM yCMepEeHOr APYTMMa, a KOjU UCII0/baBa PaBHOAYIIHOCT
IpeMa KOHTUHYUTETY Npero3Hajyhy Kao jefuHe CMepHMIe CaBpeMeHUKe, BpIIbakKe 1
Menyje. IIpeBmacT oBuX [iBejy 1ojaBa y APYIITBY, IBUXOBYM OfiBajarbeM Kao IOoCeOHOr
upeHTUTeTa (YMMe je moppyuBeHa Moh Ip)kaBe [a pasmnMyuuTe UEHTUTETe 00jedHI Y
jeMVIHCTBEHM HAIVIOHATHU UJIEHTUTET), a TIOTOM U NpeoOpakaBambeM Yy TPaHCHAIVO-
HAaJTHM U CyOHALMOHATHM MAEHTUTET JUPEKTHO CYNpPOTCTAaB/bEH IIOjefVHIMMA KOju
cebe joll yBeK fle(MHUIIY IPEKO HAIVIOHATHOT MJEHTUTETA U KapaKTepa yCMepeHOT
U3HYTPA, y3 jadarbe Ourapxuje 1 HeonnbepaaTHOT eKOHOMCKOT MOJieIa, IOBOJM IO TIPO-
MeHe KOHIIENITa YOBeKa I IPOjeKTa KOji ce Ha TOj TPOMEHM 3acHNUBA — IIpojekTa Mera-
JIOTIONNC, KOjy TOCTaje cBe ountuju cnabmermem CCCP-a u magom bepmmHckor supa. Y
oBoM Hor7aB/by Bragymmh ykasyje u Ha ofvke Meranononyca, \beros HeodeyaaaHn
KapakTep, TUPAaHOUIHY U IeMOHM3Yjyhy BlaaBuHy onurapxuje Koja yKuja HaljMoHaI-
HY U KJTACHU UJEHTUTET, Te,HeKa/lalllkb/l HAPOJ, Cajia IpeTBOpeH y 6ecnoBecHy Meby-
co6Ho nocBabany Behuny, Tpetnpa kao rpahy nam maTepujan Koju KOpUCTH 3a OCTBa-
peme COICTBEHMX, OJIMTapXMjCKUX IybeBa . 3a Merajonomnmnc je, Kako ayTop HaBOAM,
CBOjCTBEHO ¥ MHCUCTHUPAambe, IO, MaCKOM Opure o IpaBUMa, Ha IIPUYM O 3ajeHNUIN
Ka0 MaXOM MeCTy Hacuba (HOPOAMYHO, BPIIHAYKO U PACHO HACWUIBE, /Y V1 BEIITAUuKI
VHJYKOBAHO M CYLITMHCKY HaydeHO oceharbe JkeHa O IOJTHOj YTPOXXeHOCTH U Hepliel-
IUjJ MYIIKapala NCK/bY4IMBO Kao y3ypIlaTopa 11 HeIpujaresba). Meraaononuc yKusia u
0jaM 4oBeKa — mTo Bragymmh kao 0CHOBHM ITOCTY/IAT NIpeNo3Haje y KiburaMa-MaHN-
dectuma Kpaj ucitiopuje u iocnegrou uosex (1992) ®pencuca Oykyjame u Homo deus
(2015) Jysana Hoa Xapapuja — Te ,,tounbe ga Apecupa jbyfie Ja ped XyMaHMU3aM Ipu-
XBaTe Kao HEITO 3acTapesio 1 peBa3nbeHo u ga ce yMecTo Te pedn, KOpUCTe OjMOBI
Kao IITO Cy TPAHCXyMaHM3aM U OCTXyMaHMu3aM . TuMe ce mocTynmpa 6MOIOLIKY CTaB
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IpeMa >XMBOTY M CBETY KOjU ce TeMe/bM Ha ocnobabamwy Harona u ceohemy doBekose
BPEeMEHCK! TPOAMMEH3VOHA/IHEe eT3UCTeHIVje Ha CaflallliboCT, Tj. Ha Opucame 3ajeni-
HIYKe IIPOIIIOCTY YMMe Ce YOBEK y/ja/baBa Of O/MVDKIbYIX.

Vimajyhm Ha ymy Tesy o HaumcTukoj HeMaukoj kao IpBOj IOMUTIYKOj KOHKPETH-
3anju Meranonomica 6yayhu ia ce y 10j cyclieH/iyje XyMaHMCTIYKY KOHIIETT YOBeKa
y KOPUCT pacHe xujepapxuje, Bragymuh koHcraryje fja je mobegoM Haj HAIMCTUYKOM
HemauykoMm 03Ha4YeH Kpaj caMo jelHe BapMjaHTe IOAUTMYKOr Meranononuca, anyu He
Y BErOBOT HAuye/THOT IIPMHIUIIA CyllepMOpHe MambJHe Koja TMKBUAUPA MH(DEPUOPHY
Behuny. [TapaenHM KPUTHYKMM YNTalbeM IOCTXYMaHUCTHYKe Ppunosoduje Muruerna
dykoa, OHOCHO, HEroBe KOHIeNIuje 610BIacTy, 1 XapapujeBe 3aMIUCIM O YOBEKO-
60Ty 1 cynep4oBeKy, Koju Hije HUIITA PYTO J10 IpelMHKanu Hiudeos mojam HaTyo-
BeKa, ayTop 3amaka Jla Xapapy ofjla3y KOpak jja/be y offHocy Ha {PyKoa IporaraHjHo
cnimuyjyhn nmocraske ¢paniyckor ¢punosoda. Pyko Hamme cMaTpa jja OMONONMUTIYKA
B/IaCT (B/IACT peryianuje) MofpasyMeBa laBambe )KIMBOTA 1 MYLITaba APYTUX d YMPY,
»TY jOII YBeK U3IJIefia ia T JPYTU yMUPY IpUpofHOM cMphy, Tj. ma 61oBacT He y3po-
Kyje cMpTu gpyrux. Y Homo deus-y ce npunoseza kako he ce y 6ynyhHocTi oM Kojuma
je mar (BeuHM) XMBOT — YOBEKOOOTOBY — UCTPeO/bUBATHI /byfie (YOBEKOXKMBOTHIE) Ha
VICTY OHaj Ha4YMH Ha KOjU CY JbyAU UCTpeO/BMBamM KuBoTume. Victpeburn 6am Huje
VICTO LITO M IIyCTUTY Jpyre fa yMpy.“ Y Temeby Merajononmca moynsa oTyAa 1uaeja
OIIIITE pefyKIyje: CMMOOIMYKY CBET YOBEKa Ce peflyKyje Ha HaroHe, CUMOO/INYKI CBET
cropra Ha QYHKIMje ¥ HOBAIl, YMETHOCT ce pefyKyje Ha 3a6aBy, yMETHIYKO JIe/I0 Ha
KOHBEHI[VIOHA/IHY TIpMYY U crenyjanHe edekTe, JOK OMUrapxuja CIMKY CBeTa pefyKyje
Ha eKOHOMCKe OffHOCe 1 BeuHy cpehy dyoBekobora koja ce, y XapapujeBoj Kibu3u, CBOAU
Ha XeMUjCKM NTPOU3BEMleH IPUjaTHU TeJIECHY HA[[paXKaj.

