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Mobility, Identity(/ies) and Various
Functions of the Urban Space:
Case Studies from Belgrade and Athens

The thematic issue “Mobility, Identity(/ies) and Various Functions of the
Urban Space: Case Studies from Belgrade and Athens” contains ten orig-
inal scientific papers that deal with different aspects of identities and
functions of urban space in the who capitals, from the perspective of an-
thropology, urban folkloristics and ethnomusicology.

This thematic issue represents some of the results of the bilateral sci-
entific project ,Different Identities and Functions of Urban Space: A Com-
parative Study of the Circumstances in Belgrade and Athens” which the
Institute of Ethnography Serbian Academy of Sciences and Arts realized
in cooperation with the Laboratory for Folklore and Social Anthropology;,
Department of History and Ethnology, Democritus University of Thrace
(Republic of Greece), as the project holder. This four-year project began
in June 2019 and ended in June 2023. The project was managed by Prof.
Dr Manolis G. Varvounis, dean of the School of Classics and Humanities
at the Democritus University of Thrace and director of the Laboratory
for Folklore and Social Anthropology on the Greek side, and Dr Gorda-
na Blagojevi¢, Principal Research Fellow of the Institute of Ethnography
SASA on the Serbian side.

Mobility is one of the main characteristics of contemporary, espe-
cially urban, life. The papers in this thematic issue consider different
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types of mobility and the ways they influence identity/identities and
the functioning of urban space. Thus, mobility can mean the internal
migrations of populations from rural to urban areas. Over the last
decades people have continually moved to both the capitals, bringing
with them different habits and customs. Mobility can also mean a type
of everyday functioning in urban settings, whether it’'s targeted move-
ment for work or entertainment, or walks taken for leisure, which
occur less and less in our hasty times. Mobility has to do with sacred
processions, the symbolic sacralization of space, the transformation
of profane space into sacred space, as well as vice versa. Mobility en-
ables interspecies communication between different species inhab-
iting urban spaces. Mobility also plays a role in the music making of
street musicians, as well as public transport. Music is also often an
important component of city and intercity public transportation. On
the other hand, the static nature of street art in certain neighborhoods
represents their special flair and the way of life in them, while ideas
about city life can be garnered from children’s artwork. Mobility also
plays a part in urban ghost stories that found their way onto social
networks.

The first paper in the thematic issue is Ursula-Helen Kassaveti’s pa-
per entitled “Visual Folklore in 1960s Greek Popular Cinema: Athens
at the Threshold of Tradition and Modernity” in which a description of
post-war Greece in Greek films is given from the perspective of humanis-
tic studies. Beyond the stereotypical representation and standardization
of the characters, the article highlights the physiognomy of Greek society,
especially the urban center, to which many rural residents flocked. These
immigrants preserved many of their customs, which were adapted to the
needs of the urban space, while at the same time accepting new customs
that were formed in the new conditions. The article succeeds in showing,
in a systematic and convincing way, that Greek films as artistic products
capture this bi-genius character of the city.

In his paper “Urban Landscape Transformation.” Religious Places
that also Function as Secular Squares: an Ethnographic Example from
Greek Urban Space,” Georgios Kouzas deals with different functions of
the yards of orthodox churches in urban Greece through a case study of
the churchyard of the Church of Saint Anthony, in the Athens munici-
pality of Peristeri. The author focuses on the multilayered functions of
these spaces by pointing out that, aside from their religious use, these
spaces function as parks and squares, especially in cities, where there’s
little space and little public green space. A consequence of this is that

[ 14
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churchyards are often used as parks and multipurpose spaces for dif-
ferent social, cultural and recreational activities. Aside from the insight
into the multifunctionality of this, previously, sacred space, the author
researched how people who visit this space relate to it, and their feel-
ings about the metamorphosis the space goes through at different times
of day.

On the other hand, in his paper “New Manifestations and Meanings
of Orthodox Lity — Preservation of Identity and Sacralization of Space
and Time in the Belgrade’s (and Broader Serbian) Context” Ivica Todor-
ovi¢ deals with an opposite process - the sacralization of urban space
through the analysis of Orthodox lity and the symbolism of different
orienting spots in public spaces. Through a multidisciplinary approach,
the author sheds light on different structural and semantic aspects and
possibilities of Orthodox lities, both in Belgrade, and in a wider sense, by
calling on his previous research of similar topics that was conducted in a
much wider area in the previous decades.

Among other things, in his paper “Pedestrians and Pedestrian Streets
in Belgrade: An Anthropological Take on Space, Mobility, and Hospitality
Industry in the City Center” Srdan Radovi¢ deals with issues of mobility
in urban settings, by pointing out the transformation of the Belgrade city
center over the last decades (through the closure of streets for car traffic)
and the establishment of pedestrian zones. Namely, over the last twenty
years or so, a larger degree of commercialization of public space in the
urban center has been occurring, through the opening of a large number
of cafés and restaurants in the open. This paper deals with the issues of
priority in the usage of public space, mobility of pedestrians and hospi-
tality culture.

Sonja Zakula’s work titled “The City as Multispecies Space: Dog
Walking in Downtown Belgrade During the COVID-19 Lockdown” also
deals with issues of mobility in the city center in an original way. In this
work, Zakula examines the use of space in the city center, specifically
in the Dorc¢ol area, as a multispecies space during the measures that
included restrictions on movement due to the COVID-19 pandemic. The
study adopts a perspective from the field of human-animal studies, an
increasingly relevant field in social and humanistic disciplines over
the last few decades. The author uses multispecies autoethnography
during her research, actively involving herself with her dogs, which
reveals different experiences that the city offers when explored, expe-
rienced, and navigated in the company of dogs. This study has not only
phenomenological implications but also crucial socio-political implica-
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tions. It highlights the development of a city that is becoming less ac-
commodating to the needs of all beings, both human and non-human,
that inhabit it.

In John Plemmenos’ paper titled “Committed Travelers, Reluctant
Listeners: Playing Music and Displaying Authority on Public Transport
in Modern-Day Greece,” the focus is on the use of music, particularly
contemporary laiko music - a bouzouki nightclub sub-genre of Greek
popular music—by the drivers in modern Greek public transport, espe-
cially in intercity buses. The author utilized an autoethnographic meth-
od of participant observation during travel, as he has been a regular
passenger for several years. The paper approaches the phenomenon of
passengers' inappropriate treatment as an excessive exercise of the driv-
er's authority, and the use of music is placed in the broader context of
musical entertainment in contemporary Greek everyday life. This paper
represents one of the first (if not the only) of its kind in the Greek aca-
demic bibliography.

Nina Aksi¢ delves into the subject of music in an urban context in her
work titled “The Musical Identity of the Roma People on the Streets of
Belgrade.” The paper is based on the author's field research and insights
gained from existing materials available on various internet platforms.
Although the Roma musical practices in Belgrade are diverse, they pos-
sess characteristics that give them a unique identity. The paper thor-
oughly presents and analyzes various elements of Roma musical practic-
es in Belgrade, such as performance styles, types of performing groups,
the selection and condition of instruments used in the music, the choice
of musical repertoire, the selection of public spaces where the music is
performed, and more. Through a detailed examination of these different
segments of Roma street music practices in Belgrade, the author pro-
vides an overview of its entirety.

In their work “‘On the Streets of Diversity. Urban Space as a Birth-
place of Free Expression and Artistic Creation: the Case of Nikolas Asi-
mos in the Exarchia Area of Athens,” authors Emmanuel Kyriazakos
and George Katsadoros explore the interrelationship between artistic
creation, social environment, and the connections artists have with
their surroundings, using the case study of Nikolas Asimos. Even three
and a half decades after his death, Asimos remains a symbol of Ex-
archia, a neighborhood in the center of Athens often associated with
intense anti-authoritarian activities, where he lived and created much
of his work between 1976 and 1988. The authors argue that the urban
space of Exarchia significantly contributed to the development of Asi-
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mos’ creativity, providing suitable conditions for the free expression of
his works and ideas.

Bojana Bogdanovi¢, in her paper “Symbolic Functions of the Urban
Belgrade Landscape Components - Children's Perspective,” examines the
urban landscape of Belgrade as a system of signs and symbols. The paper
is methodologically based on the results of two field studies conducted by
the author involving 70 children aged 7 to 14, who were students at an
elementary school in Novi Beograd. The paper discusses the functional
aspects of certain components of the city's landscape to which children
have attributed the status of symbols. Bogdanovi¢'s research contributes
to the intersection of two subdisciplines — urban studies and the anthro-
pology of children/childhood.

In the work “Ghosts in the Streets of Athens: Ghostlore and Social
Media” by Afroditi-Lydia Nounanaki and Rea Kakampoura, the connec-
tion between specific houses and other buildings in Athens and ghost
stories is explored in the context of social media. Ghostlore is a subgenre
of folklore that focuses on ghost stories found in both pre-industrial and
contemporary contexts. Through an analysis of online content uploaded
by groups describing their practices as “paranormal” or “occult investiga-
tions,” the authors point out the connection between ghostlore and public
spaces, mainly in Athens. The paper also considers the comments left by
internet users who follow these “investigations,” leading to the formation
of new online groups sharing a common interest in ghost-related mat-
ters in the offline world.

Mobility “transforms” the urban space, transforms our here and now.
It's all about a constant transformation based on the disconnection of
time and space from the “eternal” chiaroscuro that sun casts onto the
urban monuments, the old neighborhoods of the towns and the stone
paved streets of the historic centers, and consequently the interconnec-
tion - intermingling of old and new parts of the city with super networks
that form future (urban) life.

Super networks like, for example, powerful telecommunication sys-
tems, a complex network of public-private, automatic transfer, the end-
less flow of tourists - short term inhabitants), all these are transforming
the urban space by attributing many aspects to it, inasmuch as someone
can see or scroll in everyday basis on a cell phone.

Throughout mobility we find an immense number of micro-worlds:
the new coming form of society or just of communication between peo-
ple, people that more and more identify themselves as identities living
on a planet that has undertaken a treacherous process of (re)union.
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We venture to say that together all these articles inside this volume
tend to grasp a fragmented look of a “Brave New World” that everyday
occur in front of our eyes. This “fragmented-overall look” once is grasped
can be the new interdisciplinary approach in Anthropology.

MpumsbeHo / Received: 08. 05. 2023.
MpuxaaheHo / Accepted: 14. 09. 2023.
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Visual Folklore in 1960s Greek Popular
Cinema: Athens at the Threshold
of Tradition and Modernity

Despite its slow and ambivalent transformation, particularly after WWII, Greek
society strived to present a novel and relatively modern face during the 1960s.
While tradition in all its facets had been a long-lasting staple, even affecting
critical aspects of everyday life, modernity began to take steps and seek chang-
es: peasants left the countryside to explore new opportunities in the urban
centers, immigration rose, education emerged as a means to escape poverty,
while technology penetrated the Greek household slowly. Such urban shifts
have been particularly documented in the popular Greek films of the 1960s,
providing a rich framework to explore the notions of tradition and modernity
in visual folklore. By employing a qualitative approach, this article focuses
on how Greek popular film reflects the critical tensions surrounding everyday
urban life by examining customs, rituals, identities, and material culture as
represented in particular film case studies. It will argue that the popular Greek
film of the 1960s documents glimpses of tradition still surviving in the city and
presents to the Greek audience ways of handling, preserving, or even rejecting
tradition, while flirting with modernity.

Key words: visual folklore, Greek popular cinema, melodrama, comedy, visual
representation
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Busyennu $Gpoaknop y rpukom
nonyrapHom ¢puamy 1960-ux: ATuHa
Ha npary Tpaguumje U MOAEepHOCTH

YIIpKoOC CB0jOj CIIOPOj U aMOUBaJIEHTHO] TpaHChOPMallujy, HAPOUUTO HaKOH
JIpyror CBeTCKOr paTa, TPUKO OPYIITBO Ce TPYyAW/IO Aa MHpUKaKe HOBO U
peslaTUBHO MOZIEPHO JIUlle CBeTy TOKOM 1960-ux. Maxko je Tpanuiivja, y CBUM
CBOjUM acleKkThMa, 6uia AyroTpajaH ¥ He3aoOWJasaH Aeo, M Yak yTUulajaa
Ha K/by4YHEe aclleKTe CBaKOJHEBHOT KMBOTA, MOJEPHOCT je mouesa [a MpaBu
KOpaKe U TpaXkyl IIPOMEHE: CeJballd Cy HaMyIITaJW pypaiHE KpajeBe KaKo
6U Tpa>kWJIM HOBe MpUJIMKe y ypbaHUM LIEHTPUMa, UMUTpalyja je mopacnia,
obpasoBame ce MpoUIHCAJI0 Kao HauWH O6eKCTBa OJ CHUPOMAIITBA, [IOK je
TeXHOJIOTHUja MoJaKo yJjasuia y rpuka gfoMmahuHctBa. OBe ypbaHe IpOMeHe
cy 1noce6HO AJOKYMEHTOBaHEe y IIOIyJIapHUM TI'PUKHUM (UIMoBHUMa U3 1960-
UX, LITO je CTBOPWJIO 60raT OKBUD 32 UCTPaKMBake MpeacTaBa O TPALULUjHU
U MOIEPHOCTH y BU3yeslHOM donkiaopy. Kopucrtehu ce KBaJUTaTUBHUM
MIPUCTYIIOM, OBaj WiaHaK ce (hoKycHpa Ha TO KaKO IPUKU IOMyJapHU HUIM
pediekTyje KJbydyHE TeH3Hje KOje OKPY>KYjy CBAaKOAHEBHHU TPaJICKU >XHUBOT
TaKko LITO UCHUTYyje obuuaje, pyUTyase, UIEHTUTETE U MaTepUjaJHy KyJITypy
OHAKO KaKo Cy IpeAcTaB/beHU y GUIMOBHUMA KOjH CYy y paAy y3eTH Kao rpaba
3a CTyauje ciiydaja. ¥ wilaHKy he 6UTH M3HETa TBpAHa [la MOIMyJapHHU I'PUKH
dunm u3 1960-ux NOKyMeHTyje HHCTaHIle TpaJHulirje Koja U [asbe OICTaje y
rpafy Te ia TPUKoj MyOo/IuLY HyOqu HauWHe J1a KOPUCTH, OUyBa MJIM Yak ogbaiu
TpaauIHjy, 00K depTyje ca MoaepHouIhy.

K/eyuHe peuu: BU3yeJSIHHU (OJIKJIIOp, IPUKH TOMYyJIapHH (UM, MeJofApaMa,
KOMe[IHja, BU3yejIHa pelipeseHTallHja

1. INTRODUCTION

Audiovisual media’s necessity and capacity to document and encapsulate
sociocultural practices and their meanings have become vital in
contemporary research in various disciplines. Amongst them, folklore
has benefited broadly from employing photography or video to provide
empirical proof of how tradition transforms, survives, or revives. In the
growing field of visual folklore, i.e., visual documentation, representation,
and interpretative analysis of folkloric phenomena, audiovisual renderings
of tradition seems to promote our perception and knowledge of our culture.
To this end, mass media also play an instrumental role in disseminating
and producing folkloric discourses. In the early 1990s, Dégh observed
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that “we are eyewitnesses to a new era in which folklore gains power and
prestige as an authoritative voice [...] The task of the folklorists is to read
these meanings of folklore, and this task makes folkloristics an important
interdisciplinary science, now more than ever before” (Dégh 1994, 2).

Still, in the late 1970s, “a few folklorists are interested in non-
ethnographic film as it relates to traditional narrative” (Danielson
1979, 209); earlier theorizing on visual folklore has tended to focus on
folk representations in television, advertising, and the press, revealing
folklorists’ investment in other mass media than cinema. In providing a
decisive kaleidoscopic overview of this shift, Mikel J. Koven observed that
folklore scholarship had always had a keen interest in cinema. However,
this exploration has always been somehow restricted to particular research
areas, like Mdrchen (Fairy Tales), myths, and legends, and identifying
specific tale types or motifs (Koven 2003, 190). At the same time, fan
ethnographies, emerging from the interplay between folklore and cultural
studies, carved out an area for further research.

While sparking interestin cinema has been slow, it has gained particular
currency in highlighting how film fiction can provide an exciting and
alternative starting point for examining folklore. Towards this direction,
concepts such as “folkloric film” (Sherman 1988) and “filmic folklore”
(Zhang 2005) are crucial to our thinking of tradition as a vehicle for a
more elaborate approach to its visual aspects, may it be documentation or
representational strategies. Moreover, Sherman & Koven’s edited volume
Folklore/cinema. Popular Film as Vernacular Culture (2007) makes a
systematic and concerted effort to bring fiction film'’s folkloric aspects to
the forefront. This wonderful exchange between both fields is critical as:

“It provides an awareness not only of popular cinema’s indebtedness to
traditional forms of human expressive behavior (beliefs, ballads, stories,
and other traditional communication) but also of the ways folklore
changes because of its mass-mediated variants and dissemination in
a variety of situations and cultural contexts in addition to cinema.”
(Sherman & Koven 2007, 7).

Contributing to this interesting dialogue, this article will focus on
how the popular Greek film of the 1960s can become an essential source
of visual folklore. In the light of Greek urban folklore, it examines how
different film genres (comedy, melodrama, film musical) represent and
comment upon the visual and aesthetic aspects of subjectivities, the place,
and tradition in Athens. By employing a qualitative approach, it will argue
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that the 1960s Greek popular cinema renders or reconstructs folklore still
surviving in the city and presents to the Greek audience ways of handling,
preserving, or even rejecting tradition to give space to modernity.

2. FITTING FOLKLORE INTO THE BIG SCREEN:
EARLY CONSIDERATIONS ON FILM
AS A DOCUMENTATION MEDIUM

A consideration of visual folklore in a localized background could provide
fruitful insight into the interaction between folklife and aspects of the visual
in Greece. Therefore, we will explore it briefly. In the early 1960s, conscious
attempts were made at documenting Greek folklore culture. For instance,
prominent folklore professor and director of the Academy of Athens’ Folk
Archive Georgios K. Spyridakis had pinpointed the pertinence of visual
documentation in folkloric research: illustrating an object or rendering
a performance audiovisually should be inseparable from ethnographic
fieldwork (Spyridakis 1962). For Spyridakis, the development of film as
a tool of folkloric insight had been one of the significant milestones for
documenting tradition (Spyridakis 1964). His cooperation with folklore
researcher Georgios N. Aikaterinidis proved more than substantial.
Throughout his course, he managed to visually render tens of audiovisual
themes and salvage folkloric expressions bound to die from the increasing
influence of capitalism, social mobility, and overseas immigration
(Aikaterinidis 2009). Admittedly, Aikaterinidis’s folklore photographs and
films had been, in several aspects, valuable ethnographic material, as he
had been the first to implement an alternate method (now widely adopted)
to support folklore research with audiovisual evidence.

Nevertheless, he who advanced the idea that visual renderings
could provide an additional information area is urban folklorist
Dimitrios S. Loukatos. In his seminal book Folklorica Contemporanea
(1963), he emphasizes the role played by the photographic offices as
“the first museums of local private life” in the provinces, as well as the
photographers’ assumption of the debt of ethnographic research (Loukatos
2003, 39). He refers to ‘moving’ and ‘popular’ subjects, appreciating that
the film lens will assist in the preservation of ‘rural memory, as it will
attempt to document the new social conditions of internal migration and
asymmetrical urbanization that affected the Greek cities in the 1960s.
After all, what Loukatos calls ‘urban folk life’ and needs to be preserved
is something very much alive for the era of Modern folklore since, as he
argues, “there are people in the neighborhoods, just as there is a popular
subconscious in the people of the (urban) centers.” (Loukatos 2003, 15)
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Besides, film has a unique gravity and urgency in Folklorica
Contemporanea: In the book’s annex, Loukatos, understanding the
importance of audiovisual recording, not only urges the municipalities
of ‘big cities’ to establish archives of folklore cinema (Loukatos 2003,
136) but suggests to the filmmakers - who, together with journalists and
photojournalists, constitute the ‘valuable collaborators of contemporary
folklore research’ (Loukatos 2003, 5) - of his time a series of thirty-one
subjects to be filmed, which concern the urban folk culture (Loukatos 2003,
138-139). Some of these themes are the following: New Year’s Eve traffic
in the capital or other cities (toy market, food market, caroling, buses,
etc.), the Epiphany (the diving of the cross) on the shores of the Saronic
Gulf (Piraeus), Lotteries (lottery tickets, agencies, symbolism, psychology
of the buyers), Periptera (kiosks) as a characteristic feature of city life
(their external exhibits, depending on the days and festivals), carnival in
the neighborhoods (carnival games, carnival animals, etc.). Overall, the
thirty-one examples listed by Dimitrios S. Loukatos constitute an ideal film
subject, primarily when the transfer of rural and popular culture elements
to the urban center is consolidated. This filming bears the character of a
cultural document and a testimony to a rapidly changing society.

Loukatos’ contribution to strengthening contemporary folklore
research with moving images has been unanimously critical, but
it is noteworthy that cinema has been explicitly neglected with a few
exceptions. For instance, Meraklis attributes Greek films’ popularity to
their innate relation to folklore, and, for him, Greek cinema could be
held as folk art. Its generic standardization, typecasts, and thematics had
always been widely favored by the different Greek audiences - particularly
those consisting of internal immigrants and workers. Yet, any attempt at
analyzing popular film within the context of folklore has been insightful,
but relatively scarce (Lydaki 2012; Kaplanoglou 2009; Papazachariou
1980). This raises a fundamental issue in investigating how folklore
is rendered in fiction films and, conversely, and popular cinema takes
advantage of crystallized iconographic conventions to illustrate facets of
folklore. A proper study of this area must presumably belong in the domain
of film or cultural studies, but, until today, popular Greek film has been
treated as an ideological medium (see Delveroudi 2004; Athanassatou
2001; Sotiropoulou 1989) or scholars have highlighted its generic and
aesthetic traits (Kassaveti 2017), attributed to popular arts. Still, in her
monograph The Greek Film Musical. A Critical and Cultural History (2006),
film scholar Lydia Papadimitriou scrutinized the significance of tourism
and folklore in shaping the visual premises of the Greek film musical.

| 23 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

They are both subscribed to an imaginary fairytale setting, which is, in
turn, instrumental after the Colonels’ coup-detat of 1967. Karalis (2012)
also places importance in popular films, particularly in how the genres
contribute to a wider cultural dialogue. Despite being mass-produced,
genres, such as comedy, maintained an “ethographic” function, as they
documented “a society in transition from the customs of a rural mentality
to the structures of an urban and capitalist organization of time and space”
(Karalis 2012, 129).

3. GREEK POPULAR CINEMA IN THE CONTEXT OF URBAN
FOLKLORE: PUTTING FORWARD A HYPOTHESIS

As the overview shows, only a few acknowledge the importance of
representing folklore in popular Greek cinema. While film analysis has
been developed in different ways appropriate to distinct backgrounds, one
of the exciting aspects to emerge from studying popular film is the role of
realism in the construction of representation on screen and the latter’s
role in showcasing folkloric elements still active in Greek society. These
findings could be perceived as audiovisual testimonies (mainly if they are
shot on location) that showcase the persistence of tradition or comment on
the country’s gradual cultural transformation. Lest we forget that although
the documentary “was a film genre that employed all possible sources:
photographs, personal testimonies, current events, interviews, archives,
etc”, popular Greek cinema

“documents tastes and highlights aesthetics related to architecture,
clothing, decoration, food, and entertainment. All this is a unique
wealth if we consider the speed with which changes occur in our time.
Athens in the 1950s and Athens in the 1970s and today are so different
that the images of the respective films are now a valuable source of
information...” (Sotiropoulou 1998, 152).

In this light, this article aspires to re-engage a discussion of visual
folklore in popular Greek films, in particular those that have been
ascribed as “Old Greek Cinema,” i.e., the popular Greek movies of
different genres produced between the 1950s-1970s by Greek production
companies, such as Finos Films. The conceptual framework in which we
are brought to think about folklore in cinema will draw upon different
theoretical starting points: Greek folklore (and, importantly, urban
folklore), visual folklore, cultural studies, and Greek film history. With
reference to the field of urban folklore (Varvounis & Kouzas 2020, 301-
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379; Avdikos 1994), popular Greek films will be analyzed on a threefold
axis of thematics: social construction (mainly, identities living in the
city), mores and customs (e.g., rituals), and material culture. The article
will deploy a qualitative standpoint and address issues located in the
thematics proposed by Kouzas and Varvounis. A sample, which spans
several genres (comedy, melodrama, musical), of three films has been
determined, as a quantitative analysis, despite its discrete insight (i.e.,
frequencies of rituals, cultural identities, etc.), may efface valuable
audiovisual cultural data. In that sense, the article will scrutinize the
filmic sample and explore different urban folklore perspectives without
the crucial ramifications imposed by a qualitative approach. Finally, it
will seek to explore various instances of folklore (real or staged) and
propose explanatory readings of the films on the contraposition of pre-
modernity and modernity in Athens.

4. LIVING AND BREATHING IN THE BIG CITY: SOCIAL
CONSTRUCTION, MORES AND CUSTOMS, AND MATERIAL
CULTURE IN 1960S GREEK POPULAR FILM

O Tyherakias / The Lucky One (Errikos Thalassinos, 1968)

This section aims to give a couple of filmic examples based on generic
diversity and spanning throughout the 1960s decade. Comedy films have
been a staple of the Greek film industry since its first steps, following
its popularity from the theater. Its generic diversity, ranging from farce
to rom-coms, and its capacity to transcribe contemporary social shifts
have been two of its most significant merits. The Greek comedy of the
1960s provides an interesting frame of folkloric visual analysis regarding
typecast living in the city or an iconographic index of valuable records in
the urban space. It reveals investment in certain standard characters, while
particular importance should be attached to comedies shot on location
and not in constructed/reconstructed spaces (e.g., indoor sites). Peasants
from small villages all around Greece that immigrate to urban centers,
i.e., Athens, are one of the most recurring film characters in Greek comedy
of the 1960s. As already demonstrated, this typecast is not new to the
Greek spectators, as it exemplifies one of the most striking transformations
the Greek society underwent: internal immigration and urbanization.
Moreover, along similar lines, Greek theatrical comedy and revues often
deployed such characters. Even today, actor Costas Hadjichristos has
been closely linked to the peasant typecast in most popular comedies,
which focus on the character of ,Vlachos”, which should not be associated
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with the ethnocultural group of Vlachs rather than how peasants were
often disparagingly perceived by the urban inhabitants. Hadjichristos
impersonated Thymios (or Dimos, among others), a villager leaving his
native city to find better luck in Athens. As Greek urban folklore focuses
on identities living in Athens, one wonderful instance of analysis is the
film O Tyherakias / The Lucky One (Errikos Thalassinos, 1968). Thymios
is a street vendor at the train station of Lianokladi (a small village near
Lamia). He sells souvlaki (a traditional Greek street food consisting of
small pork meat cubes on a skewer accompanied by fresh bread) to the
bypassing trains. When he is fired from his job, he always talks back to
other customers, resulting in fighting with them. As he cannot stand his
boss, he leaves his village and his beloved fiancée Anthoula (Elsa Rizou)
and heads towards Athens, where he plans to hit the big time. He finds
work at a souvlaki restaurant, where he rengages in trouble until he
meets a pair of swindlers, Stavros and Suzanna (Nikos Rizos & Miranda
Zafeiropoulou), who want to pick his pockets. When he wins the lottery,
he is systematically ripped off by the crooks that encourage him to spend
more money on useless luxuries by luring him into the high life: they teach
him to dress well and eat correctly. In the meantime, Thymios also has
Karate classes. Everyone in the village is concerned with him, Anthoula
mostly. When Thymios realizes his “friends’” dirty tricks, he returns to his
hometown and donates his money to the local community.

Nevertheless, how did Hadjichristos render the villager character
visually? With prior theatrical experience (Georgiopoulos 1991, 122-124),
and other comedy films!, the villager is represented as someone who
still dressed up traditionally: he wears the “poukamisa” pleated shirt and
“tsarouchia” shoes, which peasants had worn in mountainous areas in
Greece. He appears to be illiterate, reading popular female magazines,
like “Romantso” upside down, and he wants to go to Athens to win the
lottery (PRO-PO) and become an aristocrat. The film’s opening titles play
on scenes shot in the Omonoia Square (a central Athenian square where
all internal immigrants used to meet) and Syntagma Square, where
Thymios wanders with a small suitcase, being stunned at the people
and the traffic. Such a visual convention is recurring in various films of
Hadjichristos.