OrtBapajyhu nurame 6opbe NMpOTHB NMOMEHYTUX ,BpegHOCTH Meramononuca, y
HOITIaB/bY ,,Emmior mim modetak” mcTudye ce Aa pasaMdIUTH HAPOAU U KYIType OBO
IMTambe MOTY JIa IIocTaBe HoBe3yjyhu ra ca comctBeHoM pumo30hCKOM TpagnIjom
VIU MICTOPUjOM, a/IM fia je Y OKBUPY CPIICKe KYIType, MCTOpHMje ¥ JYXOBHOCTYU jeAVMHI
moryhu ogrosop cappxan y KocockoM 60jy n KocoBckoMm 3aBety. Ocnamajyhu ce Ha
yBuae Bnagummpa hoposuha n [Jumutpuja bormanosuha koju 3aBer Tymade y fyxy
IETrOBe eTUYKe KOMIIOHEHTe, Kao TpujyM( ompene/berba 3a BeYHNU XUBOT, Bragymmh
ykasyje u Ha JJanmma bamckor (Mnaber) n pedenniy us merosor Crosa o ceeiiilom KHe-
3y Jlazapy Kojy ToBOpM yIpaBo KHe3: ,bo/ba HaM je CMPT y OJBUTY, HETO JIN KMBOT Ca
crupom.” Y oBoj muciu Bragymuh Hasupe He camo mMoryhHocCT ompefsie/bera nsmehy
6opb6e u mpepaje, mopBUTa U CTU/A, Hero 1 Moh 3aBeTa Jja mpeBasui)e KOHKPETHY UCTO-
PUjCKY IMMEH3M)Y U JOKaXKe ,Iy[eCHY aKTYeTHOCT y CyodaBamwy ca Meramononucom®.
OBa aKTyelmHOCT UCIIO/baBa Ce KPOo3 IIAHCY fla IOjeiMHALl M y HAHALIHbeM TPEHYTKY
Moxxe fia 6upa nsmel)y 3aBeTHe (XyMaHe, IYXOBHe, eTIUKe) IECTBULE BPETHOCTI 1 6110-
nomke (HaroHcKe, MCI/IATVBe, KOMGOPMMUCTIYKE) AaKCHMOIONLIKe a/ITePHATHBE, a 6upa
3aIIpaBo IIyT ONMparba (MMIIepHjaTHOj) Cuau Meranononca i MpuKIambambe BbeHIM
HadeMa Mapehn jemyHo 3a BIACTUTY CUTYpHOCT. Bragymmh crora sakpyuyje ma ce
KocoBcku 3aBeT He ojIMKyje aHaxpoHolhy 1 Hecrojusourhy ca MofiepHUM cBeTOM (Y
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TO TeXMU Jla yBepy YIpaBo Meranononuc KojeM cMeTa CBaKM KOJIEKTMBHU UIEHTUTET,
Ia U CpIIcKN), Beh fja ce, yIIpaBo CYNPOTHO, OI/IMKYje TPAaHCUCTOPUjCKUM KallalluTeTOM
IO KOjeM cBeT npernosHaje Cp6e 1 mpuxBaTa ra Kao 3aBeTHI Hapof. Kaia oBakBe Mucin
6enexxy, ayrop uMa Ha ymy Cemjyena XaHTUHITOHA U KIBUTY AMepuuku ugeHiiutier y
Ko0joj ce KocoBo HaBOAM Kao jefaH of IpuMepa I0Be3MBaba HALlMOHATHOT IEHTUTETa
U CBETOT MECTa.

Ecejuctiyko-nyOnmmmucTuaky KOpIyc TeKcToBa Kiure 3aseiti u Meianotionuc 06y-
XBaTa HajIpe MOIaB/be ,Jlpecupame”, Koje TeXN fla yKake Ha pasHOMUKe (peHOMeHe
Meranononyca 1 paso61u4y Ha4MHe Ha KOji ce T PeHOMEHM Y CBAaKOHEBMIIY MaHM-
dbecryjy. OTBapa ce TeMa KOPIOPAaTMBHOT YOBeKa 3aHTEPECOBAHOT CaMO 3a CBOjy
Kapujepy, CUTYPHOCT U YIIpaKibaBarbe TIMYHNX Y)KMBaba, Kao I INTame 00pa3oBama,
OJIHOCHO, HY>KHOCTM YCBajamba BPEJHOCTY IIONYT VICTVHE, IpaBJe ¥ 3Hayaja OMyDKmbIX
(texct ,Umja cy Hamra gerna?“). O OICETHYTOCTM TPayMOM M HAaCW/beM, O HUBOMMA Ha
KOjMMa OHU JI€JCTBY]Y, Kao U O TPEHY MEeMjCKOTr 3acTpallliBaiba C HAMEPOM Jia Ce CTa-
HOBHMIITO Topo6u. Bragymmh numre y tekcty ,,®nnoMena u rpayma’, JOK MOMUTUYIKY
U UJIOTIOIIKY perpecrjy perpeseHaTa mohu (Meranononuca) aHanu3mupa Ha CIydajy
npodecopa Munoma Kosuha u Texxmnu fja ce OH 13 MOMUTUYKUX pasjora mpoTepa ca
daxyntera. TekcT ,,/INKBUAMpPATI YOBEKA KIbVDKEBHOCTH' yKa3yje Ha joIlI jemaH oOmmK
cympecuje 1/uim npyucuie Koju Meraiononnc ClipoBofiy, OBOTa IIyTa Hajfl CBMMa Koju
YNTame U KIJDKEBHOCT ONaXKajy Kao mosjairheHe (akTe JbYACKOT Tpajama. YIPaBO
OTYyJa IITO PacHo/IaXke BEIITHHOM TyMaderba, OHOM BPCTOM ,TajHOT 3Hama“ Koje jefy-
HO KIBVDKEBHOCT HYAM M 3aXBasbyjyhm KojeM yHYTpalliby ¥ CHO/bAllllbM CBET MOCTaje
OTIIOPHMjY Ha MaHUIY/IAIje MOTPOIIAYKOTl APYLITBA, YOBEK KIbVDKEBHOCTM, CMaTpa
Brnapyummh, nocraje npBopaspenHu Herpujate/b Meranonouca.

I[Torname ,dumheme” oTBapa ce TekcToM ,EBpoma 6e3 boxxmha“ koju anocrpodu-
pa Meraomnonuc xao ,,506a CBeCHOT yKyamwa XpuirhaHcTBa®, Ipomarupama NHCTUTY-
IIVIOHAJTHE IeXPUCTUjaHM3alMje eBPOIICKOT IPYIITBA Y HErOBMUX TeMesba, alu U UCTHU-
Yye CYIPOTHe IpUMepe 13 CPIICKe KynType, mnaHocty VBana B. Jlanmuha n bopucnasa
ITexnha, muxoBo xpuirhaHCTBO U TPaAMIVIOHATHY XyMaHM3aM Kao ,jeAHN Moryhn
OKBIP Y KOMe JbYCKa CHOCOOHOCT CTBapama 1Ma cmucna u Bpegnoctu . Tekcr ,,Pacu-
3aM M aHTMpacu3aM cariefiaBa IaK aHTVPACUCTUYKE AeMOHCTpallje Y aMepUIKIM U
€BPOIICKMM METa/IONONNCUMA Yy CBETTY XaHTMHITOHOBOT CTaBa O aMEPUYKOM UJIEHTH-
TETy KOjM je I0BefieH y INTambe, jep Cy MoceOHM pacHN, eTHIYKY, POJHU U IPYTH CYO-
HaIVIOHA/IHM VJIEHTUTETY U3AUTHYTHU CIIpaM 3ajeJHIYKOT, HAIlIOHA/THOT MAEHTUTETA,
IITO HUje CIIOHTaH IPOLIeC, Hero ce MoApsKaBa 1 ybp3aBa MOMNTUYKIM OfTyKaMa aMe-
puuke agMuHucTpanuje. Ha jour jeman nmpumep pacusma — 3e/ieHM pacusaM — U Qury-
py Ipere TyHOepr kao BeroBor MpoIaraHHOT IOCTEPa 3a/ly>KEHOT 3a IIPOMOLIN)Y jel-
He Bep3uje eKosolke cBecty ynyhyje Bragymmhes tekcr ,,3enenu pacusam®. OBaj ce
TepMuH ozpebyje kao ,ocehame maHmke 1 cTpaxa off IPONACTI CBETA YCIIeN, €KOTIOIIKe
KaTracTpode Koja HaBOJHO CaMo IITO Ce HUje JOTOfMIA, a KOja MOXKe Jia Ce pelly caMo
pajMKaTHUM MepaMa Koje MCK/bY4Yjy XyMaHMCTMYKM OO3Mp IpeMa APYTUM >KUBUM
6uhnma®. O ,,cnydajy XyaBeju“ kao jesHOM off PpOHTOBA aMEPUYKOTr-KMHECKOT CyoYa-
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Bama I MOKasaTesba a ce CIelM(UYHNM HaueloM (PyHKIVIOHMCaba MOXe CIIPeunTI
IpoAMpatbe INI06aTHOT KalluTasa y yIpaB/baykKy CTPYKTYPY KOMIIaHVje CBEOYM TEKCT
»XyaBeju — youtu nruny pyramny . VicTy HemoTKyIUbUBOCT, MCTPAJHOCT U XpabpocT
Ha ce, urpajyhu mo nmpasmnmma Meraononca, npolec Iodanusanyuje IpeokpeHe y
CBOjy KopucCT, Bragyumth 3amaxa, y someny criopra, y ¢purypu Hosaka Hokosuha xoju
je (kako 0 TOMe Ka3yjy TeKCTOBU ,, hokoBuh u Meranonomic” u ,,hokosuh je Xyaeju®),
urpajyhu npema mpaBminma Meranononuca, pyuHupao ¢enepepoBcKo-HaaTo0BCKI
MoHoNon Ha TuTyny Hajbéomwei uipaua céux epemena. Y 0BOM IIOITIaB/bY ayTOp TaKohe
OTBapa TeMy CMMOOIIMYKe BPEHOCTH CPIICKe KOIIapKe U beHe KpM3e Koja je BUIIe 3HaK
IpOMeHe CBeCTH, Ty0/berba HallMOHATHOT MeHTUTeTa 1 jadyarba HBA KoHIjenTa Komap-
Ke, HeTo ILITO je Kpu3a TajeHaTa (TeKcT ,,CpIicka KollapKa Mopa jja yMpe“), aiu U TeMy
pernonammsanuje H/IH-oBe Harpaze (TekcT ,,HuHoBa Harpaza Buiie He IOCTOju ).