1 O Thymios ta’kane Thalassa / Thymios messed it up (Allekos Sakellarios, 1959), O
Thymios ta’hei 400 / Thymios, Sharp as a Tack (Giorgos Tsaoulis, 1960), Tis Kakomoiras
/ World Gone Mad (Ntinos Katsouridis, 1963), Siko, Horepse Syrtaki / Get Up, and Dance
the Syrtaki (Kostas Strantzalis, 1967), among them.
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Before arriving at Stamatis (Nikos Fermas)’s souvlaki restaurant, he
mistakes a man with long hair for a woman; he gets imprisoned because of
the fuss he made at an expensive hotel. Besides, due to the smell of delicious
souvlakia all over the place, he exclaims that “he did not arrive in Athens,
but in Levadia” Thymios begins working at Stamatis’s place but cannot get
rid of his harsh manners and village pronunciation. Despite wanting to
attract customers by “europeanizing” the traditional dish, his boss is almost
adamant that he advertises its traditional taste; Thymios's appearance works
instrumentally for the tourists. The swindlers’ attempts at modernizing
him seem pointless. Whatever he does, he places tiny hints of traditional
spirit, e.g. when performing modern dances, Thymios chooses figures from
traditional folk dance routines while he can not abandon his tsarouchia. The
peasant typecast certainly represents the spectators’ strong identification
with the internal immigration and social escalation in Athens and other
urban centers. An illiterate, harsh, and sharp-witted villager always produces
laughter, but he is laughed at when spectators identify with him.

Images 1-3. Kostas Hadjichristos is a villager that tries to conquer the big city; therefore, he
should be at Omonoia Square, where people from different Greek places meet. Additionally,
it is where traditional fast food (souvlaki) is sold. Notwithstanding his attempts at becoming
an Athenian, he still wears his new clothing with traditional shoes (tsarouhia). Courtesy of
Karagiannis-Karatzopoulos Film Company.

Furthermore, what is visually stimulating in this film is how particular
site locations are documented: many souvlaki restaurants and their
customers are spread in downtown Athens, and Stamatis’s is one of them.

| 27 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

The comedy chronicles these places, which are part of the urban folk
experience, and night venues with bouzouki and karate dojos (which are
very modern for even Athenians). Ultimately, Thymios’s descent to Athens
may resemble any other villager’s permanent visit to any urban center.
Perhaps his image may be so extravagantly incompatible with city people
to make spectators laugh. However, gradually it developed to become
implicit in those who did not stand a decent chance in the countryside
and left it for a better future in the city, as many internal immigrants did
(Varvounis & Kouzas 2019, 301).

Dyskoloi Dromoi / Difficult Roads (Nestoras Matsas, 1965)

Along with comedy, the Greek melodrama film emerged during the 1960s
as a popular genre that reflected social injustice, resulting in a temporary
reconciliation between classes; love conquers all and relieves all pain
from the pure hearts of the poor and the rich. Greek melodramas usually
center around intra-class romance and their complications, usually with
a happy end. Quite conservative at their core, they exemplify the role
of fate and fundamental values conquering the characters’ lives, such
as integrity and hard work. Very often, they follow the trajectories of a
fairytale as they culminate in the characters’ dream accomplishments.
Melodramatic films’ popular style is also implied by their extensive use
of popular songs, whose lyrics serve as a parallel film commentary, and
sometimes by cinematography (reminding popular magazines with photo
stories) (Kassaveti 2017, 83-93). Additionally, as they were mass-produced,
melodramas took advantage of the poor neighborhoods and authentic
locations in Athens to demonstrate their plausibility. Dyskoloi Dromoi /
Difficult Roads (Nestoras Matsas, 1965) is one of them. Matsas, an amateur
folklorist, a director of folklore documentaries (Kassaveti 2022), and an
author, had already processed parts of the story in his older fiction book
Kleistoi Dromoi / Closed Roads (1963). The film focuses on Dimitris (Lefteris
Vournas), a former student who lives in Perama and abandons his studies
to work at a factory. His father (Lavrentis Dianellos), a one-time shadow
theatre player, is very sick and dreams of playing with his figures at a
new shadow show again. Dimitris loves Maria (Katerina Vassilakou), but
she has to marry Andrikos (Thanassis Mylonas), a popular singer and
musician. Dimitris is devastated and wants to immigrate to Australia to find
a job, but he does not know he is destined to become a coal mine worker.

When the fraud is revealed, he confronts those who want to exploit
him, decides not to leave Athens, and reunites with Maria. Filmed in
coastal Perama, the far western part of Athens, Dyskoloi Dromoi revolves
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around the loves and disappointments of the underdogs living on the
outskirts of what is called “the modern capital”” Minor Asia refugees settled
in Perama, on its rocky mountain sides, and they were connected to Piraus
via a small tramline, active until 1977.

Images 4-7. Dyskoloi Dromoi serves as a visual documentation of “a city within a city”:
the settlement where Asia Minor refugees live is portrayed vividly. It is also full

of Greek folk art elements, such as the music organ or the shadowplay theatre. Images
Courtesy of Marvik Film (Athens - Patras).

Small Greek popular music venues and tavernas opened there, echoing
the music tradition of the Greek refugees. Despite its somewhat schematic
screenplay, written by Matsas, the film renders and reconstructs themes
that reveal a folkloric visual view of the city. The filming takes place in one
neighborhood of the refugee settlement in Perama, providing valid visual
documentation. The small houses with tiny yards, made by whatever was
handy at that time, and the stone steps, painted in white to resemble
an island, provide an excellent backdrop for the film's characters. One is
Stratos (Vassilis Avlonitis), a former musician who became a barrel organ
player. Children surround him while he tunes his organ, decorated with
a photo of a beautiful woman. Dimitris’s father plays his final shadow
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show at a small open theater in the neighborhood (actually played by old
shadow theater player Panagiotis Michopoulos) with high attendance.

Also interesting are indoor locations, which, despite their recurring
formal traits, give a small clue about places, like entertainment venues
(taverna with live bouzouki music, and tiny, poor houses, such as those of
Dimitris or Miltos (Angelos Antonopoulos). Hand-woven textiles on the walls,
an iron cast bed, and kitschy traditional paintings decorate a three-member
family’s tiny bedroom, kitchen, and living room. This image starkly contrasts
the rich man’s interiors, purposely aiming at highlighting the extreme end-
points of Greek society. Despite their ordinary nature, it is essential that
Matsas deploys standard visual conventions to talk about the lives in the
outskirts of Athens - not the usual small working-class neighborhood near
the capital’s center. In addition, the filmmaker offers persisting documents
of an era long ago, where urban folklore with music and cultural and social
practices was still alive. One can hold Dyskoloi Dromoi as a semi-fictional,
semi-factual document that echoes the social construction and organization
in the urban plain (Varvounis & Kouzas 2019, 301-302).

Oi Thalassies oi Handres /The Blue Beads from Greece (Giannis Dalianidis, 1967))

The Greek film musical has always been considered an essential aspect of
popular film. As already wonderfully pinpointed by Papadimitriou, “musical
is, by definition, an escapist genre,” and it “does not address political or social
issues in any direct way” (Papadimitriou 2006, 7). However, the radical
changes in Greek society underwent, i.e., modernization and consumerism,
influenced the plot repertoire of the genre. Explicitly, in the second half of the
1960s, there had been a conscious turn in constructing “national” musicals,
which exemplified working-class ethics, Greek popular dance, and music
and gave hope that class barriers could be easily shifted (Papadimitriou
2006, 7). The Greek film musical is a rich field for examples of different forms
of tradition in the urban plane and how they reflect social tensions and
distinct perceptions of modernity. Before moving on to discuss these issues,
it is important to stretch that even though the majority of Greek musicals
were shot in a studio, the latter is reconstructed according to plausible and
shorthand visual conventions already met in other genres. The only difference
one could locate lies in the interchange between imaginary dance and realist
sequences and the accumulation of commonplace symbolic imagery (i.e.,
the small poor courtyard where the working class resides). Oi Thalassies
oi Handres (Giannis Dalianidis, 1967) is one of the most famous Greek
musicals, and it revolves around the intraclass love story between popular
musician Fotis (Faidon Georgitsis) and wealthy pop group leader Mary (Zoe
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Laskari) in the old neighborhood of Plaka, just under the Acropolis. The plot
involves other characters, such as friends and family members. At the same
time, there is a subplot with a rich American businessman who wants to
buy an old music hall with live bouzouki music. Despite the difficulties, the
couple manages to get together. Yet, Fotis must reject his working-class (and
more traditional) attitude: he had to save his mustache for the love of Mary,
which, among his friends, is considered a great disgrace.

The film has a specific and privileged potential to comment upon how
tradition has already receded in the cities and how some elements seem
to survive and imply particular cultural meanings. The plot’s setting is
located in Plaka, a traditional neighborhood, which until today is a tourist
destination, and not unreasonably. Since the 1960s, Greek folklore has been
commercialized and transformed into a mass-produced commodity. At the
film's beginning, Fanis’s friends sell small souvenirs to tourists, i.e., woven
betel bags with folklore decoration, miniature “tsolia” dolls (“tsolia” refers to

Images 8-13. Oi Thalassies oi Handres purposefully offers imaginary folklore images of a
traditional Athenian community with class characteristics, posing questions on modernity.
Folklorism has become a norm in the Plaka district, where images of Greece are sold as
souvenirs. Still, it reflects the survival of some traditional elements (i.e. folk dance, witchcraft,
street life, and culture), which starkly contrast modern (at least superficially) trends - it is a
visual juxtaposition that also involves Fotis and Mary. Courtesy of Finos Film.

| 31|



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

the Evzones light infantry unit that served the Greek War of Independence
against the Turks and wore a characteristic uniform with a pleated skirt)
or big “komboloia” (worry beads), which are embedded in Greek folk and
popular culture. Many folk implications can be located on the streets of
Plaka, where Bouzouki venues prevail. Some are named after traditional
artifacts, such as “To kompologaki” (small kompoloi). The street is where
street vendors of “koulouri” (traditional small sesame bread rings) sell their
products; the old barber shaves his customers, small “psilika” shops (corner
stores), and barrel organ players play their laterna in the mornings. Most of
the blue-collar residents live in simple folk houses decorated in excessively
kitschy styles with framed popular flower patterns or ornamental doilies.

In the meantime, Fotis’s sister Mary (Martha Karagianni) has fallen
in love with Kostas (Kostas Voutsas), but he plays hard to get with her.
She resorts to gypsy fortune telling and popular witchcraft and tries to
secure a pair of his hair to mix it with other extraordinary ingredients. Of
course, the film draws attention to the big contradiction and gaps between
tradition and modernity, as illustrated by the careless Mary, a rich girl
who plays in a pop band. Her parents believe this is one of her crazies.
Modern music is contrasted with the popular folk music of bouzouki and
all its connotations: Fanis is culturally benighted and dresses up in a
more conservative, old-fashioned way - plus he has a mustache. When
he decided to cut it, Mary ridiculed him; it was the one who commented
upon his style and manners. When the two lovers finally manage to get
together, there is another obstacle to overcome: Mary’s upper-middle-class
wealthy parents. Still, Fanis and his friends’ fears are unsupported. Other
banquet attendants start doing the same when they eat with their hands
instead of forks, as they remember “how they ate back at their village.”

Oi Thalassies oi Handres offers a view of Greek society under
transformation and on the verge of folklorismus, i.e. the renegotiated and
staged representation of tradition (Meraklis 2004, 109-125). It captures
some stereotypical behavior and visual imagery linked to premodernity,
the working class (some of them are internal immigrants), and the
reaction toward the advent of modernity. It provides as well significant
comments on the penetration of different (i.e. foreign, or modern) cultural
patterns (Varvounis & Kouzas 2019, 307), folk culture and its practices
still surviving in the Athenian suburbs, rendered in an extravagant style
(as musical films tended to represent an overall excess from other film
genres). The spectators, having the foreknowledge of the detailed visual
imagery, identify themselves with characters and situations that constitute
their folk sensibility. The latter was about to change soon.
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5. BEING ‘IN BETWEEN’: GREEK POPULAR
FILM EMBRACING / REJECTING MODERNITY?

The study of visual folklore in Greek film is critical in understanding how
folklore finds its place in fiction films and reflects tensions and shifts in
society and culture. Visual imagery’s centrality to popular film indicates
verisimilitude with a world that the spectators already know: film
iconography operates as an instrument of constructing a plausible parallel
universe that contains all aspects of tradition and modernity. According to
E. Papazachariou, popular cinema in Greece has operated on two different
levels: as “mysterious, apocalyptic initiation of a hypothetical superior
culture” oriented and assimilated as it was by the spectators, or served as “a
dialectical antithesis” between the local social forces and values, pointing
at particular moral issues for the collective (Papazachariou 1980, 287).
The latter would process such questions about the mores, and the tropes
(both socially, and culturally) and think about itself and the community.

Greek popular film is a rich field of visual examples that show how
tradition in the city is perceived, constructed, or manipulated. It offers
simplistic but alternative ethnographic knowledge on folklore that could
further be deployed in an extensive cultural and folklore analysis. Comedy,
melodrama, and film musicals share, to some extent, the commonsense
and everyday visual perception of folk survivals in the urban suburbs,
where modernity appears to be relentless: single-family homes are
demolished, and condominiums take their place, small business gives
their place to more significant enterprises, and tradition is confined in
souvenirs. While these films respect the rules of the genre form, they also
embody, at least visually, social and cultural norms apparent in public
opinion. It is not part of my intention here to play down the importance
of other genres, such as “fustanella,” and particularly bucolic melodrama
that heavily relies on what Zhang refers to as “filmic folklore” (Zhang
2005, 267). Nonetheless, narrowing our genres has brought issues of urban
visual folklore in 1960s Greek cinema to light.

Given that this is the case, the kinship of tradition in the city and
its representation is evident in Greek genre films that operate in the
light of “filmic folklore,” i.e., they construct an imaginary and negotiated
tradition: identities, place, and practices in the setting of pre-modernity
and modernity are showcased and echo cultural stereotyping. Peasants
from small villages are always dressed in traditional clothing and seem
uneager to conform to the city’s alluring life. If they are bold in doing so,
their efforts are poor imitations of modern imagery and way of living.
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Hadjichristos’s character is indicative of this kind of casting; Yet, we should
consider that genres like comedy surpass any inherent meanings and turn
to satire. Unlike Hadjichristos, actor Tassos Giannopoulos continued to
impersonate peasants, such as Kitsos?, even in the 1970s, when urbanism
had somehow slowed down in contrast to the 1950s-1960s.

Moreover, genres like melodrama tend to rely much on a place to
construct the characters and their interaction. What is critical, though, is
how it documents the world of the underdogs (whether internal immigrants
or Greek refugees®) living in a city within a city, just like Dourgouti, where
filmmaker Nikos Koundouros shot one of his first neorealist films Magiki
Polis / Magic City (1954). When local people as extras are involved, this can
become a useful reconstruction of mores and practices in places that no
longer exist, i.e., Asyrmatos* or Drapetsona® of former decades. Respecting
the genre is critical, but constructing visually something that everyday
people acknowledge as accurate is far more than crucial. Then, film musicals
encourage the idea that social classes can exceed all barriers - this is an
overall common thread in popular Greek cinema. However, these worlds
should be the ones that people should correlate with. It is evident that despite
visual reconstruction, visual folklore analysis easily locates folklorism and
how it has permeated Greek society with caricatures of older traditions.

One last important point is how popular genres contest both the planes
of tradition and modernity. Karalis argues that comedies and melodramas
were culturally significant; still, “they domesticated modernity by de-
radicalizing it” (Karalis 2012, 87). In that sense, popular films “functioned
as confirmations of conservative values and practices, legitimizing them as
modern and acceptable, since they were presented and disseminated through
the focal art of modernity, the cinema” (Karalis 2012, 87). While modernity
often laid in stark contrast with tradition, it appeared to be compromising
with “the way we were” and was often encapsulated in the past.

In spite of its formal characteristics and categorizations, Greek popular

2 PraktorKitsos kalei Gastouni/Special Agent Kitsos Calling Gastouni (Giorgos Papakostas,
1967), Empaine Kitso! / Come on Kitsos! (Giorgos Papakostas, 1968), to name a few.

* Katigoro tous Anthropous /I Blame the People (Nikos Foskolos, 1966), which documents
the refugee house complex at Alexandras Avenue in Athens.

4 Synoikia ‘To Oneiro’/ A Neighborhood named ‘The Dream’ (Alekos Alexandrakis, 1961),
O Poulimenos Anthropos / The Sold Man (Panagiotis Konstantinou, 1968). It is also
interesting that the film Dyskoloi Dromoi begins with the protagonist’s voice-over, who
talks fondly about his neighbourhood. It is reminiscent of the opening sequence of
Koundouros's Magiki Polis.

See Anoikti Epistoli / Open Letter (Giorgos Stamboulopoulos, 1968).
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cinema of the 1960s offers valuable insights to younger viewers regarding
cultural knowledge, beliefs, and opinions prevalent during that era, which
also influenced cultural products as well. To gain a deeper understanding,
it would be beneficial to conduct a quantitative analysis to determine the
frequency of selected themes, subjects, and their visual representation,
revealing what Greek tradition has bestowed on us. As Sergis contends: “It
would not be an exaggeration to say that (Greek) cinema of the 1950s-1970s
became, in the end, ‘another social history’, as we could trace in its films
records of a transitional period” (Sergis 2020, 239).
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“Urban Landscape Transformation”.
Religious Places that also Function as
Secular Squares: an Ethnographic Example
from Greek Urban Space

In this study, we deal with all aspects of the topic of church courtyards of
Orthodox churches in urban Greece. As an ethnographic example of this
phenomenon, we examine the courtyard of the church of St. Antonios, in
the municipality of Peristeri, in Athens. We will focus in the multilevel
functions that these spaces have. In addition to their ecclesiastical use, these
also function as parks and squares, particularly in towns, where there is little
open space and areas of greenery are very limited. As a consequence, church
courtyards are frequently used both as parks and as multifunctional spaces
that host a multitude of social, cultural and recreational activities. In addition
to examining how the space is used, we also look at the feelings experienced
by those visiting the area, that is, what they experience when they visit the
courtyard and what they feel about the metamorphosis, as it were, that the area
undergoes, as manifested by the various activities taking place there during
the late afternoon and evening.

Key words: religiosity, urban space, street, square, street ethnography
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»2TpaHcpopmaumja ypoaHor nejsara’
Peanrnjckn npoctopmn Koju GpyHKLMOHULLY
W K0 CEKylapHHU TProBu: eTHorpadcku
npumep U3 rpykor ypbaHor npocropa

Y 0BOj cTyauju ce 5aBMMO CBUM aclleKTHMa TeMe [IPKBEHUX JBOPHUIIITA ITPAaBO-
CJIaBHHUX LIpKaBa y ypbaHoj I'pukoj. Kao eTHorpadg cku mpumep oBor ¢peHoMe-
Ha, pasamaTpamo ABopuilTe LIpkBe CBeTOr AHTOHH]ja, y ONIITUHU [lepucrepu y
Atunu. ®okycrupaheMo ce Ha BUllle HUBOA (pyHKIIHja KOje OBH IIPOCTOPH UMajy.
ITopen cBoje Bepcke ynoTpede, 0BU IPOCTOPU HDYHKIIMOHUINY U Kao TapKOBU U
TPrOBH, T0cedHO y TPaZloBUMa, Iie UMa MaJIo IIPOCTOPa U MaJio jaBHUX 3eJie-
HUX ITOBpLIKWHA. [Tocnenuiia oBora je fa LpKBeHA ABOPUILTA YeCTO OUBA]jY yIIO-
Tpeb/paBaHa U Kao MAapKOBHU M Kao BUIIEHAMEHCKHU IIPOCTOPH TZie Ce O[iBHjajy
pas/IuumnTe OPYILITBEHE, KYJITyPHE U peKpeaTuBHe aKTUBHOCTH. ITopen pasma-
Tpama Tora Kako ce IIPOCTOP KOPUCTH, pa3amMoTpuhemMo U ocehama OHUX KOju
nocehyjy mpocTop, TO jecT, OHO IIITO ocehajy Kaja IoceTe ABOPHUIITE U KaKo ce
ocehajy y Be3u ca MeTamMopd030M KOjy IIPOCTOP Nposia3y a Koja ce BUAU KPO3
pas3/IMYMTE aKTUBHOCTH KOj€e Ce TaMO OZIBHjajy IOC/Ie TIOJHE U YBEYE.

K/pyuHe peuu: peTUTHO3HOCT, ypOaHU ITPOCTOP, YIULIA, TPT, YJIUUHA eTHorpaduja

INTRODUCTION

In this study, we deal with all aspects of the topic of church courtyards
of Orthodox churches in urban Greece. In addition to their ecclesiastical
use, these also function as parks and squares, particularly in towns, where
there is little open space and areas of greenery are very limited. As a
consequence, church courtyards are frequently used both as parks and
as multifunctional spaces that host a multitude of social, cultural and
recreational activities.

As an ethnographic example of this phenomenon, we examine the
courtyard of the church of St. Antonios, in the municipality of Peristeri,
in Athens. Thus the research, which took place in December of 2020,
centred on the two boulevards, the Kyprou and Panagi Tsaldari Boule-
vard and on the courtyard of the church of St. Antonios, whose feast is
celebrated on January 17. This was thus the most recent public cele-
bration of the feast (at the time of writing). The memory of St. Antonios

| 38 |



Georgios Kouzas “Urban Landscape Transformation”

was not celebrated in 2020 nor did the accompanying celebration take
place, thanks to the pandemic. I relied on participant observation and on
my experience gained during time spent in the field in the past. Besides
being the church courtyard, it also functions at the same time as park and
pedestrian precinct. It is connected in terms of space and urban planning
both with the neighbouring group of workers’ flats made up of hundreds
of apartments and with metro station, some 200 yards away. We look at
such matters as the co-existence in the same place of both secular and ec-
clesiastical activities, the changes in use of the church courtyard, which in
the morning, during the Holy Service, is a religious space, from 10.00 a.m.
becomes a park-like area for exercise and recreation and in the evening
becomes a space for recreation, since then it becomes above all a place
where the young gather and an area for the holding of parties and other
outdoor events. Totally, I took 15 interviews with informants.

In addition to examining how the space is used, we also look at
the feelings experienced by those visiting the area, that is, what they
experience when they visit the courtyard and what they feel about the
metamorphosis, as it were, that the area undergoes, as manifested by
the various activities taking place there during the late afternoon and
evening. Lastly, we examine the di-polar schema of ‘courtyard/park’
placed in contrast to the concept of ‘city/ that is, of a densely built-up urban
environment. That is, we also concentrate upon how the inhabitants of
the area regard the courtyard positively, because they identify it both with
recreation and free time and with open space in an urban environment.

CHURCH COURTYARDS IN TOWNS AND CITIES:
MULTIFUNCTIONAL SPACES

A fair number of scholars have studied church courtyards from a pure-
ly religious perspective. They have therefore focussed upon on the reli-
gious functions, such as folk religion, rather than upon social and cultural
aspects, in contrast to more recent studies on folk religion and religious
sensibility. This distinction is worth looking at in detail. The study of reli-
gion and religious sensibility can be contrasted with older studies of folk
religion that were more oriented towards the study of religion and histo-
ry and deal with matters of faith and worship on the part of the faithful
directed towards some transcendental entity (Dubisch 1995, 33-34). By
contrast, the folklore of religion and the anthropology of religion are both
concerned with religion and religious sensibility from the point of view of
the social reading of religious actions and conceptions held by individuals.
This is a very different approach from anything preceding.
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In this intellectual context, the role of a church in today’s city or
town and the importance of the church courtyard and of auxiliary spaces
associated with churches for religious and social life can be examined in
many ways. In the view of Dubisch (1995, 11), the church can be studied
in multifaceted fashion, rather than merely as a church building hosting
various religious ceremonies. Indeed, one can undertake a social reading
of activities in churches located in towns and cities both from the point
of view of the laity and of the priests. This means that in addition to
the importance of the church itself, the multifunctional nature of the
courtyard and of the auxiliary spaces associated with the church also
become important. In contrast to the prevailing perspective which in
dealing with religious life focusses upon what is performed within the
church itself, one can locate a whole series of functions that, rather than
taking place in the central building, occur in the areas in front of the church
building or next to it and attract a large number of events and activities,
some of them not religious. Such activities involve the organization
of excursions centred on pilgrimage, meals and festivals, confirmation
class lessons, soup-kitchens and other forms of practical support (Turner
1969). Church courtyards also function above all as green spaces, areas
for relaxation associated with entertainment and free time. Thus there
are two large differences in the scholarly approaches employed today
in contrast with the past. First, research today has decoupled the study
of the church courtyard from a consideration of strictly circumscribed
religious functions and, second, it tends to concentrate upon the purely
social functions of the church courtyards, so revealing the dynamics that
inform such places.

Yet another series of sociological and anthropological studies on
churches concentrates on public ritual and religious ceremonies and
activities in the courtyards of churches in towns and cities (Turner 1969,
30). This aspect is connected with politics and with the communication
processes involved in the promotion of certain ceremonies that stress
Greek national homogeneity. How can we briefly define public ritual,
especially when performed in a public space? It mainly involves activities
that are located on the border between ritual and ceremony that delimit
a form of transition from one state to another, from one ritual to another
(Van Gennep 1960, 111-115). One should be careful to note that public
ritual is not always associated with religious ritual. It may consist of four
basic categories: (a) religious rituals (e.g. the consecration of churches),
(b) political rituals, (c) national festivals, such as (in Greece) the 25" of
March (the anniversary of the outbreak of the Greek revolution in 1821)
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or the 28" of October (the anniversary of Metaxas’ rejection in 1940 of
Mussolini’s ultimatum to Greece to surrender) (d) school or otherwise
educational festivals or athletic festivals.

In such rituals, what interests one is not so much the matter of religion
and religious sensibility as the concepts of ‘public’ and of performance
and how they are tightly linked to the concept of protocol and etiquette
during the performance of this public ritual, as is the case, for example,
with parades by school children or the military.

Other research focusses on the relationship between the courtyard
and the roads in the area and on how the church in question becomes
something secular and how the sacramental aspect of religious ritual
becomes something public. Such studies show the direct influence of
the work of Abrahams (1970), which he produced as part of his study
of the folklore of urban space and, more particularly, of the ‘folklore of
the streets. He regards the street not merely a space, hosting everyday
activity, but as something more, as a socially defined area, in which
social, economic and social functions occur which decisively influence
the life of the inhabitants of towns and cities (Varvounis 2014). The
point of departure for studies that examine how the church courtyard
connects with the streets in the area is the acceptance that the courtyard,
a multifunctional space, indeed has a social dimension. Such studies
are not limited to investigating purely religious functions. Instead, they
focus on the intertwining of sacred and secular. In the view of Dubish
(1995), sacred space, via the urban fabric, is directly connected with the
various activities, religious and social, on the part of the town or city.
In the view of Bronner, church courtyards in urban areas possess three
basic functions, namely, first, recreation, which is linked to urban church
festivals with all their religious, social and financial connotations, second,
religion itself, in the form of processions, when icons are carried in
procession starting and terminating in the courtyard during the religious
festivals of the church in question, and, lastly, the delineation of sacred
space in an urban environment by means of the structure and disposition
of streets in the area.

Lastly, some published work focusses on another aspect of the use of
space in churches that we will look at here. This is the use of courtyards
as green spaces and areas for relaxation and recreation (Kweon et al.
1998). This research takes as its point of departure two points that it
accepts. First, since in cities and towns there is growing long-term
tendency towards secularization and desacralization of religious life
itself, so in similar fashion urban religious spaces are relinquishing their
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purely religious character and becoming mainly areas for various social
functions. Secondly, space in towns and cities is subject to pressure in
various ways. Urban environments lack areas of green and are densely
built up. City dwellers therefore quite naturally seek solutions to their
problems of recreation in the urban environment itself and so make
use of public spaces, such as the courtyards of churches, but do so
in ways for which the courtyards were not originally intended. For
example, church courtyards were originally intended to host activities
associated with religious life. Today, however, city dwellers use the
church courtyard to satisfy their need for recreation and contact with
nature.

FROM SACRED COURTYARDS TO THE SECULAR PARK:
DEGREES OF CHANGE IN THE USE OF SACRED SPACE

My work here is part of a larger project that I carried out in the
neighbourhood of Peristeri, a large municipality of Athens, over the past
decade as part of my doctoral research. In the doctorate I dealt with beggars
active in Peristeri and concentrated above all on church courtyards, which
are areas in which mendicants congregate to beg. The courtyard was thus
an excellent choice of subject for study, since it displayed in one place so
many aspects, sacred and secular. It was the courtyard area of the central
and oldest church in the area. It communicates with a central square.
There is a metro station of the same name and stops for all types of public
transport. Itis also a commercial space and is surrounded by numerous
shops. Yet, it is also a place of entertainment and recreation, since there
is this small park in the form of the courtyard offering some green space,
where many local inhabitants meet and relax. There are also many from
Peristeri who are passing through, passengers on the various forms of
public transport who are on their way elsewhere.

The fundamental research tools I employed were the semi-structured
questionnaire, unstructured interviews with my informants and my own
long-term observer participation of the area (Marcus 1995). These tools
allowed me to create an atmosphere of familiarity with my informants
and to understand their own views regarding the changes in use of this
sacred space (Tonkin 2003, 233-234).

This alteration in use, rather than being a simple matter of change,
involves a real metamorphosis, from sacred space to a space concerned
with commerce and certainly with recreation and entertainment. We will
look at these changes over the space of a day from morning to evening
and, of course, in the light of the views of the inhabitants on the area.
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A.) Morning Hours

From the very start of my work, I was particularly interested in the
use of the space during morning hours which were connected with the
pilgrimage. My main aim was to examine the meaning of the change
in the St. Antonios pilgrimage to what is ultimately a commercial pro-
cess. I will therefore look at the following matters: Initially, I focus up-
on the social importance of the space involved, which is a multi-facetted
area that starts from the main boulevard of the municipality and ends
at the church of St. Antonios. This constitutes a transition or passage
from the secular to the sacred, which however, becomes desanctified and
secularized in urban space. This space, which bears the faithful towards
the church, is a commercial space and above all the space in which the
festival is conducted. Secondly, I examined how emotions are created
in the participants and how such emotions structure the predisposition
and inclinations of the participants and their actions. I am particular-
ly interested in how people interpret this passage from the sacred to the
secular and why the very same people participate in commercial activi-
ty at the fair accompanying the religious festival (Vozikas, 2009, Varvou-
nis 2017). Lastly, in regard to the multi-facetted significance of urban
religious pilgrimage: The urban area in which the pilgrimage activity takes
place does not possess a merely religious significance. It also functions
as an area in which inter-personal relations are strengthened, as a space
in which items are bought and as a recreational process, given that the
festival, which is annual, is not a frequent phenomenon.

Also, we must underline the fact that this period of the day is totally
identified with the sacred aspect of the church courtyard. There are two
sets of sacred times. On weekdays and Saturdays, from 7.00 to 9.00 am,
the Orthros (the service in the Orthodox church, equivalent to Mattins
in the west) and the early liturgy is performed, and on Sundays, from 7.
15 to 10. 15 am, the regular Sunday liturgy, the basic Orthodox liturgy,
is held. During these two periods, the courtyard of the church of Aghios
Antonios finds its true self, as it were, in the sense that it is at these points
a completely religious space and a spot where one moves from the secular
to the sacred. The area acquires this purely religious character, because
its worldly functions and aspects lessen, although do not disappear. For
example, during morning hours, there are no children playing anywhere
outside the square. Those working in the area do not linger in the church
courtyard. They hurriedly cross it on their way to work or to reach the
metro station. During morning hours, the courtyard thus becomes a
transitory space for those on their way to work. That is to say, the space
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is not truly in use and the courtyard serves simply to speed passersby on
their way to work. Since such hurried passersby use the area merely to
cross from one place to another on their way to their ultimate destination,
which could be office, shop, bus-stop or metro station, the courtyard
becomes a ‘non-space), if one is to define it in the terms of Augé (1995,
20), in that the space lacks any function for such people at such times of
day. Instead, it becomes a neutral zone, to be traversed by passers-by and
lacking in any social or cultural aspects, and so becomes a neutral space to
be simply to crossed and no more, devoid of any cultural or social aspects.

Many local inhabitants do not use the area in any real or systematic
fashion during the morning either for play, entertainment or recreation,
the courtyard. For other inhabitants who attend church to pray or to
take part in the morning liturgy, the courtyard acquires more and more
a sacred character (Ortner 1973). Most of my informants were elderly.
In my interviews with them, their faith in God became clear. It also
became clear that they regarded the church courtyard, not as a species
of park or area with greenery for recreation and entertainment, but as an
intermediate space that led to the most important place for the worship
of God, that is, the church itself (Hall 1969, 96). Although the believers
whom I interviewed did not regard the courtyard as a park-like area, they
did regard it as an area set at the border between many worlds. It was for
them an area with a religious character, albeit not exclusively a place of
worship, unlike the church itself. It was an intermediary space, through
which one journeyed from the secular to the sacred, something that is
clear from the words of Marina, 68, a local inhabitant.

When I go up the stairs to Aghios Antonios, I realise that I am crossing
over into another, religious world. I leave behind me the noisy town
and I enter a sacred area. For me, this a psychological preparation that
I start with the icon in the church that I see and then with the staircase.
Then I become aware that I am leaving the city and entering sacred
space. Anyway, the church door marks the crossing. Then I really feel a
tranquility and reverence, as soon as I enter. I am in another world. The
incense and the psalms help. And just the opposite happens, as soon as
I leave the church, when I return to reality.

I collected many other such testimonies and all of them point in the
same direction. The church courtyard is a space to be traversed by the
individual, who moves from the secular to the sacred. In the view of (Van
Gennep 1960, 78), in our daily life there are small ‘rites of passage, which,
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although they lack any official ritual character, in contrast, say, to the
wedding ceremony or to funerals, nevertheless propel us from one state
to another. But how does this occur in a church courtyard next to a noisy
street? In Sperber’s opinion (1975, 78-80), even in mundane everyday
urban life, there are entities that structure rituals of transition. In the
case of the courtyard of the church of Aghios Antonios, many of these are
non-material, albeit still possessing an important function. They are the
sound of bells and of the psalms, the scent of the incense and religious
images, such as the ritual acts that take place in the church (Garrioch
2003). In the view of Sperber (1975, 78), all this forms symbols that the
inhabitants of a particular area will recognize and creates a recognizable
cultural landscape. Such a landscape, which lies between two worlds,
the sacred and the secular, nudges individuals towards a focus on the
religious aspect of an area, rather than on other, secular facets. In fact,
there is something further involved here, which Linda Degh (1995) has
touched on, namely faith in divine power, even in the midst of today’s
urban environment. In the view of Degh (1995), religious believers cannot
avoid seeing the sanctity of an area, such as a church courtyard, which in
our case leads them to the steps of the church, while their powerful faith
means that they ignore other aspects of these places, such as commercial,
recreational and in general social activities. In Degh’s opinion, faith tends
to overemphasise aspects of social life that are connected with religion
and which the religious would like to separate from the rest of life. By
the same token, those who possess powerful belief tend to underestimate
the other functions of religious space, which, however, are just as real.

B.) Midday to Late Afternoon

The period from midday to late afternoon also marks the change in the
social use of the space. During this phase, the use of the space changes
from the religious to the purely recreational. Here one should stress two
points. First, from midday to late afternoon school students and work-
ers finish their respective occupations for the day. They are therefore in
search of areas for recreation and exercise. Second, there is also the mat-
ter of urban space. That is, urban dwellers, particularly in built-up are-
as, such as Peristeri, desire very much some contact with nature. In an
urban environment, of course, this is possible only in parks and squares.
In the municipality of Peristeri, precisely because there are so few such
spaces, the courtyards of churches assume this role.

During my fieldwork in the area, this became obvious to me. It was
clear how much children and adults who live in the area wished to frequent
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the church courtyard, either because they wanted to relax for a while or to
chat with friends and neighbours. I offer here one of the many pieces of
evidence I gathered in support of this, from Martha, 72, a pensioner, which
seems to me to make very clear the recreational role played by church
courtyards also for individuals who do not enjoy easy physical mobility.

For me and my grandchildren, here in the church courtyard it’s an oasis.
Now, you'll say, why do we think that this place is something special?
Well, that’s because it satisfies various needs that otherwise we wouldn't
be able to do anything about. For example, I'm an elderly female and
I don’t drive. So this place here is something to enjoy, to come to and
sit and chat with the neighbours. For my grandchildren, it’s a solution,
because they can meet their friends here and talk and play ball. For us
here, because we generally don’t have as many parks and squares as they
do in the northern suburbs [of Athens], the place is a real oasis.

The role of the church court yard as a space of greenery, recreation
and games does not conflict with its religious character, because no church
services, except for a very brief vespers, are performed during midday and
the late afternoon. Thus the space, far from being merely neutral, is one
that is, in terms of modern sociological theory, socially active, in that it is
linked to the movements, emotions and social life of individuals (Davidson
2005). Just as the demands of social life change in the course of daily life,
so the use to which the square is put follows this and itself changes. Two
themes from anthropological research on the matter that touch upon the
change in use of the church courtyard interest us here, free time and the
presence of nature in an urban environment.

In the view of most of my informants, the late afternoon in the church
courtyard is to be associated with leisure time (Kouzas 2017). Free time
is, of course, a concept freighted with various meanings and, to a certain
extent, is not clearly understood. In the view of Chick (1986, 1998), free
time is not time devoid of any content whatsoever. Sociological and
anthropological work makes it immediately clear that free time is not to
be regarded separately from work nor from the work environment (Chick
1998). Free time may also be working time and similarly the work place
may become a space associated with free time. In the case of the church
courtyard, this aspect is very clear. The children who play there do so
during a break from teaching or immediately after lessons.

Likewise, the adults who frequented the courtyard and chatted with
their neighbours had also left their work for the day. The free time that
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they spent in the courtyard therefore stood in an ancillary relationship
to their work, in that their time in the courtyard refreshed them and gave
them the means to work more effectively. There is another important
aspect. Free time does not include just entertainment and a respite from
the more intensive activity of work. It also includes many other matters,
such as the exchange of ideas, exercise and care for one’s health, the
cultivation of social relations and general encouragement conveyed by
conversation. All these various positive aspects I came across during the
course of my work. My informants did not frequent the courtyard simply
to exercise or to gossip. Instead, for them it was a more holistic process
thatincluded aspects that make it clear that free time spent in the church
courtyard was different in nature and broke the monotony of the daily
routine, so making a positive contribution to life. This overall change for
the better which time spent in the courtyard gives is clear from the words
of Chrysoula, 65.

My stroll to this place is not just to have a little chat. Every afternoon,
when I come here, I feel as if my day is changing for the better. I relax and
above all I can let my soul relax a bit. I don’t do anything. I just find my
friends from the neighbourhood. All the same, the background here, with
the park, the trees, the open space and familiar faces makes me relax.

Chrysoula’s words allow us to move on to the other main aspect of
the matter, that is, the question of greenery and contact with nature in
the midst of the city. In fact, the courtyard of the church does not contain
many trees, although there are a fair number of bushes, flower beds and
pot plants. Nevertheless, for the inhabitants of Peristeri the place offers a
solution and is a source of pleasure in an area of Athens that is particularly
built-up. The matter of contact with nature and how beneficial it is comes
up again and again in the words of my informants. Two main points
recur. The first is how much contact with nature and open space helps
them psychologically (Dwyer et al. 1992). Second, they make clear that
contact with nature is beneficial for their physical health, even if nature
in this case is very limited (Balram 2005).

The replies concerning the church courtyard that my informants
offered me do not differ much from the opinions of inhabitants of urban
space on the topic of greenery and nature in general. In the view of
Sanesi and Chiarello (2006), areas of green in urban environments are
distinguished by polysemy and multiple functions. In so far as they are
open spaces, they permit the presence of nature in densely inhabited
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areas. Atthe same time, they are areas for physical movement, activities
and recreation, while also functioning as spaces for the creation of bonds
among individuals and with the natural environment (Lohr at al. 2006).
This latter function has indeed exploded in the urban environment. Access
to any sort of natural environment is indeed a basic human necessity.
Thus, in the view of Sanesi and Chiarello (2006), contact on the part of
inhabitants of urban space with the nature provided by the park or square
restores them physically and psychologically, in that it brings them closer
both to their own, human nature and to the physical environment.

Lastly, if one looks at the whole matter in terms of environmental
psychology, it is clear that a bond is created between the greenery and
nature and the inhabitants of the area (Parrott 2001, 55-56). This bond
is constantly renewed and restructured, since open space in an urban
environment functions as a refuge for urban inhabitants who live under
the pressures imposed by an urban environment. Yet, at the same time
this interactive relationship is beneficial to the environment itself, in the
sense that humans here indulge in activities that are positive towards
the environment, while interest in the protection and maintenance of the
environment increases in the heart of today’s urban space.

C.) The Evening

Lastly, during the hours of the evening, there is a complete change in the
use of the space. This new use has nothing to do with either religion or
nature in an urban environment or with free time. In fact, it concerns
entertainment whose nature dependent upon age and upon the financial
status of those entertaining themselves in the courtyard (Vozikas 2009,
79-86). To be more precise, my observations led me to conclude that the
church courtyard, especially after 10.00 p.m., because rowdy and bustling.
Teenagers crowd and pack the space. They either listen to music and chat
to each other or consume various drinks, including beer or skateboard.
This entertainment, of course, is cheap in that it has little to do with the
recreation offered by professionals, since in the church courtyard there
are, for example, no bars or cafes. The extract from my interview with
Kostas, 17, touches on most of what goes on outside the church of Aghios
Antonios every evening.

Every evening me and my friends come here. We get something from the
kiosk and eat and we drink beer. For me, this is cheap entertainment, but
it's also a chance for social contact. If we went to a café, we’'d pay 15 or
20 euros. Here we spend only five euros and, even better, we see our all
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our friends. All of Peristeri passes through this yard. Usually we talk,
drink beer, skateboard and we often stay up all night until dawn, when
the church service starts.

I examined the question of why young people congregated in the
courtyard and, secondly, how far it affected them that they were indulging
in recreation in a religious space which, functionally speaking, belonged
to the church. The reasons were not as complex as one might imagine
and were basically financial and social. My informants sought cheap
entertainment in an area that was familiar to them and in which they
had long had social relations with other individuals.

There is another interesting point. It is fascinating during these
evening hours to examine the fluidity of the place, as it passes through
various phases (Lefebvre 1991b, 17). It moves from the sacred to the
secular and from simple recreation to positive entertainment. This
continuous change also embodies the polysemy of a public space that
displays various aspects, that is, a material aspect, social functions and
emotional value. In the view of Lefebvre (1991a, 33-35), this fluidity is to
be directly associated with the evolution of urban space. The landscape
of urban space is typified by its pluralism, polyphony and continuous
change. In Lefebvre’s view (1991a, 1991b), it is not too much to talk of a
mosaic of multiple landscapes in the middle of today’s urban space. A
typical example of this pluralism of space lies in the use of the church
courtyard that is to be linked with the identities of the inhabitants, with
the multiple, continuously changing identities of the spaces themselves,
and, lastly, with the social and symbolic identities that are to be attributed
to the spaces. Thus the church courtyard, from being a religious space in
the morning, becomes an area for exercise and in the evening changes
into an area for socializing, so become an arena for meetings (Kraus 1997,
132). Unlikely as it may seem, these multiple identities of the space do
not actually clash with each other. In fact, they are tied to each other in
creative fashion, depending on the needs of the inhabitants of the area.
This fluidity, then, is not something hitherto unknown and so a problem in
an urban environment. Rather it is a tried and tested aspect of such space.

CONCLUSIONS

In the light of the foregoing, we are now in a position to offer some basic
conclusions regarding the role of the church courtyard. In this short piece
I have attempted to show the polysemy of this place and the dialectical
relationship between sacred and secular that resides in this process in
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terms of the use of space. In particular, I make use above all of a particular
ethnographic example to make clear the significance of space and more
especially of the road involved, as a cross-over point from the secular
world of the city to the sacred space and time of the religious fair. This
transitions occurs in both material and non-material terms, through a
combination of feelings, sentiments and movement.

These aspects of the courtyard make it clear that the place is not purely
religious. Itis, much more, a totally social place, with social, economic and
entertainment aspects, in addition to the religious sides, these, of course,
being a given. As a total place -and finally social event-, it is related to
various aspects of daily life, to human feelings and certainly to sacred
and secular time and space. Characteristic of this is the fact that sacred
and secular space and time here, rather than conflicting with each other,
actually complement each other.

Above all, the courtyard of the church of Aghios Antonios in
Peristeri, like every such space, clearly has a religious character. This
character, however, possesses several peculiarities. It is not a wholly
religious area, unlike, for example, the sanctuary of the church itself.
Rather, it is an intermediate space, in which one crosses from a secular
to a religious environment and vice-versa. This transitional aspect of the
courtyard, whereby it is simultaneously both secular and religious, is what
gives impetus to the evolution of other functions, such as recreational,
environmental, social and, of course, cultural. Of particular interest, so
it seems to me, is the fact that these functions are not all present at once
in the courtyard. Rather they change and succeed each other, not only
because of the passage of time itself from morning to midday to evening
but because what the inhabitants are doing changes from hour to hour.

The courtyard is thus a religious space during the morning hours.
Usually after 12.00, when schools close, the space acquires a secular
character and until the evening it is area for recreation in multiple forms.
Thus the courtyard passes from being simply a courtyard that surrounds a
church to being a park or square that is a space rich in nature and an area
that serves to break up the monotony of the daily life of the inhabitants
of this urban environment.

Notably, it is the inhabitants of the area who further the recreational
and in general the social functions of the courtyard. These individuals
endow the space with its social and cultural features and do indeed trans-
form the space from a religious environment to one that plays the role
of a park or square. This is related to the fact that the area is open on all
sides, unhindered by other building. For Athens, this is something rare,
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in that there are few such free spaces in the Athenian urban environment
and the inhabitants of the area are quick to label such an area a ‘park’.

Lastly, there is another criterion associated with age that is to be con-
nected with the use of the space by certain groups, who in engage in par-
ticular activities. In the morning and during the midday hours, the space
is used mainly by individuals of the third age, who have either been to
church or sit and drink their coffee. By contrast, during the late after-
noon and chiefly during the evening, the area is used mainly by younger
persons. In particular, after 9.00 or 10.00 in the evening, teenagers and
students predominate. How is this to be explained? In my view, older
individuals adhere to the classic use of the space, as a place for worship
or simply as a place for relaxation, while younger inhabitants use it for
different ends. Such uses are frequently to be connected with social and
financial changes.

In particular, in regard to the church courtyard, this religious space is
an area of financial significance for the young during the evening. This is
not necessarily something negative. Indeed, I would say that it is some-
thing natural and to be expected, since the church courtyard is not abso-
lute and unchanging in terms of use. In fact, the space has an interactive
relationship with the inhabitants and is restructured and redefined on the
basis of their needs. And the inhabitants certainly plan their life on the ba-
sis of the space in which they life. Consequently, this is not merely some
formal relationship between man and space in the midst of the urban en-
vironment. Rather, it is a matter of dynamic and interactive co-existence.
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HoBa ncno/baBatba U 3Hauera AMThja

— OYyBambe UeHTUTeTa U CaKkpaausaumja
npocTopa u BpemeHa y 6eorpagckom

(M WwMpem CpPNCKOM) KOHTEKCTY

Y TeKkcTy ce Hajiipe baBUMO caryielaBakbeM HajHOBUjUX MaHHUGeCTallkja PUTY-
asia JIUTH)jCKOT OTIXOAA M HayWHaA CaKpaju3alidje IMpocTopa Ha nmpumMmepy beo-
rpajga. Y ckjaZy c TUM, ITaXKiha ce MocBehyje u CUMOOIULY PAa3TMUUTHX MTPOC-
TOPHUX OPUjeHTHPA KOja Ce HarjallaBa Ha HUBOY BUIIle CEMaHTUUYKUX CJI0jeBa.
Ckopalllma felllaBamka IIOHOBO Cy aKTye/IM30Basia 3Havaj pUTyasia JIMTHjCKOT OTl-
Xopa - yOOKO yTeMes/beHOT Uy HAPOLHO] TPaAULIUjU U Y BEPU — KAO U BheTOBUX
rojaBHHUX 00J1MKa, Kako y Permrybmuiiyi CpdHju Tako ¥ Ha IIHMPeM CPIICKOM eTHUY-
KoM npoctopy. OCHOBHA ¥ HajBUIJbHBHja GYHKIIHja JIUTH]ja je OCBellITaBamke 1
obesiexkaBame MPOCTOPA, /I U BpPEMEHaA, ca ITI0CeDHUM 3HauajeM 3a ofipeheHu
€THUUKO-APYIITBEHHU KOHTEKCT, 3aje JHULLY WU MecTo. MehyTHUM, JIUTHje UCTO
TaKo UMajy U U3pakeHy KOXe3UOHY U UAEeHTUTETCKY (DYHKIIH]Y, Kao LITO ce I10-
cebHO jaCHO MoKas3ajio Ha MpuMepy ogbpaHe cBelliutbd, Tj. OCHOBHUX BEPCKHUX
npasa, yrpaBo nmyteM JuTHja y LipHOj I'opu. CXogHO TOME, IUTH]jE Cy ce MoKa3a-
Jie ¥ Kao jelHO o, IeJIOTBOPHUX Opy>Kja CIlpaM IOKyllaja JeEKOHCTPYKIIHje CpII-
CKOT UAEeHTUTEeTa. Y CKJIaAy C OAroBapajyhmm mnokasaTe/bUMa, y HallleM pany
ce, y3 MyJITUOVUCLUIIMHADHU [IPUCTYII, carjiefaBajy pasjIuyuTe CTPyKTYpPHE U
ceMaHTHUKe TUMeH3Hje U MoryhHocTH jinTHja. OBO ce IpeBacXoIHO OAHOCH Ha
HUBO DeorpaZicKor MpOoCTOpa, ajiu je Y OMIITHjeM CMUCITY TaKohe y HeIlloCcpeiHoj
BE3U C TEPEHCKUM U IPYTUM HUCTPpa’KMBakHMa CpPOJHe NpodieMaTHUKe, Koja Cy
Ha 3HATHO LIWUPEeM POCTOPY CITpoBoheHa TOKOM MPETXOAHUX AelieHuja.

KipyuHe peuu: nuTtHje, UOEHTUTET, IIPOCTOP U BpeMe, beorpaz, cakpanusanuja
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New Manifestations and

Meanings of Orthodox Lity

— Preservation of Identity and Sacralization
of Space and Time in the Belgrade’s

(and Broader Serbian) Context

In the text, we primarily deal with the observation of the latest manifestations of the
Orthodox lity procession ritual and ways of sacralising the space on the example
of Belgrade. Accordingly, attention is also paid to the symbolism of different spatial
landmarks, which is emphasized at the level of several semantic layers. Recent
events have once again actualized the importance of the Lity procession ritual -
deeply rooted in both folk tradition and religion - as well as its manifestations, both
in the Republic of Serbia and in the wider Serbian ethnic area. The basic and most
visible function of Lity is the consecration and marking of space, but also of time, with
special significance for a certain ethnic-social context, community or place. However,
Lity also have a pronounced cohesive and identity function, as was particularly
clearly demonstrated in the example of the defense of holy sites, i.e. of basic religious
rights, precisely through Lity in Montenegro. Consequently, Lity proved to be one
of the most effective weapons against attempts to deconstruct the Serbian identity.
In accordance with the relevant indicators, in our work, with a multidisciplinary
approach, various structural and semantic dimensions and possibilities of Lity are
considered. This primarily refers to the level of the Belgrade area, but in a more
general sense it is also directly related to field and other research on related issues,
which were carried out in a much wider area during the previous decades.

Key words: Lity, identity, space and time, Belgrade, sacralization
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1 TeKCT je HacTao Kao pe3yaTar paja Ha npojekty FSITC 6p. 1561 - ,dopMupamke CPIICKOT
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Y pany je Hamiacax IIpe CBera CTaBJ/b€H Ha IIpoyYyaBake pUTyasa JIu-
THjcKor onxopa (B. peririmo Todorovié 2006; Stosi¢ 2001, 82-83; Todorovié
2005a; Nedeljkovi¢ 1990, 141-142; ym. u Plotnikova 2001, 310) 1 Hauu-
Ha caKkpa’iusaliyje IIpocTopa Ha ripumepy beorpaga. IIlputom, HajHOBHja
JelllaBama Cy peaKkTyeJn30Bajia 3Hayaj OBOT puUTyasia Kako y beorpany
TaKo ¥ Ha IIUPEM CPIICKOM ETHHUYKOM MPOCTOPY (B. HA IIPUMED caZp>kaje
KOoju cy rmpegoueHu y Jovovi¢ 2020; Joki¢ & KneZevi¢ 2021).2 YutaBa mpo-
dieMmaTHKa Koja ce pa3MaTpa y TEKCTY MorIJia 01 OUTHU pefoyeHa U aHa-
JIM3¥MpaHa ¥ y OKBUPY OOMMHeE CTyAHje, ycaed HHU3a BeHHUX Pa3TuuUTUX
OHUMeH3Hja U MojaBHUX 0b/inKa.>

Y Beorpany je TOKOM IPETXOAHUX rogvHa — 3a BpeMe CIriacoBIaHa,
rpajicke cjiaBe - JIMTHja HlJIa Of mosia3He Ba3dHecemcke [[pKBe A0 Cabop-
He LIDKBE W HaTpar, aJii IpyrayljuM IIyTeM, TaKO [a je odpa3oBaHa jefHa
BpCTa KPY>KHe IyTake JIMTHjCKOT omnxoAa. JIpyrumMm peurMa, Tako je CTBa-
paH cakpasHu Kpyl Koju je odyxBaTao jefaH Aeo je3rpa crtapor gena beo-
rpaga. Jlutuje cy rooMHaMa [oHaB/baJle [OTUYHY IIyTaky, Ha paHUje yT-
BpheHH, MaxOM UCTOBETHU HAUYHWH, YIJIaBHOM Oe3 BAHPeAHUX JIUTHjCKUX
OMXxoAa U 3HAaUajHUX IMpoMeHa.*

MebyTtuM, ca 3aBplIaBamkeM HU3rpagme HoBol Xpama CBetor CaBe
IojaBWjIa ce joll jefHA caKkpa/iHa TaukKa Of CYLITMHCKOI 3Hayaja, Koja
HUje Moryia 6uTH npeHedperHyTa HU ca CTAHOBHHUIITA OJip>kKaBawa (pe-
IOBHUX) JIUTHja. Y CTBApH, U paHHUje je - ¢ 003UPOM Ha II0CTOjarbe Cilid-
poi Xpama Csetor CaBe - 0Ba cakpa/iHa TauKa OHJa BeoMa BaykHa, ajik
je Tek ca U3rpajHboM BeJsiesIENTHOT, HOBOT XpaMa, OHa IocebHo fodusa Ha

2 Tlomaly O HAjHOBUjUM JIMTHjCKUM [ellaBakbHUMa U C BhHMa ITI0OBe3aHUM II0jaBaMa
CTHIIaHU Cy IIyTEM METOJI0JIOTHje , yueltha ca TocMaTtpawmeM”, y3 KOpUlLThewe pasin-
YUTUX MEOUjCKHUX U3BOPA, IIOUEB OJf UHTEPHETA U LITaMIIe, Kao U UH(opMaLHja no-
CTYIIHUX Ha APYUITBEHUM MpexkaMa. Takohe Cy, y IIH/by IIPUKYIJbatha MofgaTaka, Ko-
pultheHU ¥ pa3roBOPU Ca Ka3WBauMMa Pa3jIMUMTOT T10JIa U CTapOCTH, IIpe CBera ca
y4yecHUIIUMa JIUTHja.

3 Tlope[ OCTaJIOT, yC/Iel OTPaHUUEHOCTH [IPOCTOPA, PA3/IMUUTH acleKTH ,eTHOIOIH-
THKOJIOIIKO-TEOIIOJUTHYKE TUMEH3Hje" HaBefeHe mpobieMaThKe — Kao CaCTaBHH U
W3y3eTHO Ba)KHHU [IeJIOBH Hallle aHa/IM3e U OITLITET MIPUCTyMa - 6uhe pasmarpaHu y
JPYTOM TEKCTY.

4 Y Be3u ca crapuM 6eorpafickum auThjama caxketo B. Nedeljkovi¢ 1990, 141-142. O
JIUTHUjaMa Koje ce y XpUIThaHCKOM KOHTeKCTy Ko/l Cp6a MOMUBY jOLI Y CPeAheM BEKY
B. Bojanin 2005, 99-111. O ctapujuM IIOMeHUMa pUTyasia JUTHja y ONLITEM CMUCITY
B. Todorovi¢ 2005a, 190-195; ym1. 1 329-332; 174-178; 200-206. O nuTHjamMa y CpIICKOj
HapOJHOj TpagULMju B. jour u Milicevi¢ 1984, 127-128; Karadzi¢ 1987, 248. O ucmpe-
MJ1IeTeHOCTH XpUILThaHCKUX U IpeTXpUllhaHCKHUX MOTHUBA Y CKJIOIY HApOAHUX Tpaau-
AjCKHUX HauMHa [IpocjiaB/bakha pUTyasa JIMTHja/KPCTOHOLIA U C BUMa [10BEe3aHUX
3aBeTrHa B. Todorovi¢ 2005a, 194-195; Todorovi¢ 2006; Todorovi¢ 2007, 192.
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3Hauajy. theroBa nedHUTHUBHA U3Trpaiiba yTUIIAJIA je Ha TO [ia Ce, 3a pas-
JIUKY Ol CBUX ITPETXOOHUX rofguHa, TOKOM 2021. v 2022. ToOOUHE JIUTH]jE
Kkpehy yripaBo o BasHecemCKe LIpKBe 10 HOBOT Xpama CBetor CaBe. TH-
Me je caKpaJIM30BaH IPYTH [e0 je3rpa cTapor aejia beorpana, KOju TOKOM
MIPEeTXOAHUX roAHHAa HUje D10 OCBellITaBaH KpeTakheM JIMTHjCKe ITIOBOPKE,
OMHOCHO - cajia je JUTHjCKH 00yxBaheH ¥ mpocTop u3Mehy BasHecemcke
pkBe U Xpama Cpetor Case.’