Hapepnno mornasme ,,Otopu” Temarusyje KormmapHe edekre KeHcen Kyniiype, Opu-
cama eBPOIICKe XyMaHUCTUYKE TpajMiyije y KOPUCT II0jMOBA IOCTXyMaHM3Ma MU
TpaHCXyMaHu3Ma (TeKCT ,PasMmiubama Haj YKpajuHOM®), almm M IpUMepe M3 CpI-
CKe KIBJDKEBHOCTM U IOIY/IapHe KYIType KOjy BIACTUTMM MHTETPUTETOM U cBemihy
0 HaIMIOHA/THOM MAEHTUTETY Y4YBPIINYjy CIIO3Hajy Aa je MUpere pasInIuTOCTI U3BO-
JUbMBO. AyTOpOBa IPOHMIYbMBA aHA/IN3a OTIOMKa u3 Xaszapckoi peuHuxa, Tj. ,Kasupa-
1a 0 Afamy, 6pary XpucroBoM® kao nomurndke mapabose fokasyje ITapuheBy samnu-
cao jobpe p)KaBe Kao HOAMPYBabha YHUBEP3aTHOT M MAPTUKY/IAPHOT, MYLIKOT U >KeH-
ckor (texct ,ITaBuh wim go6pa ap>xkaBa“). Ynpaso 360r oBakBor objenumyjyher kpa-
JMTeTa KOju ce ofymnupe Merajononnucy U beroBoM pasaparmy HEIOCPENHOT JOfupa
meby /pynuma, [TaBuhepa Kibra ce 03HauaBa Kao ,,TIOMUTUYKY HajHEKOPEKTHIja KIbUTa
Koja ce gaHac Moxe 3amucnutu. [lyxy Merajnononuca CynpoTcTaB/ba ce M TNIHOCT
Bopucnasa Ileknha koja ce y Tekcry ,3amro 6amr Ileknh?“ HaBogu kao nsBaHpenan
npuMep ,npocseheHor rpahaHckor maTproTsMa“ M JOKa3 Ja je YKOpEHmeHOCT y B/la-
ctuToM HacneDy (koje moppasymena, mpema Ilexuhy, ncropujy bankana u BusaHTHjcKn
KY/ITYPHM KPYT) IIPELyC/IOB 3a 3pe/io ¥ CAMOCTA/IHO ITOCMATparbe 1 Ca3HaBambe CBETa.
ITexuh HaMm cTora nokasyje, moenTupa Brnagymmh, ,,1a je Moryhe Hemrro, mro Hac ce
BpeMe yde fa je Hemoryhe: ja 6yzeMo UCTOBpeMeHO ‘MOfiepHN’ U ‘KOH3epBAaTUBHU , Ia
He MOpaMo HMYera Jja ce Of[peKHEMO Jja 6YICMO HEIITO ZOOVIN MU CTEKIN, [1a MOXKEMO
fia 6yieMo TIOHOCHM IITO XXVMBUMO Ha bajlkaHy ¥ IITO MMIIEMO M YMTaMO Ha CPIICKOM
jesuky“. Hempucrajame Ha aHTMHAI[OHA/IHE CTpaTernje onurapxuje Meramonomuca y
JIOMEeHY MYy3UKe JICKa3yje IpyIla ,beorpajcky cMHAMKAT, jep ce yrpaBo 3axBa/byjyhn
IJIXOBOM PeIOBamy 13 MO3NIUje HapoAa KOju je MoKasaTe/b MCTUHCKOT OyHTa, OHU
IIPEN03Hajy Kao ,jeflaH Off HajOO/byX IpUMepa CPIICKe KYITypHe repuie’ (TeKcT ,beo-
TPpajiCKV CHHIVKAT M KY/ITYpHA Tepua‘).

[Tyryhm o Meranononucy u 3aBeTy Kao BeroBOj BpeFHOCHO], 1ejHO- (11030} cKoj
U eMIMpujckoj ono3uuuju, Bragymmh ocTBapyje n 3HauajHe eKCKypce, IIOIYT OHOT
KOji ce T4e je3auka Merajononuca, beroBlx Hamaja Ha CyBepeHUTET Ka0 BPeJHOCT,
npesasubeHocTy mojMa 3amnap (jep HAKOH YKUJama aMepUYKOT ¥ eBPOIICKOr Haluo-
HATHOT MIEHTUTETa, He MOXKe BMIIE OUTI pedr O IOCTOjarby 3ajeHIYKOT IIVBIIN3A-
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LIVjCKOT MJIeHTUTeTa 3ama/a), 3Hayaja JOKO/MMIe Kao BpeMeHa ,MICAaOHe eKCIaH3uje”
KOju ;yXy Meraomnosnica He Oir0Bapa, aIu 1 pasanKoBama poba (MeramonomicoBom
VHTEPBEHIIMjOM CTBOPEHOT jeNHOAVMEH3MOHAMTHOI UIEHTUTETA IITO j€ 3a0KYI/beH
npodurabuaHomhy) u MUIHOCTY (KOjy Of/IMKYyje ,,ycaheHy CKIOm pasmmymTix KOM-
IIOHEHTHY MJIEHTUTETa" U KaTeropuje NCKyCTBa, KMBOTHE IIpyYe 1 BOJbE 33 TOTA/INTe-
ToM). Bragymmhepo nucame ofmKyje ce ynedar/buBUM IpUMepuMa Koju Gurypupajy
VIV KaO TIOBOJ] 38 aHA/IMTIYKE OCBPTE MM TTaK Kao eKCIIMKaIuja ogpeheHor dpeHoMe-
Ha (perMo TeKCTya/THM NacaX O IITPajKy pyAapa y bpuranuju 1984-1985. rogune xao
IaparoH IBOCTPYKe, 1 KJIaCHe ¥ MOPOAMYHO-ocehajHe 6/MICKOCT JKeHa M MyIIKapala
4yMe ce OCHaXYyje 3ajefHIYKO Offynpame onnrapxuju). Visysernoj ayropoBoj ymyhe-
HOCTH y 06/1aCT IONNTHKE, NOMUTNYKE eKOHOMMje, COLMIOTHje, ucTopuje u ¢pumaoso-
dbuje mpuaApyXKyje ce MUHYIMO3HA ¥ HaJJAXHYTa XepPMEHEyTHYKa BENITHHA eBUIeHTHA
Y OHUM JIeIOBYIMA KEbUTe KOji TyMade ercKy necMmy banosuh Citipaxurea m MCTOMMEHY
MuxusoBOBy Apamy, OFHOCHO, ApXKaibe joropama Bykamuna Manpgpare y 3aBeTHO]
CUTYallMj} CyOYaBamba Ca JbYACKOM/TIONMUTIYKOM BO/bOM 32 MOD OTETOTBOPEHO] Y INKY
ycrame ®puraHosuha. Y [1eTMKaTHOM MPOHMjCKO-TIOIEMITYKOM TOHY Pa3OTKPUBAjy-
hu renesy, ocobune n Hamepe Merajomnonuca c jeflHe CTpaHe M MMIEPATB OYyBarba
XYMaHMCTUYKUX (OTHOCHO XpUITNaHCKMX, € TUYKMX, TYXOBHNX) IIO3MIja ¥ BPEHOCTH
C ipyre CTpaHe, Kibura 3aseiti u Meianotionuc He CaMo Jia ce MepUenypa Kao Mosus Ha
ofi0paHy 3aBEeTHOT aKCHMOJIOMIKOT CK/IOIIA, HETO ¥ Ka0 — KAaKO jaCHOBV/IHO Y PelleH3UjI
6enexxu 3opan UYsoposuh - ,,IpaKTUYHY IPUPYYHUK 33 TePUIICKY 60pOy*.