OCHOBHa CTPYKTYpa u HoBe Mo2yhHOCTH

HaBeneHMM, HOBUM pHUTYaJIHUM [ellaBakbHMMa CTBOPEHE Cy ABe, Mehy-
CODOHO IOBe3aHe caKpaJliHe LieJInHe, yobiinueHe KpeTawkeM auTyja. Cana
je, IpeMa ToMe, HacTajla HOBa CHUTyallUja — y3 [I0jaBy HOBE, PUTYaTHO
YOKBHUPEHE, CTPYKType - KaZla II0CToje [Be MPUJINYHO jaCHO Ha3HaueHe
(rmaBHE) IPOCTOPHE 1IeJIMHE, Ca TP OCHOBHE CaKpaJIHe LieHTpa/IHe Tay-
Ke. OBe IJTaBHE TaUKe He CaMO [a YTUUY Ha yodJinuaBamwe JIUTHjCKUX ITy-
Tama Beh, HCTOBpeMeHO, U oMel)yjy cakKpa/IHH ITpocTop je3arpa beorpaza.
Ha »ux ce, IOBpX TOTa, HaZlOBe3yje U 3Hauaj Lipkee CBeTor Mapka - Ta-
Kohe yHyTap crapor je3rpa rpaga beorpana (Nedeljkovi¢ 1990, 141-142)
- YV K0joj ce uyBajy MOIITH Iiapa [yliaHa. Ycjen Tora cy, Kao IITo heMo
BUJETH, HOBA JIUTHUjCKa AelllaBaka He3a00M/Ia3Ho y3esia y 003Up U OBY
YUBEHUILY, UMME je TToYeTHa CTPYKTypa A0AaTHO yCIOXKkeHa.b

HakoH 1mITO je yKpaTKo IpefouyeHa DasWyHa CTPYKTypa IJIaBHUX
CaKpaJIHMX odjeKkaTa Be3aHUX 3a JIMTH]CKH OMXOJ[ CTapor aena beorpa-
Jla, IOCTaB/ba Ce U MHUTaKE — IITa he ce fenraBaTh TOKOM HapegHUX ro-
IvHa? [Ipenu3HUje peyeHo - fa iy he ce, TOKOM CIIaCOBIAHCKUX JIUTH]a,
jenHe roavHe 00M/IA3UTH jeAHA IIPOCTOPHA LIeJIMHA, a ApyTe Apyra, Uin
he Moxkga OUTH yBefleHa [Ba JIUTHUjCKa OMX0Ja, pa3/InuMTa 10 BpeMeHY
onmpxkaBawa? Ha nmpumep, y HEKUM OPYTUM CPIICKMM MeCTHUMa je CIUU-
Ha cuTyallMja, y3 moTpedy cakpasju3aluje BeJUKOT MPpoCTopa, peliaBa-
Ha yBohemeM [iBa ITpa3HUKa, pelluMo Bennkor u Masnor CnacoBpaHa (B.
jemaH TakaB Mojes y Todorovi¢ 2005a, 75-86).

«

OBa HOBa Tpaca 3a JIMTHjy [Iopa3yMeBa KpeTame o[l BasHecewcKke IIpKBe yaHUllaMa
Knesa Musnoua u Kpassa MunaHa, npeko CnaBuje u ByneBapa ocno6ohewa. Tum my-
TeM ce, 6e3 ITpaB/bekha CakKpaIHOT KpyTa, CTHXKe [0 T1aTtoa ucnpen Xpama Ceetor CaBe.
Takohe, 32 pasnuKy Ol paHHUjUX CITACOBIAHCKHUX JIUTHja KOje Cy KpeTasie Y jyTapmhuM
4YacoBMMa, HOBU CIIACOBAAHCKH OIIXOAU OTIIOUUIbY Y BEUEPHUM caTUMa.

o

Yocrarsnowm, Beh cy (BaHpeZIHO U CIIOHTAaHO OPTaHU30BaHe) JIUuMuje 3a 006paHy cBemuhad
y LIpHoj I'opu - Koje cy ce y beorpany oxp>kaBasie mouetkoM 2020. TOOHWHE — TIOYUBAJe
ynpaso oz Lipkse CeTor Mapka.
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BaHpegHu nntmjckmn onxogu

Beoma 3HauajHy ¥ ca BUIlle CTAHOBUIITA 3aHUMJ/bHUBY OKOJTHOCT ITpeAcTa-
BJbaJla je ¥ UMIbeHMILIA fa ce TOKOM 2022. roquHe y Beorpany ofnp>Kasio join
HEeKOJIMKO BeJIMKUX, BAHPEITHUX U U3y3eTHO MoceheHUX JINTH]ja, Y KojuMa
je yuyecTBOBao orpoMaH 6poj /bynu. Ilo HeKMM MpollieHaMa, Ha HajBehoj
Ol ’bMX YUeCTBOBAaJIO je ¥ 3HaTHO Buile oA 100.000 seynu. [IpokiiaMoBaHU
LU/bEBU OBUX JINTHja OWUJIHU Cy, TIPE CBera, OUyBame IMTOPOJAUYHUX BPEIHO-
CTH U CPIICKOT UIEHTUTETA, Ka0 U IIPUNAJHOCTU IIPaBOC/IaBHO-C/IOBEH-
CKOj IMBUJIM3AlIUjH, Y3 TTIocedaH Harlacak Ha Hopdu 3a orcTaHaK CpIiC-
KOT HapoJa U OpoJulie Kao OCHOBHE [IPYIITBeHe YCTaHOBe.” Bullle unu
Mambe (He)MOCpeaHO je HaroBelTaBaHO WK MPOKJIaMOBAaHO U 1A je CMHU-
Cao OBUIX JINTHja y CTBapu bopba MpOTUB CTpaHe OKymaiuje.

TOKOM NOTUUHUX BaHPEIHUX JIMTHUjCKUX OIIX0Ja — OOp>KaBaHUX He-
3aBUCHO O]] peI0OBHE, TOAUIIIHE CITAaCOBAAHCKE JIUTHje — TIOBOPKA je OTIIO-
Jhbalia CBOje KpeTame of npocrtopa ko CabdopHe LIpkBe, OOHOCHO Ila-
TpUjaplidje, U 3aBpliaBajia ra ucrnpen Xpama Cseror CaBe uinu lpkse
Cetor Mapka. [laksie, MOXe ce IIPUMETHUTHU [1a Cy OBe, BAaHPeJHO opra-
HHU30BaHE U OJp>kKaBaHe MIOBOPKE CBOjUM KpeTawkeM CaKpaM30BaJie yII-
paBo je3rpo crapor gesna beorpaga, kpehyhu ce MpUTOM HEroBHUM LIEH-

7 Kaga je peu o 3Hauyajy OBUX U CPOJHUX IIpobsieMa y CPIICKUM eTHUUKUM OKBHpHUMa
yI1. y 61MckoM KOoHTeKcTy ¥ Purkovi¢ 2019, B. Hajmpe cTtp. 15-16, 115-118; Demonja,
Todorovi¢ 2019, B. Hajupe 134-137, 149-151. IIlpuMmepa pagy, CaoILITERHE U 3aXTEBU
opraHu3sartopa JIMTHUja Ha JIMTHUjCKOM OIIXO4y KOjH je cripoBezneH 2. 10. 2022. ronvHe
HajIpe cy IoApasyMeBalu ,TPU LIpBeHeE JIMHUje" Koje Cy Ce, Ca’keTo MPeloYeHo, Of-
HOCHJIe Ha 1) ,3alITUTY CBETHUIbE ITIOPOAMIIE Kao Mase LIpkBe, Ha 2) ,3alITUTY CBETE
CpIICKe 3eMJbe U CBeTHUHa Ha KocoBy 1 MeToxuju“, Kao u Ha 3) ,3allITUTY CBETUX U Be-
KOBHUX Be3a U3Mebhy CpIICKor ¥ pycKor Hapoza“. YIIpaBo OBe TPH IJIaBHE IIOpyKe 6uie
Cy HarjalleHe ¥ TOKOM JIMTHjCKOT OIIXo/ia KOjH je ogpykaH 23. 10. 2022. roguHe. Tume cy
Y [0[AaTHO UCTaKHYTH CBEIIPUCYTHU MOTHBU HOBUX JIMTHjCKUX JellaBawka y beorpany.

8 [loBOOOM C/IMYHUX TNUTama, Tpeba 3HATU [a je Of CTpaHe BoaehuX HayuyHHUKA U
WHTe/leKTyasala Beh yBesnKo, y3 U3HOLIekhe HU3a 106po MOTKPEeNJbeHUX apTyMeHara,
dopmynurcaHo ogpehemwe caBpeMeHOr monoxaja Perny6sirke Cp6uje U CpIICKOT eTHOCA
y LEeJWHU, Y CMHCIY BUXOBOT KOJOHHUjAJIHOT I10JI0Kaja U CBOjeBPCHE OKyIallHje.
Tako ce y pa3IMUYUTUM TEKCTOBHMaA, TIOPe] OCTaJIor, mokasyje na ,Cpbujom yripasiba
KOJIOHUjaJTHA noJsiuapxuja, Koja Herupa TpaauliMoHa/siHe Cpbe, BUXOBY KYyJITYpy U
o6pazoBaHocT” (Antoni¢ 2019, 55). Y UCTOM CMHUCIY Ce N0jia3U [I0 3aK/byuKa U [a je
Cp6uja gaHac - 3a pasjiMKy OJf IPETXOAHUX OKyIlallkja, KaJa ce XeCToKo 6paHuUIa -
[oBefieHa y MO3UIHjy 1a IPaKTUYHO CKPYIIEHO MOJIU [a je KoJoHUjanHa EBporcka
YHHUja NpUXBaTH IOf CBoje oKpusbe (Arsenijevi¢ Mitri¢ 2016, 542; Antoni¢ 2019,
61). CBe oBO je mpaheHO U OTBOPEHO PACUCTUYKUM OUCKYPCOM, Kao U IO KPajHOCTH
noBedeHHUM aHTHCp6u3MoM; B. perumMmo Todorovi¢ 2021, 141-153. O xysmypHOM
pamy u deHoMeHy /[[pyze Cpbuje B. y Antoni¢ 2008; Antoni¢ 2011; Lompar 2012. O
KOHMpamMumoJio2uju OKyrnalhoHe HlejHe MaTpUlle U CPOOHUM IMMUTamkUMa B. y An-
toni¢ 2019, 62 u masbe; Antonic¢ 2011, 61-184; ym. 1 Memi 2015, 154; Radi¢ 2013.

| 59 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

TPpaJIHUM yiullama. JINTHjallu Cy ce 3ayCTaB/baJId KO HEKUX 3HAaYajHUX
MecTa Koja cy uMasia rmocedbaH cakpajlHU WM CUMOOIHMUYKM 3HAuaj 3a
ydyecHHUKe (Ha ITpuMep, cClioMeHUK nmocBeheH 11apy Hukosajy II PomaHo-
BY), @JI4 je OCHOBHA CTPYKTypa JIUTUjCKUX KpeTamwa OuJia 3aCHOBaHa Ha
OBe3WBaBy ITPETX0AHO MTOMUBAHHUX, [JTAaBHUX DE0rpafiCKUX CaKpaJTHHUX
LleHTapa, Tj. pKaBa.

3Hayera beozpagckoe npocTopa

Y cky1amy c pa3inuuTUM CUMMOo/IMMa U 3HauewhrMa, Ha IIpuMepy beorpa-
Jla MOTY Ce HEITOCPENHO YOUXUTH Y IIPOyYaBaTH CTPYKTYPHE U CEMaHTUUKE
MoOTyhHOCTHU pUTya/IHe caKpa/Jn3alivje MpPoCTopa, ajid U C UM I10Be3a-
HOT BpeMEeHCKOT KOHTeKcTa.” OBaKaB IIPUCTYII je Y Be3U U C TEPEHCKUM
HUCTpaKMBakbHUMa Koja Cy CIIPOBOhHeHa TOKOM IMPEeTXOOHUX JeleHuja.l”
Taza cy obuia>keHH pa3HU Ae/I0BU CPIICKOT eTHHUUKOT MpOoCcTopa U ere-
JKeEHM Ha4yWHU CIIpoBOohema puTyasa JUTHjCKOT OMX0A4a, TaKo Aa Cy yo-
YeHU U UIeaJITUIICKH MOJIeJIN caKpa/ik3alitje IpocTopa IyTeM JuTHja. !

Y ckyapy ¢ MpeTXOAHMWM, 32 Halll HPUCTYM je oA mocedHOT 3Hadaja U
caryiefjaBambe CUMOOIMKe Pa3/IMUMTHX JejioBa beorpaza, Koja ce Ha HU-
BOY BHILIE CEMAaHTUUKHX CJIojeBa Bpjio ogpeheHo Hariamaga. [lopen oc-
Tasior, Behu Opoj mocedHO 3HAUAjHUX [Ae/I0Ba rpaja - y CKIOMy oapehe-
HUX pe/cTaBa (Mo4yeB of HalaXHYTOT YMETHHUUKOT ITpojeKTa C Ha3UBOM
,beorparn je ceet”; B. Albunovi¢ 2008; ,Dani Beograda: Beograd je svet”
2008) - Ha OpraHCKU HAYMH je TTOBE3WBaAH Y jeAUHCTBEHY CEMAHTHUUKY
LleJIMHY, KOja CBOjy aHaJIOTHjy MMa ca APYTUM MpoCTopuMa (I1a U ca mJia-
HeTOM 3eMJbOM, OLHOCHO Ca MamoMm cBeTa). lllTaBuile, Kaja je ped o yc-
MelrHOCTH CUMDOOJIMUKHMX TOBe3HBamka HaBeJeHe BpcTe, beorpan mpe-
CTaBJba pelak GeHOMEH M y IMTo0aJITHUM OKBHUPHMA, Kao 1ITo je Beh duio
yKa3aHOo y paHUjUM CTyaHjama.!?

[ToBogoM TOTQ, BeOMa 3aHUMJBMBO je (CMMOOJIMUKO) TOBE3HBAE Je-
sioBa Beorpaza ca pasJiMuUTUM 3eMJbaMa U IPailoBUMa CBETA, OOHOCHO
ca oagrosapajyhum reorpadgckuM Tauykama. Tako ce Xpam Csetor CaBe
noBe3yje ca Llapurpagom, Tpr CinaBuja ca Cpdujom, Ctapu I'pan ca EBpo-

° Bulle WK Mamke CIMYHA UCTpakKHBakha Moryhe je CIpOBOOUTH Y PA3/IUUUTUM €T-
HOJIOIIKUM, aHTPOMOJIOIIKUM U OPYTUM OKBUpMMa. [IpumMmepa panau, Kaza je peu o
MY3HWUKOj CLIEHU U ITpaTehuM AelniaBawkHMa Ha yiullaMa beorpana, ymo. pelimMo
Blagojevic 2020.

10 B. Hajmpe Todorovi¢ 2005a.
11 B. pasinuyuTe KapaKTepHUCTUUHe mpuMepe y Todorovi¢ 2005a, 43-185.

12O cBeMy mnipetxongHoM B. Todorovi¢ 2015a, 61-65.
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oM, a HoBu Beorpan ca Amepukom uta. (Todorovi¢ 2015a, 61-65; ,Dani
Beograda: Beograd je svet” 2008). V3 momoh KOHKpeTHUX, BpJi0 ogpeheHUx
rmoBoAa 3a CUMOOJIMUKaA [T0OBe3HBakha, IojaBUJla Ce U3y3eTHO 3aHUMJ/bHUBA
M Ha ymneuvaT/bUB HAUMWH pa30TKpHBeHa IpeacTaBa ipaga (beoipaga) Kkao
KocMoca, y CMUCITY CBOjeBPCHOT IJI00a/THOT CaKpaJIHOT I[eHTpa U u3pas3a
Hosgor Jepycanuma (ym. u Eliade 1983, 36-46).

Caobpa3Ho MpPeTXOAHOM, Kao ¥ OPOjHHUM APYTHM IoKasaTe/buMa U
ynmbeHUIlaMa, MoyKe ce pehH U fa ce Kao jefHa o OCHOBHUX (GyHKIIHja
beorpaZickux JIMTHja — CAaCBUM Yy CKJaay ca cumbosninkoMm CracoBiaHa,
mpa3sHuKa BasHecema [ocroamer - jaBiba yIIpaBo y3HoUleHe U lipeodpa-
)Kasarbe 11eJIOKYTTHOT ITPOCTOPHOT ¥ BpeMeHCKOT OMBCTBOBakha 3ajeTHUIIe
Y CBETY PeaTHOCT, UHje OUyBakbe 3aXTeBa U IIOBpeMeHe pecakpajiu3aliuje
ucre Bpcre (yn. Elijade 2003, 110-111).

LUPW BEOTPALCKW N CPIICKW MPOCTOP

Cy36ujarbe 0gp)aBarba MTNJa y MpoLLIOCTH

y IIPOLIJIOCTH CYy JINTH]je UMaJie BeJIMKY 3Hauaj, KaKo y OMIITEM CPIICKOM
KOHTEKCTY TaKo ¥ Ha MpocTopy caMmor beorpaga. C TUM y Be3H, IIOCEDHO je
o3HaTa T3B. KPBABd JiuliUuja, opraHru3oBaHa 19. jysna 1937. roguHe, Ipyu
yeMy je 1uTHja Tpedasio ma ce Kpehe ympaBo ox CabopHe LIpKBe, Y/IHIIA-
Mma Kpaspa [TeTpa u KHe3a Muxauia, a 3atuM Tepasujama npeko CiiaBHje,
cBe mo LipkBe CBetor CaBe (B. Ha mpumMmep y Jakovljevi¢ 2015, 273-279).
OBe nuTHje Cy ce U3poAUJie Y 0dpadyH ca MOJULHUjOM U OydHE JeMOH-
CTpallvje IPOTUB PEXKUMA, a IPOTECTU HapoJa Cy ce — Yy OKBUDY T3B. KOH-
Kopgaiticke 6opbe — oIBUjaIu U Y pa3HUM ApyTruM MectuMa (Jakovljevié
2015, 276; Takohe ym. u Jakovljevié 2014; Dimi¢, Zuti¢ 1992). Y cknamy ¢
THUM, TEIIKO je He IPUMETUTH U BUIlle Mapasiena udmehy oBux gorahama
U CaBpeMEHMX JINTHjCKUX IPOTECTA, KOjU Cy ce Takohe ofBUjaIN Y pa3/iu-
YUTHM JIeJIOBUMa CPIICKOT eTHUYKOT ITpocTopa (y3 CInvaH, HarvialleHo
HeTraTUBaH OAHOC, KaKO HEKAaAAUIBhHUX TaKo Y CaAallbHUX BJIACTH U CIpaM
jedH¥X ¥ cipaM APYTUX JIUTHjCKUX MaHudecTanuja).?

Op orpOMHOT 3Hauaja, y CyIITHHCKH CPOOAHOM CMHCITY (Kao ¥ [TIOBOZIOM
,KPBaBHUX JINTH]ja" U HAjHOBHjHUX ,JINTUjCKHUX yCTaHaKa"), Oua je v 3abpa-

13 OBO ce Hajpe OJHOCHU Ha U3Ppa3UTO pPelpecrBaH oJHOC BiaacTu y LipHoj ['opu cipam
MAaCOBHHX U OPOjHHX JIMTHja KOje Cy oap>kaBaHe TokoMm 2020. ronuHe. OCUM Tora, ¥
OIILUTH IPYIITBEHU KOHTEKCT ,KpPBAaBUX JIUTHja" KOje Ccy ofp>kaHe 1937. roquHe - y3
4uTaBy 0ATroBapajyhy (reo)no/JIMTUUKY CTPYKTYpy TOT BpeMeHa, Be3aHy 3a rpybe Io-
Kylllaje HaMeTama npumMarta 3amnana (Jakovljevié 2015, 273-276 u majbe) — mokasyje
3HauajHy CJIMYHOCT Ca HajHOBUjUM [elllaBakbruMa.
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Ha oJp>kaBama JIMTHja/KPCTOHOLIA — Y CKJIay C OJJTyKOM JOHECEHOM Off
CTpaHe KOMYHHCTHUKe BJIaCTH HaKoH JIpyror cBeTcKor paTa (Radi¢ 1995,
188-196; Radic¢ 2002, 229-234; Todorovic¢ 2006, 276-277; Todorovic¢ 2015b,
69-70).1* CxomHO ¥ pa3HUM APYTHUM fHorahajuMa U mpoliecuMa U3 TOT Bpe-
MeHa, 3abpaHa JMTHja Y JOTUYHOM MePHOAY Moria Ou ce mocMarpaTu
U y KOHTEKCTY IOKylllaja IeKOHCTPYKIIHje, ITa YaK U 3abpaHe, CyIITHH-
CKMX MaHH(eCcTHHX 00J1MKa (YK/bYUYjyhU Ty ¥ caMo IOCTOjake) CPIICKOT
U TIPABOCJIaBHOT, ETHUYKOT U BepcKor uaeHTuTeTa (Todorovi¢ 2015b, 71).
C Ipyre cTpaHe, aHaJIOTHO ¥ caBpeMeHHM 30MBakbHMa Ha UHOUBUIYAJI-
HOM HHBOY OHa je IpeAcTaB/bajia KpajikbHy CTENEH OTpPaHHUYaBakha OCHOB-
HUX JBYICKHUX, IIPE CBEra BEPCKUX, ITpaBa U ciodbopaa (B. Todorovi¢ 2006,
276-277). JIuTHje ce Ha CPIICKOM €THHUYKOM IIPOCTOpPY OOHaB/bAjy TEK Y
IOC/Ien0j AeleHuju XX BeKa, aJIk ¥ CKJIaAy C HOBOHACTaJIUM OKOJIHO-
cTuMa (y3 caBpeMeHY AeIloly/allijy MHOTHX Cejia, IITO je Y BeJIMKOM
dpojy ciiyyajeBa - Mopef APYyrUX pasjora - OHEMOTYhHUI0 CUCTEMATCKO
obHaBJ/bambe JIUTHUja KA0 HApPOJHOT oduUaja).

CBeHapogHu IMTUCKM YCTAHAK 1 He20B1 0gpasm y 6e02pagckoM KOHTEKCTY

Kao 1iTo je Beh HaropeniTeHo, OCHOBHY M HajBUIJ/bUBUjY PYHKIIH]Y JIH-
THja MIpefcTaB/ba OCBEIITaBamke [IPOCTOPa, ajIu U Pa3IUUUTUX acliekara
BpeMeHa (y11. Todorovi¢ 2007, 208). MehyTuM, JIUTHje UCTO TaKO UMajy
U M3pakeHY IoBe3yjyhy U UIEeHTUTETCKY (PyHKIHjY, Kao IITO ce moced-
HO jacCHO IoKa3aJio Ha MpUMepy 0gdpaHe (xpuwhaHckux u cpiickux) cse-
wWurad, yripaBo nyrteMm autHja, y LIlpHoj I'opu. Haume, oBe BaHpenHe U
CBeHapoaHe nuTHje cy y LipHoj l'opu - anu u 'y Penydnuuiu Cpouju u Pe-
mydaunu CpIicKkoj — mouejie a ce oap>kaBajy oA 27. geriemdpa 2019. ronu-
He, HaKOH yCBajaka aHTUCPIICKOT U aHTUIIPABOCIaBHOT 3dKOHA O C/I060-
gu Bepouciiosecitiu y ITogropuiiu (B. Demonja, Todorovi¢ 2021, 250-251,
269-270). Y Be3u c TUM, y aTMochepu Hu3a 3adpaHa, IpuUTHCcaKa U YKHU-
Jlarba OCHOBHMUX IIPaBa, OAp>KaH je BeJIUKU O0poj mutHja wupom LpHe T'o-
pe, alik ¥ U3BaH me.'®

HctyM mOBOLOM OpraHM30BaHe Ccy U nocedbHe nutUje y Beorpany, a
HajBeha on »ux (y3 HelocpeaHo ydelithe U opraHu3anujy CpIricke mpa-
BOCJIaBHE LIPKBe, 26./ 13. 1. 2020) douia je BesaHa 3a HoBu Beorpap u 3e-
MmyH. TokoM oBoT forahaja je 3aBplilHA TaukKa 3a BUIIE JINTUjCKUX MTOBOP-
KH, KOje Cy KpeTame OTIIOUHbalie U3 BUllle LpKaBa, dbuia Llpkea CBeTor

14 TloBomoM IIpOMeHa y IIMPEM CMUCITY, [0 KOjUX [I0JIa3| IlapalieJIHO ca OBOM 3abpa-
HOM, B. peLIUMO Pa3jIMYUTE acleKkTe npegoyeHe y Pavicevi¢ 2006.

15 O mupem KOHTeKCTY B. Demonja, Todorovi¢ 2021.
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CumeoHa MupoTtouusor Ha HoBom Beorpany. Tako ce jemaH feo Hapoaa
OKynuro Kog MaHactupa CBeTor apxaHresia 'aBpuia y 3eMyHCKOM I1apKy,
dopmMmupajyhu TUTH]jy Koja ce KpeTasia rtpeMa Lipksu CBeTor [JUMHUTpHja
Ha HoBom Beorpany. Y cTBapH, 3eMyHCKe XU HOBODEOTrpaiCKe JIUTHje Cy
ce crojuie Koj oBe LpkBe. OfaTiie je yCIeawuIo fabe IoMepame JIUTHja
Ka Kpajwk0j OApENUIIHOj TauKH, OGHOCHO npeMa Lipksu Ceetor CuMeo-
Ha MUPOTOUUBOT, TAE je JIMTHUjY OoUYeKao rnaTtpujapx UpuHej. Yoienuo je
MosiedaH 3a crac CpricKe IIpaBocC/iaBHe LIpKBe U HapoA y LipHoj 'opu. Ha
JIUTHjaMa Cy HOllleHe UKOHe, TPaHCIIapeHTU Ha KojuMa je nucano ,He
JlaMO CBETHHE" U MHOTH JIPYTH.!°

YjenHo cy To dusie ¥ IpBe JIUTH]je OBOT TUIA KOje Cy oAp>kaHe Ha Ho-
BoM beorpany, y HajMHOT0/byIHH]jOj Heorpazickoj ONIITHHY, HACTaJI0j TEK
Yy HOBHje BpeMe, TOKOM [IpyTe IT0JI0BUHE IBafieceTor BeKa. llITaBuiie, Mor-
Jio 6u ce pehH [1a je yIIpaBo OBHM YHMHOM JIOTHUUYHA Heorpajicka OIIITHHA
(HoBu beorpan) Ha ciMbo/IMYaH HAaUWH U Ae(PUHUTUBHO CaKpaJIM30BaHa,
y3 CBOje HOBOM3rpaheHe IIpKBe Koje Cy ce y reorpadcko-ceMaHTUUKOM
CMUCITy HaJjoBe3aJie Ha 3eMyHCKe. HaBefjeHUM JTUTHjaMa je yCIloCcTaBJbe-
Ha 4 HEeINoCpeHa, )KWBa caKpaslHa Be3a ca cTapum aenoM beorpana, oct-
BapeHa y yCJIoOBUMa NPOMOBHUCAHUX Hokywadja ogbpaHe tipasa Cpiicke
lipasocyiasHe UpKse U Cplickol elliHoca Ha Uocuiojarbe.'” Kao 1ITo je Har-
JIallleHo, AUpeKTaH ImoBoA ouju cy gorahaju y LipHoj I'opH, OMHOCHO H3-
BaH Beorpaga u teputopuje Penybirke Cpduje, YuMe Cy yCIIOCTaB/bEHE
(HakoH cakpaJsiHe Be3e uaMehy Crapor Beorpana u Hosor Beorpazna) no-
JaTHEe CEMAaHTUUYKO-CUMDO/IMUKe peJialivje Ha HuBoruMa Cpbduja - LipHa
I'opa u Beorpap - CpriCKM ETHUUYKH ITPOCTOP (0 CplickOoM eiiHUUKOM Upoc-
tiopy B. Stepic¢ 2001, 247-266).

BaykHO je UMaTy Ha yMY [ia CyIITUHY JIMTHjCKOT 0OpefHOr KpeTama
IpeacTaB/ba OCBelITaBake ,CIIOJbAlllEr MPOCTOpa”, y CUMOOIUUKOM
CMHUCTY UpBOOUWIHO XAOWIUYHOI U UipogpaHol, KOju ce Hajla3u U3BaH (y
y>KEM CMMCIIY) TJITaBHUX CaKpaJIHUX LleHTapa. Y OBOM KOHKPETHOM CIIy-

16 OcHOBHa IMOpyKa OBUX JIMTH]ja (y3 maposie Kao mTo cy ,llpHa 'opa Muia yBeK c Ha-
Ma 61’ ¥ B0j CJIMUHE) ONHOCHJIA Ce Ha MOJPIIKY CpIickoM Hapozny y LipHoj T'opy, y
yc/IoBHMMa HemocpeHe 60pbe 3a OIlCTaHaK U OUyBarke He caMO ETHUYKOT U BepCKOT
upeHtutera Beh u pusuukor nocrojawa. Tokom 2020. roiuHE U3HUKIU CYy U 6POjHU
rpauTu U Mypasiu Ha ynunama beorpaza, Koju cy 3ajefHO IpelCcTaB/baly 3acTa-
Be LlpHe I'ope u Cp6Hje, y3 IOPyKe LITO Cy Ce OJHOCHUJIE Ha jeAUHCTBEHOCT U3BOPHOT
UJEHTUTETA, Bepe U Mopekia Hapoaa y obe 3eMibe.