[CyrTvpa




CIIMCAK PEHEH3EHATA 3A HAYYHIM YACOIINC
KYJITYPA 2024. TOOVHE

Vme n G £
Turyna Adunujanuja 3Bame
npesume
1 CBeHKa nokTop | YHuBepsuret y HoBom Capy, npodecop
" | CaBuh Hayka | ®unosodcku dakynrer eMepuTyc
) Csero3ap HOKTOp | YHMBep3uTeT yMeTHOCT! y beorpany, | mpodecop
" | Panmajuh Hayka | QakynaTeT ApaMCKUX YMETHOCTU eMepuTyc
3 Cama TOOKTOp | YHUBep3uTeT yMeTHOCTH y beorpany, | BaHpenHu
" | PankoBuh Hayka | QakynTeT MysudKe yMETHOCTH npodecop
4 Hyma TOOKTOp | YHUBep3uUTeT yMeTHOCTH y beorpany, | BaHpenHu
" | Hbapapn Hayka | QakynreT Mysm4Ke yMETHOCTHU npodecop
5 bupana TOOKTOp | YHUBep3uTeT ymMeTHOCTH Yy beorpapny, OLLEHT
" | JlexoBuh Hayka | QakynTeT MysmdKe yMETHOCTU s
6 Becna TOKTOp | AKafieMuja yMETHOCTH Y penoBHMI
" | Kpumap Hayka | Hoom Cany npocgecop
Hemama OKTO V) epsuret y 11 s
” Matb mokTop | YHuBepsurer y Ilpumrunan —
Casxosuh HayKa | QaKynTeT yMETHOCTU
3 Credan TOKTOp | YHUBep3uteT ymeTHOCTH Yy Beorpany, OLLEHT
" | IBerkoBuh |Hayka | QaxyaTeT My3suMuKe yMETHOCTH AoR
9 Crnobopanka | jokTop | YHUBep3uret y beorpany, @akynrer OLEHT
" | MobpujeBnh | Hayka | cropra U GU3MYKOT BaCIUTama Ao
Tui
jana poxtop | YHusepsurtet y Humry, ®akynrer
10. | Iypenosuh HayKa | CHOPTa ¥ (GU3NYKOT BaCINUTAbA AoneRT
lBanosuh y p
11 Mupjana TOKTOp | YHUBep3uteT ymMeTHOCTH Yy beorpany, | pemoBHu
" | Hukonuh Hayka | QakyaTeT [paMCKUX YMETHOCTHU npocdecop
okTOp | QaKynTeT 3a JUIUIOMATHU)Y U
12. | Becna Ilepuh A P Y A Y JIOLIEHT
Hayka | 6esbegHocT y Beorpany
13 Ham6op moKTop | YHuBepsuret y beorpany, PeNOBHA
" | ITerpoBuh Hayka | ®unoszodceku dakynrer npocdecop
OKTO HusepsuteT y Hosom Capy, BaHpeTHU
14. | Byk Bykosuh A p Y P Y Ay beA
Hayka | ExoHOMckM dakynret y CyboTnnm npocgecop
15 Munom HOKTOp | AKajieMuja TEXHMYKO-BaCIIMTAUYKNX BaHpeJHU
" | CrojanoBuh | Hayka | CTpyKOBHMX cTyAaujay Humry npodecop
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me n

T a A jamja 3Bame
R UTYII bunmjanyj Bam
16 Tamapa TOKTOp | YHUBEp3NUTET MeTpONONINTaH y BaHpeNHA
" | Byuenosnh | Hayka | Beorpapy, @akynTeT 3a MeHalIMeHT | mpodecop
17. | Becna Byxuh TOKTOp | YHUBepsureT yMeTHOCTH y beorpany, | pemoBHu
Hayka | PakynTeT JpaMCKMX YMETHOCTH npodecop
18 AnexcaHpipa | mokTop | YHuBepsuter y beorpany, penoBHU
" | Bykuh HayKa | ApXUTeKTOHCKM aKynTeT npodecop
19 IIpenpar moktop | YHuBepsuret y beorpapy, IHCTUTYT | MCTpaXKmuBa4
" | Kpcruh Hayka | 3a ¢pur1030Qujy 1 APYIITBEHY TEOPU)jy | CApaHUK
20 AnexcaHpap | moktop | YHuBepsuter y beorpany, BaHpeNHU
" | 'Dakosarg Hayka | [IpaBocimaBHU 6orocnoBcku dakynret | mpodecop
)1 Mara IOKTOpP | 3aBOJ 3a IpOy4YaBame KyITyPHOT Hay4YHM
" | BykanoBuh | Hayka | pasBuTKa, beorpan capafiHUK
22. Hparart HOKTOP QaxynTeT caBpeMeHUX YMETHOCTH PEAOBII
"hanosuh Hayka npocdecop
Vpeita OKTOp | YHMBepsureT y beorpa
23. | Kynerun ia Kap A XI/ITEKTOHCIZI/I (baKp }1?21‘ AoterT
Thynaduh y P Y
24 3opaH mokTop | Yumepsuter y Huury, ®unosodckn | peoBHU
" | JeBroBUMh Hayka | dakynTer npocdecop
PamnBoie OKTO YHuBepsurera ,, YHMoH — Hukorna CHOBHIL
25, |+ 2ANBO) A P Tecna“ y beorpany, ®akynreT 3a pea
[Terposuh Hayka npodecop
cniopt — Kareipa 3a HOBUHapCTBO
Hepera OKTOp | VIHCTUTYT 3a KEbJXKEBHOCT I Hay4YHN
26. | Mepumuh ia Kap MeTHocyT beorpa caya HUK
bjenanosnh Y Y ’ paA baA
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YACOITHC

KYJITYPA
Inasuu ypenunk: ap Crahana Himh
Opropoprn ypenannk: Baaman [eporuh
Pure on @epe 4, 11000 Beorpan
E-mail: kultura@zaprokul.org.rs
OBPA3AIL 3A PEHEH3EHTE

Mosmum Bac ja:
- NPHIOKEHH TEKCT KPHTHYKH LpouMTare, kareropusyjere u (ogrosapajyhn ma nomylena marama)
HPeUIOHTE 18 JIH MOMKEe GHTH J.lpHXBH.hL‘i] 3a UGjaBJBHBﬂlBL‘ Y HacolmHey
- ONIMPHH]C KOMCHTApE (HAllOMEHE, Npejulore win npuMende) H3HECHTE Ha Kpajy oBOr odpaciia, Kao U y
CAMOM TEKCTY KOJH PELCH3HpATE;
- momymens ofpazan BpaTHTE eTeKTPOICKOM TMONITOM TajkaciHje 14 nana mocie npujema, VEBYTyjyhn
Teker ca Bammm yurepsenimjama,

Penensija ¥ TeKCT ca KoMeHTapHMa Ouhe mocnati ayTopy/ayTopuMa aHOHHMHO.

Hacnor Tekera:
Kareropnja: D Opurupanan nay4asiu paj I:l IIpernemm pan
El KpaTko MM 0peTXoIHo caonmTeHhe El CTpyunn pajx
JA HE
1. Jla 11 je HACTOR TeKCTA Y CKIANY ca caapajem?
2. Ja nu ¢y peznMe H K/BYUHE PEUH JI0BOBHO HHQOPMATHBHH?
3. Jla M je TeKCT MeTOI0NONIKH KOPEKTHO 3acHoBaH
4. Jla n npeasere oapehene nonyne Tekcra’

5. Jla mu npeanazkere SpHcAame IOjeIHHHX AeT0Ba HIH ckpahHBame TekeTa?

0. Ja mn cy Tabene (rpadHKOHH, MeMe) ¥ TEKCTY HEONXOIHE H aleKBaTHe?
7. Jla i ey yenore (enanore) norpedue u oaronapajyhe?
8. Jla ma je mMTHpaBme M HapadpaHpame KOPEKTHO?

9. Jla v cy aMTepaTypa M JAPYIH HIBOPH ¥ NOTHVHOCTH H KOPEKTHO HaBeneHu?

Jooooodooon
Jooooogogodt

10. Jla i rerer Moace Gurn objasiben y saconmey?
(a) v HenpomMerbeHoj popyu?
(©) ca oapehennm nenpaskama?
1L Jla M TEKCT AeHTe Ja NPOMHTaTe mocae aopaje?

Hme n NPCIHME PEIICH3CHTA:

heorpan Jlarym:
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PALOBWU 3A YACOMUC KYJITYPA
YINYTCTBO

Kynifiypa je HayqHY YacOIINC KOju je Ha Tpejiior MatuuHOr Hay4HOT offdopa KaTteropu-
30BaH O] CTpaHe MMHUCTApCTBa MPOCBETe, HAYKe U TeXHOMOUIKOT pa3Boja Perrydinke
Cpﬁuje Kao Bofehu HalMOHaTHY YacoIic ¢a 03HaKoM M 51.

1. Pajt ce pefiaje y cieiehem odnmuky:

1.1. nyrem YCB ypebaja; cnamem Ha e-mail agpecy: kultura@zaprokul.org.rs

2. CBaky TeKCT Tpeda J1a cajipKiL:

2.1. Word fokymeHT ca OCHOBHMM TeKCTOM, HalloMeHaMa, K/bY4H!M peunma (o1 4eTHpu Jio ce-
JlaM pedy Ha CPIICKOM M Off YeTHPH JIO CelaM peyl Ha eHITIECKOM je3MKY) M Ca)keTKOM Ha
CPIICKOM je3uky (1o 150 peun).