17 OBako 61 MOTAO [a IJIacH jefaH HUIOeaJTUIICKH Ca’keTak OCHOBHHUX LIW/beBa JIMTH]a-
ma. Kana je peu o on6paHu Bepckux c10607a y yCI0BHMA CBEOTUITET HAaMeTawka aH-
THcp6u3Ma B. joul jenHOM Demonja &Todorovi¢ 2021.
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4Jajy, cakpajusallija ce OOHOCH He caMO Ha IWHWpH npoctop Beorpana
(ctiapu v HoBU Oeo rpana) Beh ce IMpojeKkTyje ¥ Ha YUTaB CPIICKU IIPOCTOP.
TauHMje Ka3aHO, MyTeM JIUTHja Cy U CUMOOJIUYHO U TIPAKTAUYHO ITOBe3a-
HH IIPOLeCH caKpar3alidje muper npocropa beorpaza, Kkao mpecToHuIlEe
Cpbuje ¥ muper Cprickor eTHUUKOT IIPOCTOpa — y BE3U Ca 3ajeJHUYKUM
caapskajuma ¥ mopykama. OHe OU ce, 110jefHOCTAaB/bEHO, HAjIIpe MOTIJIe
Ca’KETH IIPeNICTaBOM O HEOUXOgHOCUIU 3ayCiaB/bara ipoloHa iipasocias-
HO-XpuwihaHcke Bepe u cpiickol ugeHuiuieia.'®

PASOTKPUBAHE OCHOBHUX 3HAYEHA,
KOLOBA N CUMETPNICKNX OBPA3ALA

CaBpemeHe MTHje KO TEKCT M MOpyKa

Iorahaju Be3aHHU 3a MaCOBHO OJip>KaBame JINTHja Yy CPIICKOM €THUUYKOM
KOHTEKCTY, HajIipe y nepuony usmehy 2020. 1 2022. roquHe, IpeacTaBba-
JIK Cy HEIITO Hau3IJie[l HOBO M CACBUM HEOQUEKHBAHO. Y CKJIaAy C IIpeT-
XOOHUM, HEU30CTaBHO Ce [10CTaB/ba ITUTamlke: Koja Cy IIpUMapHa BUJbHUBa
U CKpHUBeHa 3HauYeka OBUX CaBpeMeHUX (peHOMeHa?

Hacnamwajyhu ce Ha KOHTEKCT pUTyasia JIMTHjCKOT OIIX0Aa U KPCTOHO-
lIa y WIMpeM CMUCITY, BAXKHO je HAaIJIaCUTH [a Cy U HajHOBHja JIUTHjCKaA
OKyIl/baka (Koja Cy ce, Kao CJIO’KEHU KOMILIEKC iorabaja ¥ pagby, oapsKa-
Jla y nepuony udmehy 2020. u 2022. rogrHe) yobJIuUnUIa YUTABY MPEXY
3Hauewa U Mmopyka. OHHU ce pa3soTKPHUBAjy HAKOH Ma>K/bUBOT HUIITYUTA-
Baka PA3/IMUMTHUX CEMAaHTHUYKHUX KOLOBA, Koje JellrudpyjeMo Ha HUBOY
pOCTOpa, BpeMeHa, odjekaTa/mpegMeTa U YAHOBA, OLHOCHO Ha IJIaHY
MmehycobHO MoBe3aHUX MOKa3aTe/ba, 3HAaKOBa U ckuMbosa. [IpocTopHe U
BpPeMEeHCKe TaukKe, pa3He naposie, 00jeKTH U PEKBU3UTH, UCTO KAo U PU-
TyaJJHU YUHOBU M MOJIUTBE, YKJIOIIJbEHHU CYy Y jeAUHCTBEHU HUEjHU CHUC-
TEM U KOJIEKTUBHHU [OSKUBJbAj CaKpaslHe CTBAPHOCTU. CBU OBU eJIeMEeHTHU
3ajemHO yobsinuaBajy (BUIIlE WK Make jaBHE WU MTaK CKPUBEHE) Ba>KHE
OPYKe, KOje HajIpe [eslyjy Ha HUBOY KOJIeKTUBHE TICUXE.

OBako cxBaheHHU CUCTEMCKHU OKBUP MOYKE Ce IOCMAaTpaTH U Kao 0Co-
OeHM cakpa/sIHU TEKCT, OfTHOCHO MUTCKH KOMILJIEKC, IIPe CBEra y CMUCITY
pasyMeBama MHUTaA Kao ,CcBeTe ITpuue” U ,cBete ucTuHe" (Li¢ 1982, 65-66;
Todorovi¢ 2005b, 57-62). Tako u norahaju BesaHH 3a JIUTHje — KOjU Cy ce

18 Y cTBapH, pey je 0 CBEOILITEM IIPOTOHY KOjH je, He3aBUCHO O/l Ha3HaueHe IIpefcTaBe,
y IIpaKkCH 3aucTa KOHTUHYHPAHO CIIpoBobheH, 3ajeJHO ca IPOMOLIMjOM aHTUCP6HU3Ma
U eTHUYKOT MH)KeHhEPHHTa, Kao U OCTBapUBama reHouuzaa Haja Cp6uma. O cpoHOj
npobyneMmatuniy je Beh onmupHo nucaHo y Todorovic¢ 2021.
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Ol BHUja/i¥ TOKOM IIPETXOSHOT ITleprofa — yodirudaBajy CMUCA0OHY LIEJIUHY,
Tj. Wiexcil 1ITo Iocenyje ogpeheHo, BUILIEC/TI0jHO 3HaUeme.’

Heke og youyennx penaumja

Y cKJIOTy CBera IMpeTX04HOT, N0CceDHO jaCHO ce youaBajy U pesalHje Kao
o cy: 1) CBetu CaBa - CBetu CumeoH MupoTtouuBH (CtredaH Hemama)
U 2) CBeTu Hapox / Hapoa MucHje?® - CBeTa 3eMJba / 3eMJba MHCHje.?! Ha-
BeleHW CEMaHTHUKU OKBUP TaKohe je moBe3aH c penauurjamMa 3) beorpazn
- Jepycanum (HMBO Haj3HadajHUjer cBeTor rpajaa) u 4) Cpduja / cprcke
3eMsbe - PycHja / pycke 3emJbe (HUBO CBETE 3eMJbe / IP>KaBe, ca II0CEOHOM
MMCH]jOM eCXaTOJIOIIKOT IIpeA3HaKa). Ha mpeTxoqHe MpuMapHe peianyje
HaAoBe3yjy ce U Apyre: IpodaHo - cakKpasiHO; 3anaf — UCTOK; 3abpaHa/
OoKyTialidja - cj0do[a; aHTUXpUIThaHCKO - XpuIiThaHCKo; biiacheMuja/
IeKaJeHIIvja - 3aBeT; Kpaj (UcTopuje) - (HOBH) MOYeTaKk, CBE A0 OIIITHUX
UIEejHUX MaTpULla: CMPT — KUBOT, HEJbYACKO — JbYACKO UTA. Mehy muma
Cy y CcIyJajy JIUTHja mocedHO HaviallleHe pesaluje citidpo - HOBO U XA0C
- peg,?? KOjuMa je Ha OBOM MECTY ITOTpedHO MTOCBETUTHU M Ca’KETE OCBPTE.
Hawnwme, HaKOH yCTa/beHOT, Cllidpol ¥ pefOBHOT CIaCOBAAHCKOT JIUTH]C-
KOT KpeTama KOje ce OBHjaIo0 Ha UCTU HAUHWH, AOLIJIO je 40 BeJUKE MPo-
MeHe yIipaBo TokoMm 2021. roouHe, KaZla je popMUupaHa HOBA JIUTHUjCKaA
nyTtama. Takohe, TOKOM IOCJIeAbe IBe TOAWHE OLLIO je 10 [10jaBe U BU-
LIe ApYyTHUX, HOBUX JIUTUjCKUX MMyTama y 0eorpajCkuM OKBUPHUMA, Kao U
IDYTUX [elllaBama Koja Iocenyjy HarlallleH!W IMpef3HakK HOBOL.
Caobpa3Ho MpeTX0JgHO HasHAaYeHHWM OJHOCHMa U C BhHMa IMoBe3a-
HUM CTPYKTypaMa, MO>Ke ce MPUMETHUTH [a Cy ce DeorpajCckKy JUTHjallr

19 Ca CTaHOBHIITA CYIITHHCKH Apyradydjer MpUCTyIa, y KOHTEKCTY IocMaTpama Ipaga
Kao wiekcuia, ym. Radovi¢ 2013.

20 YV 0BOM CMHUCITY Cy Moce6OHO yIedaT/bUBe IIpeacTaBe o Hosom H3pauspy, y ckianmy ca
OCHOBHOM HI€0JIOTHjOM CPeAOBEKOBHE HeMamUhKe CPIICKe AP>KaBe, 3aCHOBAHOM
ympaBo Ha KyiaTtoBuma Ceetor Case u CeTtor CuMeoHa MHUPOTOUYUBOL, IIOBE3aHUX
ca cTapo3aBeTHUM IaHaaHuMa. O Tome B. Blagojevi¢ 1994, 20; Todorovi¢ 2010, 372.

21 Hajmpe cy wiycTpaTUBHe peacraBe o Tpehem Pumy, y Be3u U ca UlejaMa Koje Cy Ha-
KOH ITaja U okynanuje Cprickor japcTBa U CPIICKUX 3eMaJba [IpeHecaHe y Pycujy. B.
Bilington 1988, 79-80; Todorovi¢ 2017, 153-156.

22 Kapa je ped 0 OBOj MOCIenH0j peanuju (peg - xaoc, y HeIIOCPeNHOj Be3U ca cBelllo
- ipoghaHo), U3IBOjeHO] yCel eHe WIYCTPAaTUBHOCTH M 3Hauaja y KOHTEKCTY ITpo-
yJyaBama JIMUTHja, Y pa3HUM TpaJHulidjamMa U eTHOKYJITYPHUM OKBUPHMA BUAH Ce 1A
PETUTUO3HU YOBEK ,HaCTOjH J1a ce cMecTu y ‘IleHTap CBeTa™, Tj. ,ga du ce xuseso y
Caellly, BaJba I'a OCHOBAWIU, @ HUje[laH CBET HEe MOXKE Ce€ POJAWTH Yy ‘XaoCy U peaTHB-
HOCTH ITpodaHor IIpocTopa’“, Tako Aa ,,0TKpruhe WiiH IpojeKkiyja cTayiHe Tauke — LleH-

Tpa - ogrosapa Creapamwy Ceta“ (Elijade 2003, 76).
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(26/13. janyapa 2020.2°> Ha IPBOM H3Yy3€THO MHOTOJ/bYLHOM, BEJIMKOM
BaHpeJTHOM HOBHjeM JIMTHjCKOM OKYyI/baky )?* — Ha IJIaBHOM morabajy
(MonedaHy), IPUCTUTABIIU U3 PA3/IMUUTUX ITpaBalia, CacTaJu UCIpEN
Xpama CBetor CuMeoHa MupoTouuBor Ha HoBowm Beorpany (Kkao HoBov
jesrpy ypbaHH3allHje Koje je 3HauajHO MPOIIHPUJIO HJoTadallkbu deo-
rpazcKu IIpocTop). /IuTHje cy ce y HajsehrM MacaMa KpeTaJsie U3 IIpaBlia
ciiapoi ypbaHor je3rpa, Koje je ImpeTxoAaujio HactaHKy HoBor Beorpana,
OIHOCHO - U3 3eMyHa.

CnvyHa 3Hauewa U pelalije ogHOCe ce M Ha yobinuyaBame HOBe
cakpaJiHe ciisapHociiu beorpajza, Koja je mocedHo moAaByYeHa AehHUHU-
TUBHOM M3rpaZitbOM HOBOI, BejiesienmHOT Xpama CBetor CaBe, yIipaBO TO-
KoM 2020. ronyHe, HAKOH O/1M3Yy jeHOT BeKa oJ IToueTKa pagoBa. CBe cy
0BO, 110 CBeEMY CyZehH, HCTOBpeMEeHO U MaHU(QecTallhje HeCBaKU AL Kbe
BpCTe (HoBe) lipekpeiliHuUe - TipaheHe MocTaB/bakbeM MOHYMEHTATHOT
cnoMmeHuka Credany HemamH, oiry CBetor CaBe (Ha CaBuHAaH 2021) u
IIoBe3aHe ca uejaMa 0 yodnuaBawy HOBOI liopellika IyXOBHEe M Mare-
pujasiHe, beorpaicKe U OIIIITE CPIICKE, CTBAPHOCTH.

TokoM JOTUYHE BeJIMKe HOBODEOTpaZiCKe JINTH]e, JTUTHjallH Cy Ce TIPBO
cacTtajiv Koj HoBobeoipagcke LIpkBe CBeTor JUMUTpHja, Y OJIU3UHU LIeH-
Tpa HoBor Beorpana, omakiie cy 3ajeqHo KpeHy/IU no0 LipkeBe CBetor Cu-
MeoHa Muportouusor. C Ipyre cTpaHe, KOMIIIEMEHTAapPHO CYIIPOTHO IIpeT-
XOOHOM MOJelly, HajBehe (BaHpenHe) ciiapodeoipagcke IUTH]je — KOje Cy
op>kaBaHe TOKOM 2022. TOIHWHE - HIilJIe Cy 10 HoBol XpaMa Csetor Case,
TIOOUTHYTOT Ha MECTY IZie Cy crnasbeHe MolTHU CBetor CaBe, Tiopen cilia-
pe LipkBe CBetor CaBe. YOIIITe y3€eB, Kao IITO OU AeTa/bHHje MOIJa Aa
HOTBpAHU Aybs/ba CTPYKTYpHO-CEMaHTHUKa aHa/U3a, youaBa ce Ja je pe-
Jlanyja citiapo-HOBO BUIIIEMUMEH3UOHAIHO 3aCTyIlJbeHa Y KOHTEKCTY ca-
iefaBamka HAjHOBUjUX DEOrpaiCKUX JIUTHjCKUX [elllaBamka, YUME je TI0-
CpefHO UCTaKHYTa ¥ IOMUbaHa CUMOOINKA BpeMeHCKe lipekpetiHuye,?

23 Natymu he ybynyhe, Kao ¥ y OBOM ciiy4ajy, 6UTH Ha3HAUE€HU U I10 TPErOpHjaHCKOM
U 10 jy/INjaHCKOM KaJieH[apy.

24 OBo cy 6uste HajBehe 1 HajopraHu30BaHHje JIUTH]je Koje cy Y Cp6Uju ofp>kaHe IoveT-
KoM 2020. TOZIMHE, a OKYIUbeHUM JIMTHjallliMa ce o6paTuo U natpujapx Mpunej (Fas-
pusnoBuh). [To cBom 3Hauajy, OBe IUTHje Y U3BECHOM CMUCIY IIPeNCTaB/bajy MaHAaH
BEJIMKOj JIMTHjHU oap>kaHoj 11. 9. (29. 8) 2022, kafa ce yUeHHUIIMMA JIUTHja 06paTHo
HOBHU naTtpHujapx [Topdupuje (Ilepuh).

25 HMako Ha MpBH IIOIVIe[, MOBOJOM IIOBe3VBama HaBe[eHe BDPCTe, [ejlyje [a je ped o
KOMHLMJeHIIUjaMa 6e3 nyb/ber 3Hauaja — ca CTAHOBHILTA aHa/IM3e Koja ce Haclama
Ha jyHTOBCKHU IIPHUCTYII U 3ala’kakba I0jaBsbyjy ce 06pUCH CKPUBEHUX CEMaHTUUKUX
KO0BA, YOWBHUBUX Ha HHUBOY KOJIEKTHBHE IICHUXE, OAHOCHO Ha IUIaHy AyO/bUX HU-
Boa cBecTH (y1I. Jung 1984, 119-197). U u3 yriia CTpyKTypHe aHasin3e, 3aCHOBaHe Ha
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U3pa’keHOo MPUCYTHA Ha HUBOY CPIICKE KOJIEKTUBHE IICHUXE TOKOM IIpeT-
XOOHUX [lelleHuja.

[Topen ocTtasior, HEIOCpeJHUM MOBE3UBAKEM Cliapol U HOBOI je3rpa
Beorpama je IMTHUjCKH/pUTYa/JIHO NOOATHO Ha3HaueHa penalikja CBeTH
CaBa (CuH) - CBetu CumeoH MupoTtounBH (Oitiay), Koja ©Ma U JodaTHe
TEOJIOLIKO-CaKpa/iHe KOHOoTaluje. OHa ce yjeHO Ha/la3u U Y CaMOj OCHOBU
HUIejHe MaTpHlle Koja 61 ce MOIJIa Ha3BaTH CPUCKOM Ugejom, y Herlocpe-
HOj Be3U Ca CBeloCcaBCcKUM 3aBeltioM U TIIPEeLNCTaBOM O CPIICKOM Haponay
Kao Hosowm H3pauspy. OBO Cy, yOCTaJIOM, YIIpaBo Da3uuHe UIejHe OCHOBE
M3 KOjUX IPOUCTHUUE U KOCOBCKU 3aBeild.?

BuirecTpyko HcCIio/baBambe pesalidje ciilapo-HOBO, Y KOHTEKCTY De-
OorpaACcKHX JIMTHja, OAroBapa yIpaBo OCHOBHO] (GYHKIIMjHU HajHOBHjHUX
OLp>KaHUX PUTYaJTHUX ONX0Ja M nmpartehux norahamwa Peu je o pecakpa-
JIM3allMjH, Tj. HIOHOBHOM OCBelLITaBaky IIeHTPaJIHOT IIPOCTopa, y3 Aedu-
HUTHUBHO CaKpaJIHO [T0BE3UBaE Clidpol ¥ HOBOI [iesia rpazia. TUMe ce uc-
TOBPEMEHO UCTHUE U BpeMeHCKa ITPeKpeTHUIIa Be3aHa 3a YCII0CTaB/bakbe
HOBe NyXOBHE U PEJIUTHjCKO-UNEeHTUTETCKE peaTHOCTU beorpana, kao u
CPIICKOT €THUYKOT IIPOCTOPa YUjH je OH IpeaCTaBHUK.

YouaBare jeguHCTBEHO2 CUMETPUjCKO2 MOgend — peg M3 Xaoca

Y Be3u C MpeTXOAHUM, BaXKHO je IPUMETUTH [ia Cy JIUTHUje KOoje CYy OLp-
>kaHe 23. okTtodpa (10. 10. mo jy/IhjaHCKOM KaJieHAapy) Oujie 3acHOBaHe
Ha OKyIUbawy ynpaBo ucrpen Lipkse CBetor CuMeoHa MUPOTOUHMBOT,
opakJie ce uuwio fo [Tamare Cpbduje, y3 MOJMTBEHO 3aApKaBamke U UH-
Tame Iporjiaca Ha JOTUYHOM MECTY, IpeKo ynule Muxajna [lynuHa u
BpaHKoBor mocrta, 10 CabopHe 11pkBe. OBUM Cy U HEIIOCPeIHO JINTUjCKHU
criojeHu HoBu u Ctapu Beorpaz, 04HOCHO — fJaTUM YUHOM je U JUPEKTHO
CeMaHTHUUKHU obeJiesxkeHa M CaKpasiM30BaHa Be3a U3Mehy crapor ¥ HOBOT
jesrpa rpaza. TvuMe cy ce OBe JIMTHje — IIOC/IeNbE KOje Cy oAp>KaHe Ipe
yobiruaBamwa Da3uuHe Bep3Uje OBOT TEKCTA — y CTBAPU HaJoBe3asle Ha
MpBe JINTHje U3 HOBOT ,BaHpeaHOr" (HeclacoBOaHCKOT) JIMTHjCKOT beo-
rpafcKor UKITyca, Koje Cy oap>kaHe rodyeTkom 2020. roguHe y3 3aBPIITHO
okymbame Ko LlpkBe CBeTor CuMeoHa MupotouuBor. OBor nyTa, mehy-
THUM, 23/10. okTOOpa JIUTH]je Cy CBOje KpeTarwe OTIIoYese Off IOMEHYTE

JIEBUCTPOCOBCKOM IIPHUCTYITY, TakKohe 10/1a3UMO 00 CIMYHHUX 3aK/byyaka U carjiefa-
Bama (B. Todorovi¢ 2007, 196, 203-204; Todorovi¢ 2005a, 375-377). HauMe, Kao LITO
3akspyuyje Kiop JleBu-Ctpoc, ym / Ym - ,MMa CBOje pa3Jjiore, a Koje UOBeK He Mo3Haje”
(Levi-Stros 1966, 209). [ToBogoM IIpeTXOAHOT, Ipe cBera B. Todorovi¢ 2007, 199-210.

26 O HaBe#eHUM IOjMOBHMMA, UAejaMa U mpeacTaBaMma B. Blagojevi¢ 1994; Todorovic
2010. Y. Domentijan 2001, B. peuumMo cT1p. 63, 379, 151; 375-393.
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OpKBe, fa 6u 3aBpmniie y CtapoMm beorpany, kon CabopHe LIpKBe, MecTa
Ca Kora Cy OTIIoUeJie KpeTake CBe UEeTHUPHU IIPETXOJHEe BeJIUKe BaHpeqHe
JUTHje, oap>kaHe 2022. roguHe. HavMme, U IUTHja Koja je ogp>kaHa 2. 10.
(19.9) 2022. ronuHe CBOje KpeTamwe OTIIoYea je of Tauke ucnpen CadbopHe
LpKkBe U [IaTpujapiinje, ogakie je uiia ao LIpkee CBetor Mapka. Tume
je oBa, ,yeTBpTA“ IUTHja U3 IOMEHYTOT HajHOBHjeI, BAHPEeOHOT JIUTH]C-
KOT LIUKJTyCA, Y CTBApU IIOHOBUWJIA JINTUjCKO KpeTame MPBE BEJIUKE JIUTUje
M3 OBOT LIMKJIyCa, Koja je 14/1. aBrycra Takohe umia on CabopHe LIpKBe
/ Tlatpujapiiuje oo LIpkBe CBeTor Mapka.

TokoMm oBuX 11ecT (jemHa y 2020. u rieT y 2022. TOAWHHA) BaHpPeOHUX
JIUTHja, n3Mehy Kojux Cy ofp>KaHe U IIBE PeJOBHE CIIAaCOBAAHCKE JIUTH]e
(2021. u 2022. roguHe, nok 2020. crracoBOaHCKa JHUTHja HHUje oap>KaHa
300r ,MmaHAeMHUje BUpyca KOpoHa“),?” yCIIOCTaB/bEH je BPJIO jaCHO YOKBH-
peH cumMmeTpHjcKu mopes. OH je 3acHOBaH Ha MehycoOHOj ITOBe3aHOCTHU
1) npBe U 11ecTe, 2) Apyre U nete U 3) Tpehe u ueTBpTe AUTHje.2® Ha Ha-
BeeHH, CHMEeTPHjCKH 3aCHOBAHU oOpa3all HajioBe3yje ce u 4) mehycobHa
ceMaHTHUYKa ¥ (hopMajiHa MOBE3aHOCT PENOBHUX CITAaCOBAAHCKUX JIUTH]ja
KOje cy ofp>kaHe TokoM 2021. u 2022. roguHe, 0da nyTta ce kpehyhwu on
BasHecemcke 11pkBe 00 XpaMa CBetor CaBe, 3a pa3juKy O MPETXOOHUX
PEeNOBHHUX CAaCOBAAHCKUX De0orpafCKuX JUTH]a.

HaBemeHux ocaM JiMTHja (Ha Koje ce HacjJamka U NeBETH, pedOBHU
CaCOBHAHCKM ciliapu HeorpaJcky MOJEN JIMTHjCKOT OMX04a) YCIocCTa-
BUJIO je jeIWHCTBEHY CTPYKTYPHY JINTHUjCKY MaTPULy, OLHOCHO — jeJUH-
CTBEHH JIMTH]CKHU peg (KOju je, HAU3IJIe[, HAaCTa0 U3 ,Xaoca” pa3IuunUTHX
JIUTHjCKUX MOTYhHOCTH). 3a OBy CTPYKTYDpY (flopegak) moryio du ce pehu
Jla je HacTasia cliloHlaHo, be3 jacHOT ¥ AOCIeAHOT IVIaHUpaa (pasindu-
THX) OpTaHU3aTOpa OBUX JIUTHja Aa yobdiuue jeIUHCTBEHY, CAMETPHjCKHU
3aCHOBaHY OCHOBY, KOja (GyHKIIMOHATHO-CUMOOJIMYKH CI1aja ¥ OCBeIlTa-
Ba Haj3HauajHHje Deorpajacke cakpasiHe MPOCTOPHE Tauke, ajild U Bpe-
MeHCKe opujeHTHUpe. Japa ¥ nydspa aHamIM3a Moria OM Ja yKaXke U Ha
BUIIIE IPYTUX 0CODEHUX MPaBUJIHOCTHU (peg HAaCTao U3 XA0Cd), YOUEHHUX
TOKOM carviejlaBamka U pasMaTpama IIpUMapHe CTPYKType OBOT JIUTH]C-
KOT puTyaysiHOT Mozesa (yr. Todorovi¢ 2007, 199-210; Todorovi¢ 2005a).

27 OBa OKOJIHOCT je Takohe cuMbonuuku ykalana Ha 2020. roguHy (3ajeqHO ca LeInuM
HajHOBHjUM IIepHOa0M, 00ele>keHUM JIUTHjHUMa Koje MpeaCcTaB/bajy U CUMOOIH3Yjy
YUTaB HapoA) Kao Ha goba iipekpelliHUye.

28 OBIe HHUCY ypauyHaTe IMOUYETHE, BAaHPeIHe Mame JuTHje u3 2020. ToauHe, Koje cy
Kkpetasie of LipkBe CBeTor MapKa U y CEeMaHTUYKOM CMHUCIY IIpeficTaB/bajie 0Co6eHy
10jaBy y OLHOCY Ha IIpe[loYeHH, jeIMHCTBEeHU obpa3all.
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MoTuBH (HOBe) lipekpelliHuye 1 (HOBOT) liopellika TTocedHO ce u3iBajajy
Kao JIaTeHTHE MMOPYKe LITO IIPOUCTHUYY U3 HAajHOBUjUX JINTHUjCKUX Jella-
Bama y beorpany.

Pasnnunte penaumje n cTpykType
— WIYCTPATMBHM MpUMepy 1 onwTi obpasay

OcuM TIpeTXOAHUX, TaKohe ce youaBajy U Apyre pejalidje U CTPYKTYPE,
KOje HUIIOWITO He Tpeba mpeHedperHyTHu NpUJINKOM Da3sUYHHUX pa3Ma-
Tpama, a oBae heMo U3HEeTH HEKOJIMKO WIYyCTpaTUBHUX ITpuMepa. ITopen
OCTaJIOT, Kao LITO je Beh HaroBeITEHO, IIPBa Of TPU MehyCcOOHO ITOBe3aHUX
,BEJIMKHUX JINTHja" - KOje Cy ofp>kaHe TOKOM 2022. TOAHWHE C HarjlaCKOM
Ha cIipeyaBamy oAp>kKaBama ,EBpompajga“ [1) 14/1. 8. 2022, Ha MOYETKY
BEJIMKOTOCIIOjMHCKOT 1T0CTa, 2) 28/15. 8. Ha caMm faH Benuvke ['ocriojuHe U
3)11.9.(29. 8), Ha naH YceKoBama CBeTor JoBaHa KpcTtuTespa] — Kao CBOjy
Kpajwy Tauky uMasia je LipkBy CBeTor Mapka y Ctapom Beorpany, y Kojoj
Ce HaJla3e MOIITH CPIICKOT [apa JlymaHa Hemawmuha u rmopeq Koje ce Ha-
sasu Pycka OpkBa. YpaBo 3a Liapa /lyliaHa Be3yje ce U oArosapajyhu,
CJIO>KeHHU CUCTEM CUMOOJIa, acolivjalivja ¥ 3Hauewa. Mehy \HMa je ¥ Ha-
cnehe Ha Koje ce Haclama HUAaejHa (YjedHO U CaKpaIHO-TeOMOJIUTHUKA)
MaTpHIla Kojy HeKH’ ayTOpH 03HavaBajy Kao [ywaHos 3aseill (B. Stojkovic
2022), a Takohe ¥ MHUIIHja/IHA HUIeja (MCTOBpeMeHO U II0JIyoCTBapeHa
npakca) cioseHckol Tpehei Puma, Kojy je - 10 MepPOJaBHUM TyMadewhHrumMa
- 1iocse nmaga Cprickor apcrBa npeysena Pycuja (Bilington 1988, 79-80,
99-100; Todorovi¢ 2015a, 229-234; B. 1 Gr¢i¢ 2011, 191). I[IpuTom, ¥ caBpe-
MeHHU 3Hauaj Koju nocenyje Lipksa CBeTor Mapka, rmopep Opyrux passora
(ym. Hristi¢ 2011, 155-162; ZeCevi¢ 1973, 53), HEO[IBOjUB je O UNHK-eHHUIIe
Jla ce yIpaBO y H0j Hajla3e MOIITH Liapa [ymaHa. [IpemMa ToMe, y Be3H C
HaBeJeHUM CEMaHTUUYKHUM OKBUPHMaA, U OBIle OCPEAHO youaBaMo Beh
Has3HaueHy penanujy Tpehu Pum - Hosu H3pause, Ha KOjy Ce IIPUPOITHO
Hac/lamajy U ApyTe, moBe3aHe penanuje (Pycuja - Cpbduja, ceBep - jyr).

TokoM CBe TpU NPETXOAHO HaBeJleHe BeJIMKe JINTHUje, yCMEepPEeHe Ha
WCTH IJIaBHU MOBOJ - cOpeuvaBame ,EBpompajma“, Koju je JOKHBJbEH
Kao CBOjeBpPCHH ,0KyHaTOpCcKU Aedwuie” (B. Antoni¢ 2014, 257) - mecTo
OKyIlJ/bakha U TIOUETHY TauKYy JIMTHjCKOT 0OMUIacKa IpeaCcTaB/bao je mpoc-
Top ucnpen CadopHe 1ipkBe (mocBeheHe CBeTOM apxaHreiay Muxauiay) u
ITaTpujapiumje.

[IpaBal KpeTama TOKOM TPHY IIOMEHYTE, ITIOBe3aHe CTapodeorpaacke
JINTHje, Kao ¥ YeTBPTE KOja Ce Ha BhHX HaJloBe3aJia, yBeK je IIpaTHo (IpeT-
XonHO Beh HasHaueHy) CUMOOJIMKY KOja OM ce ca’keTo MoTIJjia IIpeacTa-
BUTHU OAPENHULIOM Cd 3dilaga Ha Ucitiok, oHOCHO - o CabopHe LIpKkBe
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/ Tlatpujapuiuje mo xpaMoBa CBetor Mapka / Pycke 1ipkBe u CeTtor Ca-
Be, mpeko Tpra CinaBHja (OOK je paHH]je, TOKOM CIIaCOBAAHCKUX I'PaiCKHUX
pocJiaBa, JIUTHja crnajaja BasHecewcky U CabopHY LIPKBY y CKJIOITY
KPY>KHOT oI1xo/ia), y3 0baBe3HO 3aycTaB/bakbe Ko ClIoOMeHHKa ImocBehe-
Hor CBeTtoM Lapy Hukosajy II PomaHoBy. [Ipema ToMe, 0OBAEe youaBaMoO
penanujy 3amaj - UCTOK, y3 IIOHOBHO HamalllaBawke ogHoca Cpbduja -
Pycuja (4 y3 JomaTHO Ha3HauvaBakbe OfHOCA jyTr — ceBep).?’ Kao miTo ce
jacHO mokasyje HaKOH JOJAaTHHUX U Ay0/bHMX pasMaTpama, HaBeNeHH ce-
MAaHTHUYKHU [TapOBH KOjH Cy U3[BOjeHU Y (hOpMaSTHOM CMHCIY UMaJiu Cy
CBOja, HEIIOCPeHO UCTaKHYTa, IOTKPEI/bemha y caipKajuMa IopykKa LITO
Cy BUILIECTPYKO OfalllU/baHE TOKOM JINTHUjCKUX OKYI/bakha.

BEOIPAZL KAO OZ1PA3 HOBOI JEPYCAJIMMA
- OCHOBHA 3HAYEHA N JTIATEHTHE MNMOPYKE

OcBeLTAaHN MPOCTOPHO-BPEMEHCKN KOHTUHYYM
1 Fe20B 3aBEeTHO-eCXATO/IOLIKM MPeg3Hak

Y ckilagy ca KOHOTalldjaMa BpeMeHa Kajla Cy HajHOBHje JIMTUje OLOP-
>KaBaHe - a y Be3U C BbUXOBUM BaHPEAHUM KapaKTepOM, MaCOBHOIIhY
U nopykama (y3 pasinuuuTe, npaTehe XpOHOIOLMIKO-eCXaTOIOWKE TIpe-
cTaBe, OpeMeHHTe BHUIIECIOjHOM CHMOOJIMKOM) — He MOKe ce u3behu
KOHCTaTalldja Aa je ped o gorahajuMa o M3y3eTHOT 3Hauaja U CIIellH-
¢duryHOr 3Hauemwa. [pyruM peurmMma, beorpaZickv MpoCTop je OBUM Haj-
HOBUjUM, U3PA3UTO MHOTO/bYJHUM, JIUTHjaMa Ha BpJIO yIevaT/bhB Ha-
YUH UpeocMUUukbeH U, ca CTAaHOBUIILITA YUECHUKA U OpraHu3aTopa JINTH]a,
HeTloCpelHO pecakpasiu3osaH. llITaBullle, OH je y CAMOOIUUKOM CMUCITY
IIOTEHIIUja/ITHO IIPOMOBHCAH U Kao HOBU CAKpAJIHU UeHlap, jeqHa BpCcTa
MeTadU3UUKOT CpelullITa cBeTa. M3 yriia oaroBapajyher mpucryia me-
TOBO IrpaZiCKo je3rpo, ¥ CTapo ¥ HOBO, OBUM j€& BULIECTPYKO CUMOOIUUKHU
OCBEIITAaHO U I0OHOBO 3ACHOBAHO HAa BeOMa jacaH U NeJIOTBOPAH HAUUH,
aJiv je pecakKpajiM30BaHO M IIKMpe cXxBaheHO je3rpo CPICKOT eTHUUKOT
npocropa. To je ocTBapeHO yIIpaBo IIyTeM JIUTH]ja KOje Cy ce TOKOM IIpeT-
XOIHOT IIepHroja onp>kaBasie mupoM LipHe I'ope, anu u 'y Penybuiiu Cp-
duju u Penrybnuiiyu CpIicKoj.

Kao 111TO je Ha3HauyeHO MyTeM BHIIlEe HIYyCTpaTUBHUX ITpHMepa, Opoj-
Ha obeJsiexxja U CUMOOIMUKO-PUTYaJTHM YUHOBH (Ca0dpa3HO TpUMapHUM

29 OBUM C€ PUTYQTHO-CEMAHTHUUKH YOKBUPYje U LIeJIOBUTOCT MTPOCTOPHUX MOTYhHOCTH,
Be3aHHUX 3a Pa3INYUTe CTPaHe CBETA, UHje Cy penanyje y BehuHHU TpaguLHja CUM-
GOJTMYKH HaTIalleHe.
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MaTpullaMa cpucke ugeje) yYMHUIIU Cy a ce beorpan U CpricKe 3eMJbe —
ca Xpamom CBeTor CaBe Kao HOBOYCITOCTaB/bEHOM II€HTPAJTHOM TauKOM
- MOTEHLUjaJIHO yoOirMde y CMHUCIY 3eMasbCcKor ofpasa Hosor Jepyca-
JIMMa, CpeJHUIIber CaKpaIHOT MPOCTopa of IyiodasHoT 3Havaja.>’ McTo-
BpPeMeHO, MaCOBHOCT U BpeMe OJiBHjarba HajBehux TuTHja - ¢ MOCeEOHUM
HarJIaCKOM Ha Ipa3HUYHOM nepuonay nocsehenom ITpecseroj boroponu-
1Y (BeJIMKOTOCIIOjMHCKH TI0CT) — IOJIaTHO Cy TTIpoMoBHcaau Beorpag Kao
CaKpaJIHU LleHTap (M Kao CBOjeBPCHU BOTOpOAWUYMWH rpaf, Io Ipeaamwy,
MecTo rocBeheHo Boxkjoj Majiiu), jemHO of K/bYUHHUX CpeAUIITa IIpaBo-
CJIaBHO-XpHUIIhaHCKOT CBeTa y jyrOMCTOYHOj EBpOMH, a/iki U y OMNIITUM
OKBHDHMA.

Kaza je peu o0 BpeMeHCKMM KaTeropvjaMa, o MU3y3eTHOT 3Hauaja je
Y KOHTEKCT CUMOOJIMKE MOBe3aHe Ca eCXaTOJIOWKHUM U KaJleHOapCKUM
CTpyKTypaMa M Lukiaycuma.?! U cagpskaju oBe BpCTe, MaZla HaU3Ien
HeHaMEeT/bHBO, HEYIIaA/bUBO U MOCPENHO, YIUIN Cy Y KOJIEKTUBHY CBECT
CPIICKOT eTHOCA U MOjaBUJ/IM Ce Y pasIuuyuTUM, MehycobHO moBe3aHHUM
U HCIpeInJieTeHUM BapHjaHTaMa.?? Bujio Kako OHJIo, yTHCAK je Ia HX je
TEIIKO OABOjUTH Of morahaja Be3aHMX 3a HajHOBHUja AelllaBama, OJHOC-
HO 3a ,JIMTHjCKH yCTaHaK", HOBY pecakpa/Ju3aliHjy U oIiiTe dyheme cpe-
OVIIBUX YIIOPHUILTA CPIICKOT ETHUYKOT ¥ IYXOBHOT IPOCTOpA.

Obenexxja ecxaTo/JOIIKMX OUEKUBamka U yKaduBamwa Ha HoBu Jepyca-
JIMM NPUCYTHA CY B Y CPIICKUM TEOJIOLIKUM, MUCTUUYKHM, T1a U KYJITYyP-
HUM, HQYyYHUM, YMETHUUYKUM U APYTUM U3pa3uMa y JeJuMa pa3HUX ay-
TOpa, Kao U y pa3HUM MEeOHjCKUM cafp>kajuma. [IoHOBHO O’KHBJ/baBakbe,

30 Kao mrto nokasyje Enujane, ,3a peJIUTHO3HOT YOBeKa, UpoCiop HuUje XOMOoieH, OH UMa
npeKuae, MyKOTHHE: TTI0CTOje AeI0BH MPOCTOPA KOjU Cy KBAJIUTETHO PA3IUUYUTH Of
npyrux” (Elijade 2003, 75).

31 O mojMmy ecxaitiomowlKol ¥ CPOIHUM HIiejaMa U IipefcTaBama B. perrMo y Kindi¢ 2016,
265-266 1 gasee. Y CTBapH, ,Ma KOJIHUKO ITpe/icTaBa O IIPOIIacTH CBETA MOTIJia OUTH y3-
HeMupyjyha, oHa je camMo HaJiMuje Bepe y I10jaBy HOBOT, paJHUKa/IHO IIpeodpaskeHor
cBeTa“, OMHOCHO - ,CBaKH KPaj je 3ampaBo HOBU mnoueTtak” (Kindi¢ 2016, 265).

32 TIpuMepa pafu, y 0BOM CMUCIY 1I0Ce6HO MIyCTpaTUBHA MO>Ke OUTH XpPOHOJIOLIKA Ma-
TpHUlla Koja ce y oArosapajyhuM mpencraBaMa Besyje 3a Jlecniota CredaHa Jlazape-
Buha, yreMmesbHUTesba beorpaga kao HoBe CpIICKe ITpecTOHMIle. HaBeeHa XpoHOIOMIKA
CTPYKTypa - yobsin4yeHa y BUAY jeqHe BpCTe ,IIPOpPOUYaHCTBa 6pojeBa” — UCTHUUE yIIpa-
BO 7532. TONWHY OJ1 CTBapama CBeTa Kao ,BeJIMKY IpekpeTHULY" (B. Todorovi¢ 2015a,
214-216; y moHeKJIe CINYHOM CHUMO0IUYKO-TEOTIOIUTUYKOM CMHUCIY YII. HA TIPUMED
u Zinovjev 1999). 1o T3B. ,,BU3aHTHjCKOM " (aJITEPHATUBHO H ,,CTAPOM CPIICKOM ") pauy-
Hamwy BpeMeHa - yIJIaBHOM Be3UBaHOM 3a 5508. rogyHy Iipe XpUcTa Kao IOUeTHY, WX
3a CpOZHEe XPOHOJIONIKe OKBUPe (B. Loma 2010, 21-25) - mpeTXoAHO HaBeJeHa rofuHa
Yy CTBapH OfroBapa CaBpeMeHOM IIepHUOAY. YII. U CTape CPIICKe eCXaToJIOLIKe U BUMa
cponHe npencraBe y Bojovic¢ 2004, 99-104, 60-64, 67- 69, 89-90, 32-34.
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Ie(pUHUTHUBHO yCTaHOB/baBake, IIPO’KUMAabe U CEMaHTHUKO [IOBE3UBALE
cseitiocasckol 3aseitia (y OJIMCKHUM pejialikdjaMa ca IIpencraBama o Ho-
BOM M3pawnsby, caspuleHoM Hapogy) U KOCOBCKOI 3aBeilia (Yuje je cakpas-
HO-IIPOCTOPHO yropuuite nmoapyyje Kocosa u MeToxuje, cseilia 3emMbd
UpBol ciielieHa) - a/lk U TIpaTehux, APYTHX 3aBETHUX HIEJHUX CHCTeMa
(ym. Todorovi¢ 2015a; Vidovi¢ 2021; Kovi¢ 2019, 13-47; Stojkovi¢ 2022) -
IIECUJIU CY Ce YITPaBO Y BpeMe B/IMCKO OHOM Koje je Ha3HaueHo Kao ,BeJiu-
Ka MpeKpeTHHIIA", IITO OU Ce TeIIKO MOTJIO Ha3BaTH ciay4vajHolnhy.® Ctuue
Cce yTUCaAK, HauMe, [1a je OOILJIO OO0 HEKUX BaXKHUX UEjHUX CaKUMama,
YHYTpallllbUX IIPEUCIITUTUBAKkA U CaMocarjeiaBamkha Ha HUBOY CPIICKE KO-
JIEKTUBHE IICUXE, IITO je IOBEeJIO U 10 BPJIO U3Pa’KEHUX CIIO/bAlIEbUX Ma-
HudecTanyja. Mehy srMa U beorpaz ca CBojuM AelllaBakbHMa, CACBUM
OUUIJIeSHO, UMa UCTAaKHYTO MECTO.

Ymecrto 30aBpLHOC OCBPTA

¥ cBaKOM C/1y4yajy, IpecToHU rpaz beorpap je - KUCTO Kao U, IUPOKO CXBa-
heHO, UCTOPHjCKO-UNEHTUTETCKO j€3rPO CPIICKOT eTHOCA — HAajHOBHUjUM
JINTUjCKUM [elllaBabMMa OlIeJIOTBOPEH, (pe)cakpain30oBaH U oboraheH
HOBUM IIOpyKaMa, uejama U eHeprujaMma. C TUM y Be3H, OOILLJIO je U
0 HOBUX MaHHU(ecTalHja y CKJIOMy ITpolieca HEeroBor MpeTBapama y
CaKpaJIHU LIeHTap, U3HOBA OCBEIITAHO je3rpo CBETOT MpOCTOpa — ca Ipe-
TeH3WjaMa [a NpefcTaBsba M oliwilie gyX0BHO cpeguuiilie, yrje (IIOHOB-
HO) IoBohemwe y paBaH CYW M UHCKOL/UipaBol ioCiojatbd TIPOU3BOAN HOBY
IpoCIOpHO-BPEMEHCKY PeaHOCU.

U paHyje je HamallaBaH 3ak/by4yak [a je OCHOBHA (pyHKIIH]ja JIUTH]ja
euxacHo objeguraBarbe UesIoKyilHe 3djegHule, y3 MOJIUTBEHO 0be36ehu-
BaHe U0BOJBHUX JKUBOUWIHUX yc1oBa (Todorovi¢ 2007, 192). IIpeMma ToMe,
coTugapHocill u ugeHmiuitieilicko (camo)iioitiBphusarbe MpencTaBbajy He-
Ke OJl IpUMapHHUX [[U/beBa JUTHja. lyDOKO yTeMe/beHe U Y CPIICKOj Tpa-
IWIIHMjHU U y IPAaBOC/IaBHO-XpUIThaHCKOj BEPH, JIUTH]je Cy Ce ITIoKa3ajie Kao
ejpukacHo opyxje y bopdu tipoiiuB akiiyesHUx UOKYyulaja geKkoHclpykK-
Uuje cpiickol ugeHuiuiieitia, TpaheHUX caBpeMeHUM MPEXHHM U KyJI-
TYPHUM PaTOBHMaA, aJIl ¥ CACBUM HEITOCpeTHHUM MPOroHUMa (B. PELIUMO
Antonic¢ 2008; Vladusi¢ 2019; Arsenijevi¢ Mitri¢ 2021). To je, ca moajen-
HaKOM ycrelnHolrhy, moka3aHo Kako Ha TpuMepy norahaja y LipHoj l'opu
(B. Demonja, Todorovi¢ 2021, 269-270) TaKo ¥ Ha NpHUMepy BaHPeIHUX
DeorpaZiCKux JIMUTHja.

33 V. o ipuHyuily ipaHuuHux tiepuoga y Todorovi¢ 2007, 207.
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Mewaun u newauke yamue y beorpagy:
AHTPOMNOJIOWKU OCBPT HA NPOCTOP,
MOOMIHOCT U YrOCTUTE/bCTBO Yy LIEHTPY rpaga’

Beorpap je mMpoTek/IHX [elleHHja J0XKHBeo 3HauajHy TpaHchopMalujy 1eH-
TpaJIHOT I'PaICKOT MOApyYja U Y CMUCITYy KOHIIMITMpaka CBe Beher 6poja jaBHUX
IIpoCTOopa y Ielilayke 30He, IPBEHCTBEHO 3aTBapamkeM caodpahajHulla 3a KoJi-
CKH IIPEBO03, T€ YCTAaHOBJ/baBahEeM I10jeJUHUX HOBUX LIETAUKUX 30HA. OBaj TpeH
nefecTpyjaHusalnyvje rpaiCKUX jearapa, MHULIUPAH CPESUHOM MPOIJIOT BeKa Y
EBpornu, CBOj je Hajjauu uspaxkaj y beorpagy mo>KUBeO 0CaMOeCETHUX MTOTIIYHOM
npeodpazdom KHe3 MuxanuioBe yaulle U lheHUM MOIVIOUaBakeM, a KaCHUje U
IIHMPEHEM LIETAUKOT NOApPYyYja Ha OKOJHHU CIJIET yauna. [loueTkom 21. BeKa
JloJia3| [0 MocedHOr yCoHa jefHOT KOMepliHjaJM30BaHOT BHUAA ,)KMBOTA Ha
ynuimn“, cBe Beher 6poja yroctute/bCKux objekata Ha 0TBOpeHOM. Ilocmegmbux
[IBaZleceT TOMHA CeKTOP YC/IyTa IIoCTaje jeqaH oA HajbUTHHUjUX Y TPAACKO]j ITPUB-
peny, Te yTOCTUTE/bCTBO U TypH3aM 3alloll/baBajy 3HavyajaH Opoj JbyaH, a jaBHU
rpajicCKy IIPOCTOP Ce CBe BUIIle IpuJiarohasa rmorpedbama ImoTpoiiaya OBakKBUX
YCJIyTa, ¥ CTAaHOBHUMKA I'pajia U BerOBUX rOCTUjy. BUIHO lIMpeme yTOCTUTEICKUX
objekara Ha jaBHUM IellIauKKUM OBpIIMHaMa y beorpazy oTBapa nuTama Npu-
opuTeTa y Kopuluihewy jaBHOT IIpocTopa. ¥ paay he ce pa3aMaTpaTH IMTamka Ko-
puithewa mpocropa, MOOHM/IHOCTH Telllaka U YyTOCTUTEJbCKE KYJTYPE.

KipyuHe peuu: iegecTpyjaHu3alivja, MOOMIHOCT Iellaka, yTOCTUTE/bCTBO, Y-
6aHa aHTpomnosioruja, beorpan

OBaj pap pe3yJTar je UCTpa>khuBaka CIipoBeieHOT Ha ETHorpadckom uHCTUTYT CAHY
KpO3 yroBop ca MUHHCTAapCTBOM IIPOCBETE, HAyKe U TEXHOJIOUIKOT pa3Boja Pemy6ivuke
Cp6buje 6p 4510368/202214/200173.
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Pedestrians and Pedestrian Streets

in Belgrade: An Anthropological

Take on Space, Mobility, and Hospitality
Industry in the City Center

In the past decades, Belgrade experienced a significant transformation of its
downtown area also with regards to an increasing number of public spaces
turned into pedestrian zones, primarily by closing roads for automotive
transport, and establishing new pedestrian zones. This trend of pedestrianization
of urban cores in Europe (initiated in the mid-20th century), found its strongest
expression in Belgrade in the eighties with the complete transformation of Knez
Mihailova street and its paving, and later with the expansion of the pedestrian
zone to the adjoining streets. With the beginning of the 21st century, a special
rise of a commercialized type of “street life” occurred - an increasing number
of outdoor restaurant facilities were established. In the last twenty years, the
services sector has become one of the most important in the city’s economy, and
the tourism and hospitality industry employs a significant number of people;
thus, the urban public space is increasingly adapting to the needs of consumers
of such services, residents and guests alike. The visible expansion of restaurant
facilities on public pedestrian areas in Belgrade raises questions about priorities
in the use of public space. This paper will examine questions of space use,
pedestrian mobility, and hospitality industries.

Key words: pedestrianisation, pedestrian mobility, hospitality industry, urban
anthropology, Belgrade

YBO/

Y Beorpazy je o Kpaja LiecAeceTUX roJMHa Mpoljiora Beka ypdbaHuCTHU-
Ka CTpyYHa 3ajefHHIIa [1oYesia ca [JIaHUpameM IIOCTENEHE NTefleCcTpuja-
HHu3alyje (eHr. pedestrianisation) Beher dpoja pyTa ¥ rpajiCKUX UeTBPTH, Y
CKJIay ca TalallllbMM €BPOIICKUM TPEeHIOBHMMa KOjU BUILIE HUCY allCOIyT-
HO IIPHUOPUTHU30BAIN MOOHMITHOCT BO3WJIa y TPaZiCKUM cpeArHaMa. HaupTu
Ccy npeABUbhasiu CTBapame Ayraykux Melavykrux TpaHcdep3asna Kpo3 rpaj
(rma u 3aTBapame 3a ayTOMOOHJICKHM caobpahaj HajcTapuje MyTHE Tpace y
rpany, Llapurpanackor/KparyjeBaukor apyma, Tafallimke yaule Mapiirana
Tuta go CinaBuje), U [OMHWHaHTHO IeLIaUuKX KapaKTep CpefHIlITa 3eMyH-
cKor Jlomer rpajia, jearpa T3B. lieHTpaJiHe 30He HoBor Beorpana (6/10Ko-
BU 24, 25 U 26), U cIjieTa yiauiia oko KHe3 MuxauioBe U BacuHe y 1ieH-
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Tpy beorpaga.! TloBehaBame Memauyke MOOUIHOCTHA KpO3 Irpall Tpedasio
je Tehu mapa’siesiHO ca pa3BHjalkbeM CHCTeMa OP30T IIMHCKOT TpajicKoT
(MeTpo) ¥ mpUTrpafCcKor jaBHOT caodpahaja. Ca HacTynaweM eKOHOMCKE
KpU3e ocaMIeceTux rofiuHa, OLYCTalo ce o aMOHUIIMO3HOT pa3Boja >Ke-
JiIe3HUUKor caodpahaja, ma cy ¥ IJIaHOBH MeNeCTpHjaHH3allMje UMILIe-
MEHTHUDaHU y MamkeM OIICEeTy, a JocaJallllb¥ BpXyHal] IIpefCcTaB/ba 3a-
TBapame 3a BO3WJia M MomjiouaBamke KaMeHoM KHe3 MuxaunioBe yaulie
u Tpra pemnydnrke. OCUM ITOMEHYTOT MOTe3a Ca HU30M OKOJIHUX YJIHLIA,
y Beorpany ce 1o maHac Kao JOMHWHAHTO eliauyke (HEIIapKOBCKE) 30HE
MOTY OIPENMWTH jOLI U y>Ka 30HA JJomer rpaja y 3eMyHY U YHYTPaIIHOCT
nojenuHUX 6s10KoBa y HoBoM Beorpaay (HajomociegHHje UMILJIEMEHTH-
paHo HIIp. ¥ Biioky 23). Kao ¥ y ApyruM rpajioBMa y BUCOKO U Cpele
pa3BUjeHUM 3eM/baMa, NlefleCTpUjaHu3alkja Ce IPOBOSH Ca LIUJBEM II0-
BehaHOr mpHCcTyna ¥ MOOW/IHOCTH Ilelllaka y oapeheHHM moapydjuMa,
pa3Boja TPrOBaYKMUX U OCTAJIMX JEeIaTHOCTH, Te M0D0/bIIaBakha JIOKAJTHOT
aMmObujeHTa 110 TUTaky eCcTeTHKe, yke, CUTYpHOCTH caobpahaja u aeposa-
rahema (Chiquetto 1997, 134). EdeKTH IefecTpyjaHU3allHje yIxlia ITpoy-
YaBaHMU Cy U y rpagoBuMa Cpduje (HIp. eKOJIOIIKH yCJI0OBHA Yy HOBOCAACKOj
neiaykoj 30HH, B. Vukajlov et al. 2015), a oBaliikba €eTHOJIOTHja/aHTPOIIO-
JIOTHja mocenyje ¥ Beh eTabinpaHy TpagUuLIUjy Ipoy4YaBama OKOTHOCTH
Y >KUBOTA YIIPaBO Y TPAICKUM TellIauKHUM ITPOCTOPUMaA — jellHa O]l IIPBUX
00MMHUX CTynVja ypdaHe eTHOJIOTUje/aHTPOIIOJIOTUje y Hac jecTe UCTpa-
>KMBame 0 IPOCTOPHOM ITOHAlllaky y MOTIIYHO MellladykoM HCTOPHjCKOM
jesrpy dybdpoBHuKa (Vucini¢ 1999). M 6eorpajcke Iemiauke 30He Ousie cy
npesMeT eETHOQHTPONOJIOLIKOT UCIIUTUBa®ka, M0CeOHO OHA LIEHTPAIHA Y3
KHe3 MuxauJIOBY YJIHITY: OBa Ilelladyka y/ixiia Ousa je jemaH o ¢poKyca
IpojeKkTa KOojH je UCTpa>kKuBao ,>KHUBOT yaulle” (B. Blagojevi¢ 2017), v ri1aB-
Ha rpajicka ITpoMeHaja UCTpa’keHa je U Kpo3 ymeTHHUUKe (Aksi¢ 2017,
Blagojevi¢ 2020) u TproBauke npakce (Stefanovi¢-Banovi¢ 2017) koje ce
y B0j ofBHjajy.? LleHTpanHa memavyka 30Ha beorpaza Tako je aHTpOIIO-
JIOIIKHY AeJTMMHUYHO MCITMTaHa Kao MPOCTOp Aorahama U OKyIbaka, a y
HacTaBKy OBOra TeKCTa OBaj rpafCKH IoTe3 Ouhe pasMaTpaH NPBEHCTBE-
HO Kao MPOCTOp KpeTama 1 OKyIJbaka.

! TIpenu3HUjU HALIPTH OBUX MPOjeKTOBaHUX NTeNIaYKUX PyTa ¥ 30Ha BUIJBUBHU Cy U3 yp-
DaHMCTUUKUX TJTaHOBA U3 OBOT mepHuoja (B. CBecke yaconuca YpbaHusam Feoipaga
1-67,1969-1981. roguHe, mocebHO CB. 46 U 51).