2.2. Word TOKyMeHT ca HacoBOM TEKCTa, pe3auMeoM U K/bYYHUM peurMa Ha eHITIeCKOM je3nKy
(o 300 peun).

2.3. Word okyMeHT ca CTIMCKOM MTycTpalija (ako MX MMa) M € jaCHO Ha3HayeHUM MeCTHMa Ha
Kojuma du tpedano na dyny mnycrpaumje. [Tpumajy ce camo npHo-deste miycTparuje mim
KOje Cy Ipeno3HaT/biBe KaJla ce OfjITaMIIajy y LipHo-Oenom dopmary (jio ceram). GoTorpa-
duje Mopajy dutu y Grayscale xonopruom Mopy, y pesonyuuju 300 mmkcena. L{prexu mopajy
dutu y Bitmap (1ipHo-denom) konopHoM Mofly y pesonyuuju 600 nukcena. OdapesHo Ha-
BeCTH TOPEKJIO MIYCTpaltja Tj. U3BOP. YpeIHUILITBO 3a/ip)KaBa [IPaBo Jla HeKBAaJIMTEeTHE U
HeIlOTIIyHe JIMKOBHe Ipuore ofjdarim.

2.4. TlopaTke o ayTopy TekcTa. Vme u 1pesume ayTopa, rofiuaa poherba (1orpedHo pajn yBuja
y HayuHu paji ofipeheHor ayTopa y neHtpanHoj dasu rnogaraka Hapopne dudnmorexe Cp-
duje n y cknapy ¢ Tum ofipehurama YJIK dpoja unanka y uaconucy), momTaHcka ajgpeca,
dpoj modunHor TenedoHa, e-mail afipeca, adunnjaumja (HaBOJM ce ITyH, 3BAHNYHN HA3UB U
Ce/lMINTe YCTAaHOBE Y KOjOj je ayTOp 3alloc/ieH MM Ha3yB YCTAaHOBe Y K0joj je ayTop 0daByo
UCTPaXMBatbe. Y CNIOKeHUM OpraHM3aliMjaMa HaBOJIM Ce YKYTIHA XujepapXuja; Ha IpuMep:
Yuusepsurer y Beorpajy, ®unozodcku dakynrer — Ofeberse 3a coruonorujy, beorpap).

3. Omiure ofpefHuLe

3.1. Tekct 4naHka ca CIMCKOM NUTepaType He Tpeda Jia npenasu 0dMM Off JieceT [0 HajBulIile 15
ONMCaHUX KOMITjyTepCKUX CTpaHu1ia, ykby4ayjyhu rpadukote u unycrpanuje.

3.2. Texcr npukasa He Tpeda jja npenasu 0dMM Off 1T OLMCAHUX CTPAHMULEA.

3.3. Tekct HayuHe noieMyKe Tpeda fja dyjie onpeM/beH Kao M OCTA/IN WIAHIM Y YACOINCY ¥ He
MOKE [IpelasuTi IbMXOB OSHM. On Tpeﬁa Ha Sy,ue OCHOSODEH HallaJa Ha TMYHOCT OIIOHECHTA
u j1a ce poKycupa Ha camy aprymMeHTaIu;jy.
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3.4. TexcToBM KOjH ce HOCTaB/bajy Yacomncy Tpeda aa dyny ocnodoleHn cnoBHMX rpelaka Ha-
CTa/IMX TOKOM KYllalba TEKCTA, ¥ CK/IaJy C IIpaBOIIMCOM, I'paMaTUY4KH, jEBH‘{KP‘[ M CTHUIICKH
TOCINEHN.

3.5. TexcToBM KOjH Ce JIOCTaB/bajy Ha odjaB/buBatbe Yaconucy Kyaiiypa nojiexy aHTUIiarujar
KOHTpO/N Kojy Bpiun LlenTap 3a eBanyanujy y odpasoBamwy u Hayuu — [JEOH. Ilopep Tora,
OJ] ayTopa ce TpaXku AUIMTAIM30BaHa M3jaBa ¢ IOTIMCOM KOjOM rapaHTYje Jia je TeKCT Koju
j€ I0CTaBMO OpUTHMHA/IaH.

4. Texuuuka ymyTcTBa:

4.1. Tekcr nucan hupunuiom ce ipefaje y doc popmary nporpama Microsoft Word niporpamckor
maketa 97 wnn HoBujer. Dout Tpeda na dyme Times New Roman, emunue 12, npopesa
Single.

4.2. Ha cpeiHM CTaBUTH HAC/IOB, IOTOM Ca)KeTaK Ha CPIICKOM M K/bYYHe peyy Ha CPIICKOM.

4.3. YKONHUKO HOCTOjM MHCTUTYLMOHANHA dIHAHCHjCKa ToMoh npu nucay paja, y npBoj ¢y-
CHOTH Tpeda HaBecTH Ha3MB U Opoj MpojeKTa, ONHOCHO HA3UB MporpamMa, y OKBUPY Kojer je
YIaHaK HAacTao, Kao M Ha3MB MHCTUTYLMje Koja je puHaHCHpa/a [IPOjeKaT WM porpaM.

4.4. Kayia ce IpBM ITyT HABOJIM CTPAHO MMe Y TEKCTY Y 3arpajiu Tpeda Jia ce CTaBU MMe MCIIUCAHO
y OpUTMHANY; Kajia ce cleflehu My T HoMMIbe UCTO MMe ¥ HACTaBKY TeKcTa Tpeda fla dype o-
CTIeJ{HO, UCTOBETHO TPaHCKpUOOBaHO de3 oMubatba OpUTHHATA.

4.5. budnnorpadcke pedepenne y ¢pycHoTamMa M 1uTEPaTYpU HaBoje ce des TpaHckpudoBama
Y OPUIMHATHOM IIMCMY. AKO je JIMTepaTypa Koja ce IIMTHpa MTaMnaHa hupunnnom u pe-
(depenlie y HarloMeHaMa 1 CIIMCKY JiMTepaType Tpeda fia dyny HaBeeHe hupminmom, ako
Cy LITaMIIaHe IATMHUIIOM, OHJIa Tpeda fla Oyny HaBefleHe maTuHMIOM. LIMTaTi 1 No3uBarme
Ha JINTepaTypy y (pycHOTaMa Tpeda Jja HOTIYHO OATOBapajy CIMCKY NUTepaType Ha Kpajy
TeKCTa.