2 [lewrayke yaulle U MenIavuky IpocTopu y beorpany aHTpomo/IomwKky cy o6paheHu 1 Ha
IPYTUM MecCTUMa, HIIP. paf o ['ocrionap JeBpeMoBOj YUY Kao IPUBPEMEHO]j TTeay-
Koj ynuuy (Antonijevi¢ 2013), ¥ TEKCT 0 jeJHOM BpayapCKOM MellauKoM ILIaToy Kao
MynTU(DYHKIMOHAIHOM IIPOCTOPY 3a Iemake (Mitrovi¢ & Daji¢ 2018).
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JomaTHO pasBHjajyhu paHHje HaydyHe IIOCTaBKe, BecHa ByuuHuh
HemkosBuh (Vucini¢ 1999, 17-19) yka3yje Ha pa3/inunTe (pyHKIIHOHATHE
HHUBOE I'PaJiCKOT MpoCTopa, AUdepeHLIMpajyhu mpocTop forahama (Komek-
THBHE aKTHBHOCTH, OJJHOCHO Jorahaju Koju uMajy BaJbaHO medHUHHCAH
T0BOJ), TPOCTOP OKyIJbaka (30He KOMepLiHjasiHe, peJIUTHjCKe U IPYIITBe-
He aKTUBHOCTH) M IPOCTOP KpeTama (MTyTamke yoOHUuajeHOT KpeTama Jby-
II1); 3allba [Ba ITPOCTOPA 3ajeAHO YMHE TIPOCTOP aKTUBHOCTH. LleHTpa/iHa
nemayka 3oHa y beorpazy npencrasba MyJATUMYHKLIIMOHATHU IPOCTOD
Koju omoryhyje cBe oBe aKTUBHOCTH y YpPOAaHOM OKpYy>Keky, a UNHEeHU-
a Ja ce OHa Hajla3h Yy UCTOPHUjCKOM je3rpy M pelipe3eHTaTUBHOM Cpe-
noumTy (IJIaBHOT) IpaZia, MOXe je OOpelruTH U Kao ,[IPOCTOp pernpe3eH-
Taluje’, KyATypHOT U CUMOOJIMUKOT MIpeACTaB/bakha U CTAHOBHUIIMMA U
rocTUMa rpajza, a Koje ce Moyke IpOAYKOBAaTU U KpP03 YPOAHUCTHUYKO U
ApPXHUTEKTOHCKO ypeheme jaBHOT ImpocTopa (IITO je BUAHO Uy CPEAULITH-
Ma IpaZioBa y HallleM peruoHy; B. HIIp. Rihtman Augustin 2000; Radovic
2013; Bogdanovi¢ 2019). Y ciyuajy rpaicKux IIpocTopa Koju Cy yIJIaBHOM
nenecTpydjaHU30BaHM (KaKaB je 0Baj), pepe3eHTalHja, OKyIlJbaka U I0-
rahama yCJI0B/beHA Cy CAMUM KpeTameM Jby[H, U Mellauka MOOUTHOCT
npeAcTaB/ba MPENYCIOB OCTBAapUBakha CBUX OCTAJIMX MPOCTOPHUX (DYHK-
Oyja ¥ aKTUBHOCTU. KpeTame, 0OMHOCHO MOOUTHOCT Ce MOJKE TOCMaTpaTH
Kao Mpakca Koja cTBapa 3HaAuYemCKe CerMeHTe IMpocTopa de3 063upa Ha
KOPHULITEHO CPELCTBO MOOM/IHOCTH, OLZHOCHO Ka0 AUHAMHWUYKHA eKBHUBa-
JIeHT (3HauemCcKor/aHTpomnoJomkor) MecTta (Cresswell 2006, 3; Creswell
& Merriman 2011, 4-5). UcToBpeMeHO, GU3UUKU K 0OJIMKOBAHHU IIPOCTOP
He IpeJiCTaB/ba CaMo MMOAJIOTY WJIM TyKO CPEACTBO 3a KpeTamwe, Beh ce pa-
¥ O HEIIPEKHWIHOM M ABOCMEPHOM ITPOLIECY, U TaKBU ITPOCTOPU YUeCT-
BYjy Y CTBapamwy MOOHJIHOCTH, aJId Cy U CTBOPEHH IIpakcaMa MOOHJIHO-
ctu (Cresswell & Merriman 2011, 7). JemHaKko Tako, CBAKOAHEBHO KpeTarbhe
TOIYT XOAaka 1 lIeTakka OHO je Koje MHTerpuile 0cody, ceharbe, HCKyCTBO
U KpajosiuK, ctBapajyhu tako mecto (Lorimer 2011, 251). Kako Mapk Oxke
(Marc Augé) HaBoH, ,TeMa IlIeTHhe U JIUYHOCT IlleTayua YCKO CY II0Be3aHHU
ca CJIMKOM Tpaja: leTkha, HACyMHUYHO JIyTalke IpagoM, ITpeicTaB/ba HU3-
pas HecItyTaHe cjioboze y ypdaHOM OKpHJBY*, a cJioboAa y rpagy ©UMa CBOj
THOTIIyHHU U3pa3 y CIIOHTAaHOM H300py IyTame, HUUMM ofpeheHoM mpa-
BIy meTwe (Oze 2005a, 168). TuMe 61 ce MOIJIO TBPAUTH Ja CY IIPOCTO-
PU KpeTara 3HaUYemhCKka MecTa Beh U caMUM UMHOM KpeTamwa (y caydajy
Nelavykux yaulla Xohawa U LIETHE), YaK U aK0 Ce y BbUMa He OIBHjajy
Iorabaju U He Bpllle OKyIl/bakba.

Y HacTaBKy he ce pa3amaTpaTd LleHTpaj/iHa Iellayka 30Ha y bBeo-
rpaay Kao IIPOCTOp KpeTara M OKyIlJbakha, U TO CIIeIU(HUYHO Y OOHOCY
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Ha jefHY UCTaKHYTy aKTUBHOCT KOja ce 00aBsba y H0j — YTOCTUTEIBCKY.
[Ipenn3HUje, padMmaTpahe ce KapakKTepHUCTHKe MellauykKuX yInulia y IeH-
TPy I'paza y OOLHOCY Ha YyrOCTHUTe/bCKe 00jekTe Ha OTBOpPEHOM (pecTo-
paHH, KaduhH U c/1.) Koju y HajHOBHje moda paje ToToBO liejie TOIHHE,
U ogHOC u3Mely ABe aKTUBHOCTH - KpeTama IMOMEHYTHUM yaWLlaMa u
OKYyIlJbaka Yy OBaKBHM YIOCTHUTE/BCKHM OﬁjeKTI/IMa. MobunHocT U Ma-
XOM CeleHTapHO OKyIlJbake Yy 00jeKTHMa Ha OTBOPEHOM HaZlOMywY]y Ce,
aJIM YeCTOo M CKy00sbaBajy y IPOCTOPHOM M COLIMOKYJITYPHOM CMUCITY, U
Ha cTpaHHIlaMa Koje cjielie IIpeJIMMHUHApPHO he ce pasMmaTpaTH OBakKBe
CBaKOJHEeBHe ypOaHe Ipakce y KOHKPETHOM ITPOCTOPY LieHTpaJIHe Iie-
mnmayke 30He beorpaza.

MEWAYKN MPOCTOP KPETAHA 1 OKYTIJbAHA

Ynuua Kuesa Muxauia ca HEKOJIUKO OKOJTHUX YJIUIA OLJTYKOM I'pafiCKUX
BJIaCTH KOHAYHO je 3aTBOpPeHa 3a peJOBHHU KOJICKM caodpahaj 28. HOBeM-
O6pa 1975. roguHe, H Y OBHX CKOPO IefeceT ToAHHA Ilellauka ce 30Ha
TOCTEIIEHO LWIHWPH, LITO je CYKIeCUBHO ITpaheHOo U NOoIIoYaBakeM OBHUX
ynuia. [lo cpenuHe 2022. rogvHe, IeHTPaJIHA ITellayka 30Ha odyxBaTaia
je KHe3 MuxauioBy (Kao OKOCHHILY IleJleCTpHjaHH30BaHOr IIpoCTopa) U
napasenHe ynulie: Yuka Jbyduny, llapa Jlaszapa u OdunuheB BeHall HbU-
XOBOM UHMTABOM AY>KHUHOM (a Mapiasna bupjy3oBa feioM Tpace), Te TpU-
HaecT yJIula yIpaBHUX Ha oBe.> OBaj MpOCTOp Ha/la3U Ce CKOPO Y LIe0C-
TH Ha IOAPYYjy MeCHe 3ajeqHUIle Bapolll Karuja, OMHOCHO HEKaJAIIKBer
TpagUIIMOHAJIHOT KBapTa Bapoi (Bapoiiku KBapT). Ped je 0 HICTOPHjCKOM
je3rpy rpaza Ha rpedeHy W CaBCKOj MaAWHU YHyTap HeKaJallker IIaH-
11a, Te 0 JaHAC TOTOBO M0Jjia ITPOCTOpa Hekafallwke deorpajcke Bapouu
npeAcTaB/ba IMeIayKy 30HY (a ITOCToje Ueje U 3a BeHO AJajbe IPOLINUDH-
Bame). On moda perysycarma OBOT KBapTa I10 HaupTuMa EMuirjaHa Jocu-
MoBHha y IpyTroj MoJIOBUHU 19. Beka, HOBompoceueHa KHe3 MuxauioBa
yJIv1la OCTeleHo O¥MBa KOHLIENTya/lIu30BaHa Kao jelHa Of pelpe3eHTa-
TUBHUjUX I'PaZICKUX PYTa, Ca IPUMapPHOM TPTOBAaUKOM (PYyHKIIHAjOM UHMeE
je mpeyseJsia IpUMarT of, Tafalibe JlydpoBauke yiuile, naHac Kpaspa I[leTpa
(Radovi¢ 2014, 58-69). KoHTUHYyHWpaHa KOHIIeHTpallkija KoMeplHujaiHe
U MOCJIOBHE aKTHUBHOCTH TOKOM JelleHH]ja MoBehasa je aTpaKTUBHOCT

3 TlapuujasiHO WM y LIeJIOCTH MedeCTpHUjaHUu30BaHe Cy A0 IMojoBUHe 2022. morpey-
He ynuue: CpeMcka, Jlase ITauya, Mapka Jleka, 3Mmaj JoBuHa, Hype Jakmuha, Byka
Kapannha, 1300 kariapa, Yckouka, Hukone Criacuha, Jenujcka, TOINIMYUH BeHal],
Kpaspa Iletpa u PajuheBa, Te Cmacuhes 1posia3, AKajieMCKH I1aTto ¥ Behu meo Tpra
pemny6iuKe.
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KHe3 Muxau/oBe U OKOJTHUX YJIMIIQ, IITO je BOAWJIO Ka IT0pacTy ryCTUHE
CTaHOBaMa MU CTermeHa H3rpaheHOCTH, Te Ka noBehaHOM 3aKpuemy
Melavykor v Kojickor caodpahaja. [TomoBruHOM 20. BeKa TO je Beh 3HaUMJI0
U yBehaHe caodpahajHe, ekoJiomiKe U HHPPACTPYKTypHe ITpodieMe, U
nmefgecTpyvjaHyU3alidja OBOra Iojapyyja 3a LW/ je UMajla U CaHUupambe
OBaKBUX ITOTelIKoha. 3aTBapame KHe3 MUXauoBe U I0jeJUHNUX OKOJTHHUX
yJulia 3a Bo3Wjia LIW/baJio je ¥ Ka ypdaHoj peBUTa/IM3allyjy OBOTa IToApyyYja
(CZIMYHO Kao ¥ y MHOTUM [PYTUM €BPOIICKMM IpaZjoBHMa y TO foda)
U OWI0 jedaH o4 MHCTpPyYMEHAaTa 3allITUTE OBe aMOHWjeHTa/IHE LeJINHE
U apXUTEKTOHCKHX crioMeHHKa Kyatype (Kovacevi¢ 1978). lleTa/bHU
ypOaHUCTUYKHM IIJIAHOBU U CTyOHje U3 CefaMOeCeTUX U O0CaMIEeCETUX
rogvHa UCTHLlaJie Cy IPUMapHO TProBauKU KapaKTep OBe 30HE — MAaCOBHO
WCIIUTUBAKke CTAaHOBHHMKA beorpana - mocetunana KHe3 Muxauiose U
OKOJTHHUX yJIUIIa, TOKa3aJio je Aa ,CKopo TpehrHa UCIUTaHWKA HAaBOAH Aa
je 3a KHe3 Muxan/j0By HajKapaKTepUCTHUHUje IIPHUCYCTBO BeJIUKOT 6poja
TPTOBHHA; Kao ciefehe KapaKTepUCTHUKE HAaBOJE Ce KOP30, MIeTaJIULITE
u 6nu3uHa KajleMermaHa“, a Kao IJilaBHe (yHKIIHje ITpero3HaBajid Cy
ce obaB/bame TProBHHe (UeTBPTHMHA MCIIMTAHHWKA) U IIeTHa (MeTHHa
ucnurtaHuka) (Banovic¢ & Jaksi¢ 1978, 16-17). IcToBpeMeHO je 0Baj IoTe3
mebhy BeorpahaHrMa 610 ¥ U3pa3UTO IIPEIlO3HAT/bUB U OUTAaH CErMeHT
ypbaHOT UIEeHTHUTEeTA: OH je BUheH Kao ,IlleHTap rpaaa, ayia beorpama”
UHTUMHOCT M IIPUCYTHOCT HheroBe Cy KapaKTePUCTHKE, U ,MOIJIO OU ce
3aK/by4yuTH ga KHe3 MuxauioBa UMa CBOjy CTaJIHy ydJIUKY, a y3 To (5e3
BeJIMKe Ipellike) [a je caurbaBajy CBHU CTaHOBHUIIU Beorpaaa“ (Banovic
& Jaksi¢ 1978, 16-17).

Y nocnenmUM LelleHHjaMa COLMjaTMCTUYKE enoxe Mmemavka 30-
Ha KHe3 MuxauioBe yJ/iHlie MpeAcTaBsbalia je par excellence mpocTop
KpeTamwa, IIPOCTOP OKyIJbakha U MPOCTOP pernpe3eHTallkje Tafgallker
JIaBHOT rpajZia JyrociaBuje. TproBHHa U LIeTHa OWJie Cy Haj3acTyIl/be-
HHje aKTUBHOCTU Mehy BeHHUM MOoCeTHOLIMMA, U Tpedasio je Ia menec-
TpHjaHH3allkja yHalpeau oBe (GyHKIIMje, ajlkd U Ia pa3BHje modaTHe:
noBehaBame cagprkaja KyJIType U YMETHOCTH je IMOCTaB/beHO Kao jeaH
of IuJbeBa, Kao U oborahrBamwe yrocTUTes/bCKe TTOHYIe (0BO M Ha OCHO-
By HMCTpakMBama MpedepeHlidja NOCeTUIAllA Tellayke 30He), MOorja-
BUTO CTUMYJIUCAKEM ,MAJIOT YTOCTUTEJbCTBA", A/l U OTBApakeM OJTO-
Bapajyher dpoja pecropaHa u KadaHa (Banovi¢ & Jaksi¢ 1978, 18-19).
[Tox ManuM yroCTUTE/bCTBOM IIPEBACXOLHO CY Ce MO pa3yMeBaId yroc-
THUTEJbCKHU JIOKAIU (II03HATH IOJ HAa3zMBOM Kaduhu) Koju cy HeroBaiu
,CAfé KyNnTypy" Koja je cefaMOeceTUX U OCaMIeCETHUX TOJAMHA [ O>KUBJ/baA-
BaJla YCIIOH y rpany (3a nmpBe Kaduhe y Beorpagy cMarpajy ce JIOKaJIk
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YIIpaBO y Mellaykoj 30HU - 3/diiHU iatialiaj y JakiinheBoj, ¥ [axepuja y
HOenwujckoj).* JuBepcuduKaliija akTUBHOCTU Y OBOM IOAPYYjy Tpedasio
je ma yHampenu MpoCTOp TaKo Ja 3ap>XH CBOj KOPUAOPCKHU (MelIaukKu
crioj mpuMapHo usMmehy KanemermaHa u Tepa3suja) ¥ IpoMeHaagHH Ka-
paKkrTep, Te Aa AobHje joll KBaJIUTETHHje TProBUHCKe (yBehaBame dpoja
CIellhjaJu30BaHUX U YHUKATHUX IIPOJaBHHIIA), KyJITypHE (rajepuje,
KYJITYPHH LIEeHTPH U CJ1.) U YTOCTUTEJbCKe cazpkaje.> Cama KHe3 Muxau-
JIOBa y/aHLa je JoKUBesa (GU3NUKy peHOBaLlWjy NOMJI0OYaBakbeM LPHUM
TPAaHUTHHUM IUIOoYaMa Koje je 3aBpiieHo 20. oktodpa 1987.

EBonyniyja u peBUTanu3alnja oBe rpajicke 30He je MmakK CYyIITUHCKA
duna onpeheHa, 0JHOCHO mopeMeheHa paTOM U APYIITBEHO-eKOHOMCKHUM
IpoMeHaMa Of TIoyeTKa JeBeJeceTUX roguHa: CaHKIUje U IPpUBPESHU
CYHOBDpAT CY JUPEKTHO y3POKOBAJIU ONlaZlathe U OCUPOMalllehe caaprkaja
KOMepILivjajiHe [eJIaTHOCTHU Y 30HU KOja je 3aMUIJbeHa Kao eKCK/Iy3UBHa
(3a mTa cy erseMnsiapHH 3aTBapakbe U Npoliajakhe KyJITHHUX TPTOBAUKHUX
panmHu Kao WTo cy Iastepuja CebaciuaH, AMgopa, Jyioexctiopit, podHa
kyha Muitiuh u gp.). PeripeseHTaTUBHO IIETAJIHIITE je Yy YCIOBUMaA [Je-
dopmucane ypdbaHusanuje U TUCHYHKIIMOHATIHOCTHU IPaACKUX PyHK-
nuja (Vujovi¢ 1997, 23-69) ciabo 1Ta Hyouao y KOMepIHjaJTHOM CMHUCTY
KaZla ce TPTOBHHA Y BEJIMKOj MEDH ITpecesinia y CUBe TOKOBE, CBe Uellhe
Ha Te3re U nujalie.

IleMoKpaTcKe IIpOMeHe U [Ipyra ¢asa TpaH3uliHje HakoH 2000. TonrHe
JIoBeJie Cy 10 TIOCTEITeHOT OTIopaBKa TPTOBAauKe aKTUBHOCTH Y IENIaYKOj
30HH, a joll MPOMYJI3UBHU]jOM Ce ToKa3aja U YyroCTUTE/bCKA AeJIaTHOCT
KOja ce UCIIOCTaBUJIa U Kao BPJIO U3AP>K/bUBA TOKOM [ieBelleCeTUX roH-
Ha 20. Beka. Y nocaefwkuX ABaZeceT TOAUHA Iellauke yIUulle Y LIeHTPY
Beorpaza mocrasne cy oM BeJUKOM Opojy Kaduha M pecTopaHa, TOMH-
KO [1a Cy TIojeiWHe YyJIHIle U JOMHUHAHTHO YyIrOCTUTE/bCKE (Y CMUCITY [a je
BehrHa paamu y BbMa yroCTUTEJBCKOT KapaKTepa) - y YunTaBoM beorpa-
Iy MaJIo YTOCTHUTE/BCTBO YBEJHKO je MOCTaJIo ,BEJIUKO YTOCTUTEbCTBO,
YTOJIMKO LITO Ce flaHaC PaAH O eJIaTHOCTH Koja 3allolll/baBa BeJIMKHU 6poj
JbyOU U OCTBapyje 3HaTHe MpoduTe. YOIIIUTEHO OU Ce MOTJIO TBPAUTH Oa
je tmaBHU Tpaf Cpduje y 21. BeKy TUIIMUYAH TTOCTMOAEPHU rpap, ycaen
II0CTOjama XUBOT TPKUIITA HETIOKPETHOCTH, IIPeAy3eTHUUKOT ¥ MHBEC-
TUTOPCKOT MOHOIIOJIa Y Kperpaky ypdaHMX caaprkaja, 0ACyCTBa jaCHO
IedrHHCAaHUX YpOAaHUX MOJUTHKA U TIPEBAJIEHIIHje YCIYKHOT CEKTOpa
(B. Petrovi¢ 2009). I'pagoBu ocTMoAepHOT foda 3aCHUBAjy Ce IPUMapHO

4 O kacduhuma y Beorpaay y mpBoj ITOJIOBUHU 0CaMAeCeTHX ToarHa B. Duskovi¢ 1984.
5 JletaspHO B. YpbaHusam Beoipaga cB. 48 (1978).
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Ha MOTPOIIH (a He MPOU3BOAKH) Aodapa U yCiIyra, a yoIyre Koje ce CBe
BUIlle KOH3YMUDPaAjy y Beorpany yroctutesbCcKor cy Kapakrepa (u3mehy
OCTaJIOT U yCJIe[, CBe U3pa’keHUje TYPUCTU(DHUKALIH]j€E), IUTO Y HEKUM CITy-
YajeBMMa Mo>Ke OUTH U jefaH ol oAmyuyjyhux ¢pakTopa pa3Boja rnojeau-
HUX I'PaAcKux noapydja. [Iponudepanrja pasHHUX YTOCTUTE/LCKUX 00je-
KaTa yCJIOBJbEeHA je ¥ BbUXOBOM (IIOCTMOJEPHOM) KapaKTepHU3aIl[HjoM Kao
LKYITypaJHUX JIOKallUja", IpU UeMy Cy peCTopaHH, 6apoBH U CIMYHH JIO-
KaJI¥ TIOBe3aHM ca KyJATypOM M TYPHU3MOM, ca ,KBAJHUTETOM XXUBOTA", TE
Cca MMHIIOM I'pajia Kao LieHTpa Kyatype (Zukin 1995, 155). 3Hauaj yrocTu-
TeJbCTBA Ko areHca ypdaHOT JKMBOTa U JUHAMUKE MOXKE Ce Y aKTyeTHOM
TPEHYTKY IPUMETUTH U Y [IEHTPA/JIHOj MeNIauK0oj 30HU YyIIPaBO Y OJHOCY
Ha TPTOBUHY Koja je Ay>ke o[ cTosieha 6uia Hajmpero3HaT/bUBUja Jesat-
HOCT OBOT mofpydyja. Bpoj yroctute/sCKUX odjekaTa CBE BHUIIE OYHEE
napupaTy 6pojy TproBruHa, MocedHO ca TPEHAOM Cejbelha TPTOBauKe Je-
JIATHOCTHY y HOBoH3rpaheHe HaMeHCKe 00jeKTe, a OHAjIIpe Y TProBayke
(mmomuHr) HeHTpe. JJoK y camoj KHe3 MHXxanioBoj yIUIIH U AaJbe II0OCTOjU
Behu 6poj mpoagaBHHIIA pa3/IMUKTe BpcTe pode Hero Kaduha, pecTopaHa
U XoTesia (mocedHO y HeHOj jyrOMCTOYHOj MOJIOBUHHU), Y CyCEIHUM Iie-
IAUKKUM yJdllaMa TO HUje Hy>KHO ciyuyaj. CBe Behu yaeo yrocTuTesbcke
Y OOHOCY Ha TPTOBAUKy aKTUBHOCT y OBOj 30HHU 3rOAHO WIYCTPYje UHIbe-
HHIIA [Ia Y 3rpajii HaMeHCKHU u3rpaheHoj 3a podHy Kyhy y Kpaspa Iletpa
16 (jemaH on Hajmo3HATHjUX MpHUMepa cellecHje y beorpaay; ayTop apx.
BukTop A3pwuesn) cazia rociyje kageTrepHrja Koja 0dyxBaTa BHIIIE CIIPATOBA.

YTH1aj 3aMaxa yrOCTUTE/bCTBA jOL je BUAJPUBHU Y CAMOM jaBHOM I1€e-
LIAYKOM ITPOCTOPY OBE 30HE, Ha IVIOUHULIMMa lheHUX yiulla. Behuna so-
KaJia y lIeHTpaJIHOj I1ellauyKoj 30HH IIoceayje U T3B. balllTe, OHOCHO CTO-
JIOBE, CTOJIM1IE, MOHEKA U HAMEHCKH ITOCTaB/beHE eCIJIaHALE, Te APYTH
MOOMIMjap KOjH je CTaB/beH Ha caMy YJIHILY, IpH UeMY Ce Y HajHOBHje [10-
Da 0BO UecTO jaBJba M Kao LIeJIOTOAUILIbA ITpaKkca (peslaTUBHO bdare suMe
Te MOOW/IHU WX (PUKCUPAHU I'Pejaur omoryhaBajy paZ OBaKBUX OallTH
U MHMO TOIJIMjUX MecelH). [TocTaB/barhe OBAaKBUX DAIITHU PETY/IMCAHO je
OLJIyKOM HaJJIEXKHOT TPaJICKOT OpraHa,” HO Kako MeIWju U3BELITABAjy,
II0CTOje C/IyuajeBH BhUXO0BOTI CMelllTama U be3 omodpera, Te Ha ITOBPIIH-
HU Behoj of 3aKyIybeHe. YIIPKOC NPELIU3HUM ofpendama U 3aKyITHUHHU
KOja HYje MaJjia, YAHU Ce Kao [ia T3B. DAIITe Ha YJIHIIe CMEIITajy CKOPO CBU

6 3a mpumep 6eorpaacke CaBamarie B. HIIp. Petrovi¢ & Backovi¢ 2019; Radovié¢ 2021.

7 HajpeueHTHHja ofyka je u3 2021.1., 0b6jaBmeHa y CiyxbeHom siucily I'paga Beoipaga
9/2021 (,0Omyka o MmocTaB/bakby DAlTe YTOCTHUTE/bCKOT 00jeKTa Ha TepUTOpHju I'pa-
na Beorpapa“).
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YTOCTUTEJbCKH 00jEKTH KOjH ITOCTYjy Y IIELIAaUKOj 30HH, U OBa (I10f)BpCTa
(KoMep1Mja/JTHOT) MIPOCTOpa OKyIJbakha Mpey3ruMa CBe Behy MOBpLIHMHY
YKYITHOT TIPOCTOpa Ielmaykux yiaulia. lliTamMrnalu U UHTEPHET MEIUjU Y
Beorpany cnopagWUyHO MTOCTAaB/bajy MHUTahe CBPXOBUTOCTHU OBOJIUKE TyC-
THHE YTOCTUTE/bCKMX 0DjeKaTa y jaBHOM IIPOCTOpPY, HCTUUyhH Kao HajBehe
MambKaBOCTH yMalewhe IIPOCTopa 3a Xofame (TpoToapa y peryJapHUM
yJiMilaMa), DapKWHTa, JOCTYIHUX 3eJIeHUX IOBPIIKWHA, U Ap.. Opwucta,
mosioBUHOM 2022. roguHe Opoj jiokasia Ha OTBOPEHOM je DMO0 M3HHMaH:
Ha OCHOBY Iperjiefa yaulla y 30HU Kues Muxausiose y jyiy 2022, MOTJI0
ce 3aK/byYUTH [Ia je CBaKa Iellauka yjiulia (YK/b. TPT, IJIaTo, U IMposias),
ocuM BHUX ABe (Cpemcka u 1300 kamapa), UMaJia Makap jeqHy dalTy
Ha oTBopeHOM.’ [lojequHe yiulie Cy y OBOM IepUOAY UMaJie U KOHTUHY-
upaHe ,balITeHCKe" ITpocTope MehycoOHO CIIOjeHUX JIoKaJia Iy>KWHE 0KO
neneceT MeTapa (KaTkaj v BUIIe), TOHeKa ] ABopeAHe. [TocebHO rycT pac-
nopeJ YrOCTUTE/bCKOT MoDMIHjapa (a KOju KOpeupa U ca pa3MellTajeM
JioKaJla y ’FUXOBUM 3aTBOPEHUM TIPOCTOpPHMaA) Y OBO foda 6uo je y yiu-
mama 3Maj JoBuHOj, Bype Jakmuha, Byka Kapanuha, Hukosne Cnacuha,
Yckoukoj, Jennjckoj, TommuuruHOM 1 O6uinheBOM BeHILY, Te Ha CBE UETH-
pHy cTpaHe yKkpiuTawka KHe3 Muxausose u Kpasea IleTpa. [IojenuHu cer-
MEHTHU HEKUX IelllauKUX yJIulla Cy BU3YeJTHO TOTOBO U HENIPEIIO3HAT/bU-
BU Kao y/aulla (ITa YMHU Ce U 3aTBOPEHU 3a KpeTame Iellaka, HIIP. KPaj
ynuile [lapa JIazapa usmehy PajuheBe u Kpaspa IleTpa), 1 yciien BelrKe
TyCTHUHE YTOCTUTE/bCKOT MOOM/IHUjapa NojeAMHU TPAaKTOBH Iellayke 30He
BHUIIIE OJ1ajy YTHUCAK BEJIMKOT pecTopaHa Ha OTBOPEHOM WJIU YHYTpPAILIKET
JIBOPHUILTA IPaZiCKOr 610Ka HETO YJIULIE.