5. Hanmomene

Hamnomene (¢pycHore) ce fajy Ha iHy cBake cTpaHe. Hymepalinja KOHTHHYMpPAHO Ui aparnicKUM
dpojeBuMa ox 1 ma Hajla/be M MJle M3a 3HaKa MHTepHyHKIIMje. HamoMeHe Tpeda na ce kopucte
Matbe 3a KOMEeHTape, a Bilile 3a HaBoDetbe TuTepaType; HajodumHMja HaromeHa (pycHoTa) He du
Tpedaso fa dyze nyska oz 100 peyn.

CucreM HaBohetba:

5.1. MoHorpaduje:

[Ipesume, Munnujan umena. (ropuna usaamwa) Hasus monoipaguje (kypsus), Mecto usgama:
HasuB usnaBada, cTpaHa.

[Ipumep: Anopno, T. (1968) Qunosoguja Hose mysuxe, beorpam: Homur, crp. 45.

5.2 [lepnopuka:

[Ipesume, Unutujan umena. (roguna usfatwa) Hacnos unanka, Hasue wacoiiuca (Kyp3us) dpoj
yacornuca, Mecto nsjama: Hasue uspasava, crpaHa.

[Ipumep: byrapckuy, P. (1973) Cemuoruuku npuctyn mysuum, Kyaiiypa dp. 23, beorpan: 3aBog
3a [IpoyvaBatbe KyATYPHOT pasBUTKa, cTp. 146.
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5.3. 300pHMIIN, aKTa ca KOHI'Peca, IeKCMKOHM, PeUHULIN 1 CTUYHO:

[Ipesume, Mnuumjan. Hacnos unanka, y: Hacnos (kypsus), npupenuo-na-nu [Ipesume, Munim-
jan uMeHa. (rofiiHa u3gama), Mecro uspama: Hasup nanapaua, crpana.

IIpumep: Ilapk, P. E. Ipaj: npemnosu 3a ucTpaxkuBambe JbY[CKOT TIOHalllamba Y Ipajickoj CpefinHM,
y: Couuonoiuja ipaga, upupenno Byjoeuh, C. (1988), beorpay: 3apoy 3a yiideHnke u HacTaBHa
CpefcTBa, cTp. 150.

5.4. Y cnydajy usfama Ha CTpaHMM jesHIIMMa:

YnMecTO Be3HMKa ,,i1” KOPUCTH ce eHIJIeCKM TePMUH and, yMecTo HpeJjIora ,,y” KOPUCTH ce eH-
IJIECKW TEPMUH in, YMeCTO I71arofia ,,lipupeno-ia-i” KOpUCTe ce eHITIeCKM TepMUHN ed. Win
eds. (op editor-s) ako je Buie npupehusada, ymecto ckpahenutie ,,cTp.” KOpPUCTH Ce eHITIECKM
TEpPMUH p.

ITpumep: Brunet, R. and Ferras, R. Identité, in: Les mots de la géographie. Dictionnaire critique,
eds. Brunet, R. Ferras, R. and Théry, H. (1992) Paris: Monpellier, p. 30.

5.5 HeodjaBbeHe Marmcrapcke Tese u JJOKTOpcke pucepranuje: [Ipesume, VIHunmjan mmeHa.
(ronuHa Ha Hac/OBHOj CTpaHM Tese Win incepTaiuje) Hasus Tese mnu gucepranmje (Kypsus),
BpcTa pajia (Marucrapcka Tesa UM JOKTOpPCKa iucepraiuja), Hasue dakynrera rje je ondpatse-
Ha, Ha3WB ofiroBapajyher yHuBepaurera, Mecto nsjaima, crpaHa.

[Ipumep: Liprodpiba, A. H. (2005) Lux perpetua - ceeilinociti u céeiiumke y KyAiosuma Ha ipo-
ciiopuma Toprwe Mesuje, marucrapcku paj, Punosodeku daxynrer, Yuusepaurer y beorpany,
Beorpap, ctp. 120.

5.6. TekcToBM M3 IHEBHUX JIMCTOBA:
[Ipesume, Vianumujan nmena. (gatym uspamwa) Hacnos Tekcra, Hasus nHeBHOT mucta (Kypsus),
crpana. [Ipumep: Tatuh, [I. (18. jyn 1998) Mctuna o Hemmapuma, [Toauiiuxa, ctp. 15.

*AKO je ayTOp TeKCTa HellO3HAT CTaBUTH aHOHMM. [IpuMep: AHonum, (13. IX 1938) Illta mucne
Hallli apXUTEKTH O CaBpeMeHOj apXuTeKTypu, Bpeme.

5.7. Mictu ce paji y IOHOBHOM HeTlocpeiHOM UTHpatby ckpahyje cprickom peun McTo.
[Ipumep: *byrapcku, P. (1973) Cemuornukn npuctyn mysuuu, Kyaiwypa dp. 23, beorpan: 3ason
3a [Ipoy4yaBase KyJITYpHOT pasBUTKa, cTp. 147.

Ucro, cTp. 148.

5.8. Mictu paji ce y HOHOBHOM LIUTHPalby Ha HEKOM JIPYTOM MeCTY ¥ TeKCTY (JI0 JiBe CTpaHe yjia-
JbeHOM Off IIpeTXofiHe (ycHoTe) cKpahyje ca HaB. Jefo.

[Ipumep: “byrapcku, P. HaB. feno, cTp. 149,
5.9. VIHTepHeT M3/iatba MTHpATH Ha c/leflehy HAYMH: ayTOP TeKCTa Ha rope OIycaH HauyH (ako

je HaBeJleH), Ha3MB MHTEPHET U3/Ialba, IaTyM I10CTaB/balba WIN Noc/efibe uaMeHe (update) cajra
(axo je HaBefieH), faTyM Kopuitherba cajTa, MyHa MyTama 10 IUTHPaHe CTpaHe,

[Ipumep: Rose, M. More on Bosnian ,,Pyramids”, 27. june 2004, 18. july 2006, http://www.archa-
eology.org/online/features/ osmanagic/update.html
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