OBakBa cuTyallMja yKa3yje Ha TO [1a je yrocTure/bcka (pyHKIIHja 1me-
LIaykKe 30HE laHaC Y HajMa®y PYyKy paBHOIIpaBHa Ca OHOM TProBauKoM,
IIOCJIOBHOM U KYJITYPHO-00pa30BHOM, LITO KpajeM ITPOLILJIora BeKa HUje
duo ciaydaj. Ca ommTUM nmoBehawmeM TypUCTHUKOT IpOMETa M 3Hadaja
YTOCTUTEJbCTBA Y TPAACKOj IIPUBpPENH Yy 21. BEKY, OBO je MOX/la U OUEKHU-
BaHa AuBepcudHrKallMja aKTUBHOCTH Y CAaMOM LIEHTPY I'paja, IpU YeMy
Tpeba MMaTH Ha yMy [a U [0 HajHOBHjer Aoda 30Ha KHe3 MuxausioBe
mehy Beorpahanuma ¢urypupa Kao jeqaH o OUTHHUjUX UAEHTUTETCKUX
MapKkepa rpazaa (B. Spasi¢ 2020; Bogdanovi¢ 2022). OBakBo yBehambe yroc-

8 B. HIIp. TeKCcT A. Popovié. 2018. ,Na bastama kafi¢a profitiraju svi osim Beogradana.”
Danas 18. 4.2018.

9 TIpu ueMy Cy y 0BO Ao6a y IIOMEHYTe ABE YiHlle GHiie BpLIEHE MOMpPaBKe U PEKOH-
crpykuuje. Takohe Tpe6a MMaTy Ha yMy a 6poj ¥ MOBPUIMHA OBAaKBHX JIOKajIa Ha OT-
BOPEHOM MOYKE BapHUPATH.
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TUTE/bCKE aKTUBHOCTH 3aCUTYPHO KOpPerpa ca pacTOM TyPUCTUYKE IPUB-
pene, IIpyU yeMy nelradyka 30Ha (y3 KasemergaH) ripefacraB/ba obaBe3aH
eJleMeHT TYPUCTHUUKe MOHYJE I'Paja Y BeroBoM LIeHTpaJIHOM heity. Ho,
noBehaH 3Hauaj yroCTUTE/bCKE aKTUBHOCTU Ha OTBOPEHOM aMOUBaJIEHT-
HO yTUYE Ha MellauyKy 30HY Kao IIPOCTOP KpeTaa — BeJIhKa I'yCTHHa Pec-
TOPAHCKOT MOOW/IMjapa y Melravykoj YUK CMaBkyje KOpUAope KpeTama
IpoJia3HHKA U ITIOTEHLIMjaTHO MOXKe a yCMePH ITojeAUHe XoAade Ha YJIH-
e Koje HUCY 3aKpuyeHe JIOKa/JIMMa, HaKO UCTOBPEMEHO U CAMH YTOCTH-
TeJ/bCKM 00jeKTH MOT'y OUTH MOTHB KpeTaka U JIojlacka y Mellayky 30HY.
YOuTaH je U O0HOC HeKada Apyre HajOUTHH]je KapaKTepucTruke KHe3 Mu-
XauJIOBE y/IUIIE, LIeTAJUIIHE (IIeTayKe, TPOMeHAHE), CA MACOBHUM ITPU-
CyCTBOM JIOKaJla HA OTBOPEHOM Ha CAaMUM TelladyKUM pyTaMa - OHH MOTY
npencTaB/baTh HaLOIMyHY 00M4ajy IeTamka Kpo3 TPajCKU LIeHTap, ald U
npernpeKy U ogBpahame ofl TpoMeHaie ako ce TPOCTOPU OKyIlJbama (J10-
KaJIi Ha OTBOPEHOM) M ITPOCTOPH KpeTamwa (Tpace Kpo3 IMelIayuKe YIHULE)
crmallvjaJIHO ITpeBUllle Mpeksarnajy. OTBOpeHH YJIUYHU IPOCTOP HaMy4dyeH
JIOKaQJIMMa MOXKe Pa3/IMurUTO YTULIATH Ha KpeTame Iellaka (M meraya),
U TIOjeIUHU aCleKTH OJHOCA CeJeHTapHOCTHU U KpeTarkha y OBAaKBOM IIe-
LIaUYKOM MPOCTOPY HaKpaTko he ce paamaTpaTh Ha OCHOBY pa3roBopa ca
MOCETHOLIMMA Y )KUTe/bMMa LIeHTPaJ/IHE Mellavyke 30HE.

PESEPBHA IHEBHA COBA Y JABHOM TMPOCTOPY

Y niepuony oA moveTKa alipuia 10 Kpaja HoBeMOpa 2022. rogrHe odaBibe-
HO je 44 TIoJIyCTPYKTypHpaHa pa3roBopa ca MOCETUOLIMMA U CTAHOBHHU-
OuMa nemavke 3oHe KHes MuxauioBe ynule y beorpany u lbeHe Helo-
cpengHe okonuHe. MHTepBjyHu Ccy ypaheHH ca meceT IoceTu/ialla joKajia
Ha OTBOPEHOM Yy Temaukoj 30HU (BeorpahaHu Koju He >KUBE Y Hajy>KeM
LIeHTPYy I'paja), AeCeT CTAaHOBHUKA I'PaZCKOT MOApPYyYja y KOjeM ce Hajla3u
30Ha!'’ (BehuHa wHX Takole MoBpeMeHO nmocehyje oBakBe jioKasie), IeBET
CTyfeHara ObMMXKbHUX (paKynTeTa KOjU pefOBHO 00Miia3e JoKajle y Ie-
LIQUKOj 30HH, ¥ IeTHAECT 0c0oba 3aIi0Cc/ieHHUX Yy OBOM JiesTy rpafa (o[ Kojux
LIEeCT BbUX IOBPEMEHO WJIH PENOBHO Mocehyje u yroctuTesbcke odjeKkTe y
neumaykuM ysauliaMa, a MeT cy ocode 3amocieHe y TUM 00jeKTHUMa, CBU
KoHODapu).!! Y cBUM pa3roBoprMMa Ca CarOBOpPHULIMMa JHUCKYyTOBAJIO Ce

10 Tne cBM CaroBOPHHUIIU M3 OBe Ipylle HUCY HAacTalkeHU HMCK/bYUHUBO Yy MEeNavykoj 30-
HY, Beh ¥ HelITo WIKpeM NOAPYYjY y3 30HY (o CTymeHTCKOr Tpra fo Ilom JIyKuHe U
BpaHKoBe yuIe).

11 CaroBopHULIY Cy 6uH 06a 1osa (BehrHa myuikapiiu), crapoctu 20-71 ronuHe. Pasro-
BOpH Cy y YeTHPH HaBpaTa OW/IY IPyIIHH, 060aB/bEHU 32 CTOJIOM YTOCTUTEIBCKOT 06jeKTa
ca Bullle ocoba McToBpeMeHo. BehrHa nHTepBjya je 1 6uiia o6aB/beHa Y CAMHUM JI0-
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0 MOTHMBHMMaA 3a IPpOBOhewe BpeMeHa y Mellaykoj 30HH, aKTUBHOCTHUMaA
Koje ce y 1,0j 00aBJbajy, a TocedHO 0 HopaBKY Yy JIOKAJIMMa Ha OTBOPEHOM.
Ocum rpyrie CTaHOBHUKA KBapTa ¥ UETBOPO 3al10CJIEHUX Y OBOM [ieJly I'pa-
Ila, CBM OCTa/IM MH(MOPMAHTHU Cy WU MPOBOAUJIN CI000MHO BpeMe WU
paiuIN Y YTOCTUTE/bCKHMM 00jeKTHMa Y ITelllaukKoj 30HH.?

Kako je Beh npuka3aHO y NpeTXOOHOM MoIiaB/by, KHe3 MuxauioBa
ca OKOJIMHOM je 1o Kpaja 20. BeKa Mely ctaHoBHUIIMMAa Beorpana Haj-
vewrhe 6M1a nepUUIIMpaHa Kao IIPOCTOP y KOMe ce 0daBbajy TPTOBHUHA
U LIeTHa, U ca HH(pOpMaHTHMa je pa3roBapaHo y KOjoj MepH OHH maHac
MIPaKTUKYjy OBE aKTUBHOCTU Y KUCTOM TOM IIpocTopy. lako ce U laHac oBa
rnenravyka 30Ha KOPHUCTU U Kao TPrOBAYKH U ITPOMEHAAHHU ITPOCTOP, OBE
AKTHUBHOCTH HHCY BUCOKO HCTaKHyTe Mely caroBOpHHUILIMMa Kao MOTHUBH
3a DopaBak y Ielnraykoj 30HHU. JaKy MOTHBALIHjy 3a leTawke KHe3 Muxa-
UJIOBOM M OKOJIMHOM 32 UCHUTAHUKE KOjU >KUBE, paje UIU CTYOUpPajy y
OBOM KBapTy MO>KJa U He b1 Tpebdasio oueKUBaTH IOLITO OHU CBOjy CBa-
KOIHEBHITY IIPOBOJie Y OBOM eIy rpajzia, Ho udHeHahyjyhe je 6o ga je
caMo [IBOje MCIIUTaHUKA KOjU >KWBe BaH LleHTpa (a JoJjase y KBapT 300T
dopaBKa y JIOKaJiMMa) HaBeJsIO A MellauykKy 30Hy PENOBHO KOPUCTE U 3a
metame.'* BehrHa McnMTaHMKa MakK HABOJAU [ia Cy LieTaJu 30HOM KHes
MuxausioBe Hajuelrhe y 3MMCKOj CE30HHU y 00a HOBOTOOUIUUX U DO-
>kuhHHX cajMoBa U MaHHGecTalyja (y KojeM ciiydajy MO>KeMO TOBOPUTHU
0 aKTUBHOCTHUMa Yy TelIaykKoj 30HU Kao MPUMapHO MPOCTopy Jorabama, a
Mame KpeTamwa). [Jeo caroBopHHUKA (YK/by4yjyhy U BehHHY CTaHOBHHKA
OBOT MoApyYja) AeJie yTUCAK Aa HeobaBe3HY LIETHY 30HOM 4Yellrthe mpak-
THKYjy TTIOCETHUOLIM Irpajla U TYPUCTH, a pehe cTaHOBHULIM Beorpazna, u

KaJIMMa O YHjoj ce yIoTpe6u HaueJTHO AUCKYTOBaJIo0. [ToITo y30paK HUje CTpaTUdH-
KOBaH (CeM KpOo3 roperoMeHyTe UeTHPU OCHOBHE KaTeropuje CaroBOpHUKA), y BUIIIE
MaxoBa pa3roBOD je 3alI0YUHa0 CIIOHTAHO Y YTOCTUTEJLCKUM 06jeKTHMa. Perpyraiiuja
MCITUTAaHHUKA je MJIAaHCKY HajBHUIlle 06aB/baHa 3a rPyNy CTAaHOBHHKA [TOCMaTpaHe 30He
¥ BeHe 6J1H>Ke OKoJIMHe (MeTOAOM TPYIBeE).

12 Ca nocetronuMa 30He KHe3 Muxau/ioBe y/aulle KOjuMa je jeqHa of 6UTHUjUX aKTUB-
HOCTH OHJIO U LIeTame, HUCY 06aB/beHU pa3roBOPH jep 10 TAKBUX CAarOBOPHUKA HUCMO
ycnenu gohu. Ilpemaa 3acUrypHO II0CTOjU CHTHU(HKaHTaH 6poj rpahaHa Koju niaH-
CKHY U LIeTajy MNenaykoM 30HOM, BbUX HUCMO YCIIeIH KOHTaKTHUPATH. JelaH o1 pasyio-
ra OBOT HefjoCcTaTKa MO>Ke OUTH UMBeHHUIIA a Cy Pa3roBOpH 06aB/baHU IIPETEXKHO Y
JIETHHUM MecCellMMa, a U3 pasroBopa ca UCIIUTaHULMMa (YK/b. ¥ 3aII0C/IeHe Y JTIOKaIU-
Ma) IpodHUINCca0 ce yTHUCaK a LeTHa rnonjaodyaHoM KHe3d MUxauioBOM U OKOJTHUM
yaullaMa BEpOBaTHO HHUje YecTa Ha BUCOKUM TeMIlepaTypama y JHEBHO foba. Orcep-
Balyja y/iulle y HOhHUM caTHMa y TOKY jieTa yKasasa je Ilak Ha TO la 3aCUTypPHO UMa
U 3HaTaH 6poj eTaya Koju kop3upajy KHez MuxaunoBom (Ha CJIMUHO yKa3yjy U pa-
[IOBH KOjU cy obpahuBasiy TeMy yJIMUHUX YMETHHUKA y OBOj YJIUIIH).

13 3a HAIlOMEHY B. IIPETXOHY (PyCHOTY.
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HEKOJIMKO BHUX je CAMOMHHIINjaTUBHO BepdaIM30BasIo fojaM O BPJIO Ty-
PUCTUUYKOM KapaKkTepy came KHe3 MuxauioBe yjiaulie, OMHOCHO BbUXO0BOj
HepLEeNLHjHU la Ce 0BOM YJIMIIOM Y 3HaTHOM Opojy 1ieTajy U Kpehy cTpaHu
rocty. TproBUHY Mak y melraykoj 30HU 0baBbajy CBU HHGOOPMAaHTHU KOjU
Cy TIOCJIOM U >KMBOTOM Be3aHHU 3a 0Baj Kpaj rpaZia, HO KOJ CaroOBOpHUKA
KOjU X¥Be u3BaH lleHTpa, KHe3 MuxauioBa ca OKOJIMHOM HUje Iepliu-
nUpaHa Kao IIPOCTOp y KojeM 6u ITprMapHOo obaB/baiv KyIIOBHUHY. Y pas-
rOBOPY OKO ITPOCTOpPa OBaKBe BPCTE MOTPOLIE, KOJ BehHMHe CarOBOPHHU-
Ka M3 CBHIX I'pyla ce HCKPHCTAJHCAJIO0 Aa Cy BpJIo M0oOpo ImpujaroheHu
Ha KyIIOBHHY Yy TPTOBauUKUM (IIIOMHHT) LIeHTPUMa, U BehrHa npedepu-
pa TProBUHY Y TAaKBUM KOMMOAKTHHUM, 3aTBOPEHHUM MPOCTOPHUMA YMECTO
Ha rpaZICKUM yiullaMa, la ¥ y Nellaykoj 30HU KaKkBa je oBa. YUHU ce a
je Hekafallha JOMUHAHTHA OJIMKa OBOT LIEHTPa/IHOT IIPOCTOPa, HheroB
TPTOBAuYKM KapaKTep, AeJIMMHUYHO MOAH(HUKOBaHA U CKpajHyTa Y OTHOCY
Ha Apyre MpOCTOpe MOTPOIIke y rpany.t

[IITo ce TUUE YyTOCTUTE/HCKUX ODjeKkaTa y melllaukoj 30HHU, BeJiiKa Behu-
Ha caroBopHHUKa uX mnocehyje (jenHa rpymna uHdopMaHaTa IIpefacTaB/ba
CKYTIMHY KOja ¥ [I0J1a3! y IelllayKy 30Hy MpHUMapHO 300r Jiokaja), ¥ TO
TOKOM UHWTaBe rOAWHE, a 3HaTHa BehuHa u npedepupa dHopaBak y T3B.
bdamraMa Kama je To Mmoryhe. CaroBOpHHIIH KOjU palle ¥ CTyaupajy y 30-
HHU U HeHOj OKOJIMHU YEeCTO CY Kao jefHy O IMPeAHOCTH paja U yyemwa y
LEeHTPY I'paja eKCIUIMLIMPAIN yITpaBO MHOT0OpOjHOCT Kadea, pecTopaHa
U IpYyTrUx odjekaTa KOojHu CiIy>kKe muhe U XpaHy - y JIOKaJle 0BU HH(POPMaH-
TH PEIOBHO MY Yy TOKY [aHa, y Tlay3aMa HJIH I10 CBpLIETKY obaBe3a, U3
passiora coljyjaausaliyje, onylika UM rpexpaHe. Bullie ucrmuraHuKa 3a-
MOCJIEHUX Yy LIEHTPY r'paZla HaBeJIo je Ja yTOCTUTEe/bCKe 00jeKTe KOPUCTH U
Kao MecTa IMOCJIOBHUX CyCpeTa U cacTaHaKa, MoHeKaz ux npedepupajyhu
3a OBaKBe aKTUBHOCTHU y OJHOCY Ha ypeJ[CKe IIPOCTOpe y KOjumMa pale.
MHoru obuiase yrocTuTe/bcke 0djeKTe U HOhy, a JleceT UCIIUTaHUKA je
HMCKa3aJio jacHy npedepeHIHjy 3a JIoKaJle y Ielllaykoj 30HU y OLHOCY Ha
c/r4YHe objekTe y IPYyTUM KBapTOBHMMaA CTOTa LITO Ce HUXOBe dallTe Ha-
Jlase y IOTIYHO IEMIayKoj YU (IITO YIJIaBHOM HHUje Cy4daj Y IPYTUM
IleJIOBUMa IIUper leHTpa rpaza 1 gasbe). leHepasiHo cy ce UH(pOpMaHTH
BPJIO IIOBOJBHO U3paskaBaJIU O JIOKaJIMMa Ha OTBOPEHOM Kao IPOCTOpUMaA
OKyI/balba, a jeAUHHU KOjU CYy UMaJIU Pe3epBUCAHUjU CTaB 10 OBOM IIU-
Tamky OW/IH Cy CTAaHOBHULIY TMellauyke 30HE (U TO HE CBU, BbHUX CEAMODO).

14 JTakako, 30Ha KHe3 MuxauioBe yJIHIIE je ¥ TPOCTOP CTAHOBaHa, IT0C/I0Bamka, 06pa3o-
Bama U KyJIType, HO OBH aCIleKTH HHUCY Y (DOKyCy oBOTa paja ¢ 063upoM Ha TO Jia ce
MIPBEHCTBEHO pa3Marpa IIUTamke yIoTpe6e jaBHOT IIPOCTOpa IEIIauKe 30HE.
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JKutespH y>Ker LIeHTpa Cy IIOMHUBbaIX ITpodjieMe Kao IITO Cy YyecTa dyka
U Ty>KBe Ha YJIHIIM, KaTKaJ OTeXKaHa MPOXOJHOCT yjIullaMa y KojuMa cy
DamrTe, MpeBe/JIUKH OPOj JIoKasia Ha MaJIOM POCTOPY, IP/baBIUTHHA, jell-
HOM je IIOMHWEaHO ¥ UeCTO IIPUCYCTBO IIpocjaka UTh. Ho, U y ciiyyajeBUMa
KaZia cy UMaJiM MojefWHe 3aMepKe Ha YTOCTHUTEJbCKe 00jeKkTe Ha OTBOpe-
HOM, OBH UCIIUTAHHULIY Cy Y BehHHH cIydajeBa MaKkap MOBpeMeHO dopa-
BUWJIM y BbMa M3 pasJjiora coliMjajn3alivje Win obefoBama. JeqHa UCITH-
TaHHILA je HaBeja a y3 NIPUBWIETH]Yy )KMBOTA y CAMOM LIeHTPY Ipaja
Uy Y Ty>KBa Y >KUBOCT KOjU Cy HEYMUTHH, aJIM Ha Kpajy Hajuelrhe ummak
MIpHjaTHH, IOK je jemaH UCIIHUTAaHUK, KOjH peJOBHO IHje IMuhe U IpYy>KHU ce
y JIOKa/ly y OJIM3UHHU CBOT JOMAa, pPeKao [a je TO ,Kao Ja UMall pe3epBHY
IHeBHY cody I1ojl IIp030pOM CTaHa"

UuTaB HU3 ,pE3EPBHUX JHEBHUX CO0Da“ pacmpoCTpJIO Ce MO yJIrullaMa
relrayke 30He, a Kpo3 Koje Tpeda [ia 1Ipohy ¥ cTaHApH U TOCTH Y BUIY I1e-
maka. IucKycHja ca caroBOpHULIMMA O MUTaky KpeTamwa Kpo3 MojefuHe
yJivile ca T3B. balllTaMa HajBHUIllEe Ce AOTUIIaa BbUX0OBUX JIMUHUX UCKYC-
TaBa Ha IMM0jefWHHUM pyTaMa KOojuMa cy mpoJsia3uin. Kao He3rogHa 3a 1me-
aveme Io cydjekTUBHOM ocehajy Hajuemrhe noMumwaHa yiula duna je
Huxkosne Criacuha (cegam myTa), a HaKOH e YCKouKa U JlejirujcKka (1ecT
nyTa). Mako HMCY CBHM 3Ha/IM KaKO Ce TaUHO 30BYy yiHlle, BehrHa ux je
JioLlMpaJia 10 Ha3uBY JioKaJla y buMa. CaroOBOpHULIY Cy U3BELITaBaJIH Aa
Cy Y OBHM yJHLlaMa ITIOHeKaJ UMaJIu ocehaj cTellleHOCTH u3Mehy yroc-
TUTEJbCKOT MOOM/IMjapa U 3UA0Ba 3rpaZa, a HEKOJIUKO yTa je UCKas3aH
YTHCaK IOTITYHE 3aTBOPEHOCTH ITPOCTOPA y/IHIIE KaJla Ce palllpe BETUKHU
CyHLI0OpaHUY M3Ha[ CTOJI0OBa (,yONILITe HeMaM ocehaj fa caM Ha yJIHLY,
Hero Kao Jla caM y HeKaKBOj IIPOCTOPHjHU Koja je Ha oTBopeHOM"). Ocehaj
CKYYEHOCTH M I'y>KBe Ha MelladyKUM ,[Iposa3umMa”“ y OBaKBHUM yauLlaMa
M3peKsia Cy ¥ ABa KOHODapa Koju cy pagehu 3HaIM Aa C/Iy4yajHO HajleTe
Ha rnemake.!® YCKU ¥ YyJHHU MpOJia3y 3a KpeTambe Iellaka y yauiama ca
T3B. DaliTaMa Cy TakKohe CIIOMHIbaHH, 11a je jeqHa UCITUTaHHIIa Temayd-
KM 11posia3 Ha ObunmnheBoM BeHIly u3Mehy nBa pema damTH (Koje cy Ha
obe cTpaHe y/ulile) yIiopenuia ca MOOHOM ITMCTOM, a TOCTE THX JIOKaJia
ca myb/IMKoM , KOja MOHaKO Hajuelithe MOTPH KO MMPOJia3y OCTalluMa yJiu-
ne“. HapaBHO, HMCY CBU UCIIMTaHULIU UMaJId OBaKBa MUCKYCTBa U YTHUCKE,
HUTH je YMTaBa Iellayka 30Ha IMOTIYHO 3arylleHa JIoKaJikMa Ha OTBOpe-
HOM, aJIl MOXXe Ce TIPUMETHUTH Aa Cy TI0jeAUHU N eJI0BU MellauKUX yIriia

15 TpaZCKy MPOITMCHU HalakKy HajMamwe TPU MeTpa pasMaka 3a Ipojia3 y CJIydajy Imo-
cTaBJ/bakhba T3B. 6AITH Ha IIPOCTOP Y/IHIle, HO MU OBAaKBH ITPOMUCH 3HAjy ce 6;1aro 3ao-
6uhu roMuIakeM CTOJIOBA HAa OTBOPEHOM.

| 89 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

MOJK[Ia YaK ¥ HEYCJIOBHHU 3a KpeTame Iellaka 3a Koje Cy UCTe Te Meuay-
Ke yJIvile KOHIIUITHpaHe.

[MapamokcasHO (MU MOXKIIa UTTaK OUeKWUBaHO), HEKOJIMKO ITyTa CY UC-
TH UHGQOPMAHTHU TOBOPUJIM KaKO y yJAHUIlaMa KOje Cy OITHMCAaIh Kao He3-
roiHe 3a KpeTame yecTto bopaBe y JIOKaJIMMa, ¥ la UM je TIpHjaTHO Kama
cy TaMmo rocti. [lepcrieKTUBa cellekha U KpeTama (Xofmama) MOTIYHO je
Ipyraudja uako ce 60paBH y 3alIpaBO UCTOM (jaBHOM H OTBOPEHOM) ITPOC-
TOpY, moceSHO CcToTa IITO Ce Y JIoKaJiiMa obaBsba U COLIMjaIM3aliyja, ITo
IIpU XO[amwy cajla YeCTo HHUje ciiy4aj. Kako je ¢ moyeTtka IIOMeHYTO, Kpe-
Take YJIUIOM (U Y TPYITH) COLIMjaTHO KOHCTPYHUIIle IIPOCTOP CTBapajyhu
KyJTYpHO3HAUEHhCKO MEeCTO, ¥ COIlHjaJiHe ITpakce MOOUIIHOCTH JbylH Y
ypbaHOM OKpY>Key U Aasbe OIICTajy Y CABpeMeHOCTH, a CBOj Cy U3HUMHO
pa3BHjeH 00JIMK HAa OBUM IIPOCTOPUMaA HMaJie (a MoHerne U fabe UMajy)
Y UHCTUTYLIUjU Kop3oa (B. Gavrilovi¢ 1984; Vucini¢ 1999; Banovi¢ 2014;y
Beorpany, u To bam y KHe3 MuxauioBoj, B. Vucini¢ & Antonijevi¢ 1998),
KOjH ce MO’Ke 03HAQUMTH U Kao (AHTPOTIOJIOIIKO) MeCTO par excellence. Kon
CaroBOpPHHKA KOjH CYy PEIOBHH ITOCETHOIIH JioKajia (IPUTOM JIoKasia Ha
OTBOpPEHOM), IlIeTHA (M Y APYIITBY) HHUje OUjla 4eCcTo MpaKTUKOBaHa (ay
pasroBopy ca MjiahuM MHGOPMaHTHMa [IOIIJIO Ce JI0 CII03Haje Aa Behu-
HH HIID. HUje MMo3HAT KOHIIENT KOp30a), U HajBehH Jieo colivjasiu3aldje u
(counjanmHOr) OKyI/bakha 00aB/ba Ce y YTOCTUTE/bCKHUM 0bjekTHMa. Kako je
U paHHje IIpHKa3aHo (B. HIp. Banovi¢ 2014), riojaBa u yBehaBame dpoja
CTaTUYKUX, YK/bYUyjyhU U yTOCTUTEJbCKE OTILIH]je 3a OKyIl/bakhe U COIHja-
JIM3aliyjy, BOOH Ka c1adiberhy MOOMIHKX 00/IMKa Colijanr3alije (IomyT
KOp30a HIp.). Y3Me JIU ce OBO y 003Up, cBe Beha 3aCTyIJbeHOCT JioKasia
(ykpyuyjyhu ¥ oHe Ha OTBOPEHOM), Y Melllaykoj 30HHU y LIEHTPy Ipaja,
MO>Ke Y3pOKOBAaTHU CMakere (opMU OKyIl/bakba U COIlUjaiu3alitje Koju
ce obaB/pajy y MOKpeTY, Te YYUHUTH Ja yJirile 6yay MaJjio Mambe IPOoCTop
KpeTama | IIPOTOKa JbYAH, a BUIIIE ,pe3epBHe JHeBHe cobe” 1Mo/ 0TBope-
HHUM HeboM.

3AKJ/bYYAK

TeHOeHLIMja Oa ce jaBHU npocTtop y beorpany HajMu WM [aje Ha KO-
pultheme MPHUBATHOM KallUTaly, Y LieHTPaJIHOj Iellaykoj 30HW HalllJla
je ompas y cBe BeheM 0pojy T3B. DAIlITH, YTOCTUTE/bCKUX 0bjeKaTa Ha OT-
BOpPEHOM, CMEILITEHHUX Ha IVIOUHHIIMMA Mellauykux yauia. OBakBa pe-
KOH(UTypali¥ja IpocTopa MPBEHCTBEHO HAMEWKEHOT 3a KpeTame Iella-
Ka Takohe je U pe3yiTaT HeosudepasiHe JIoTHKe ypbaHOTr pa3Boja Koja
MHBECTUTOPUMaA M Mpeay3eTHHUIIMMa Hajuelrhe IperyiiTa UHULUjaTH-
BY y CTBapamwy ypdaHUX caapyKaja. TypucTudHrKalirja v IIpoIIyJI3UBHOCT
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YTOCTUTEJBCTBA y EKOHOMCKOM, @ M KyJITyPHOM >KUBOTY beorpaza nosena
je mo mpoJikdepalidje jioKaja Hajpa3IHUUTHjUX BpPCTa Y YUTAaBOM I'pa-
oy. Y LIeHTpY je TO MO>KAa M HajouuTHje 300T BaHpeaHe KOHIIeHTpallHje
YTOCTHUTEJbCKHMX 0DjeKkaTa, a IITO MpeACcTaB/ba 1 JIOTUUAH UCXO[ CJIMNYHUX
€KOHOMCKHUX TIpoIleca KOjUu Cy eBUAEHTHPAHHU y CPeNHIITHMA I'PajoBa y
pa3BUjeHHMM 3eMasbaMa KpajeM 20. Beka. Buie Hero Heku npyru (ypda-
HHU) KPajoJrIIH, TPAACKH LIEHTPU Hy[e OUeBHUAaH KOMeHTap CTPYKTypaJl-
HUX IpOMEHA Y MOCJIOBHUX UKJIIyCa — LEeMHAYCTpUjaiu3anuja, MOCI0B-
Ha JelleHTpasn3alivja v pa3Boj TP>KUIITAa HEKPETHUHA OJTOBOPHH CY 3a
KpeaTHUBHY JEeCTPYKIHjy I'PaACKUX CPeIUIITA Y MHOTHUM 3allafHUM I'pa-
moBuMa (Zukin 1991, 179-180). CIMYHO TOMeE, CAaMO Ca TPAaH3UILIHUjCKUM
(3a)KallmemheM, U3rpaflhba HOBHUX IIOCJIOBHHUX 3Tpaja U KOMILJIEKCA BaH
LeHTpa ¥ KOHLIeHTPHUCake TProBayke OeIaTHOCTH Y HOBOMOAUTHYTUM
LIOIIHHT IIeHTpUMa (4ecTo Ha JioKallkjaMa ITpomnaiux ¢adpuka), y He-
KaZallike II0CJI0BHE M TPTOBUHCKE IIPOCTOPE CTapor Aesia rpaja AoBesa
je pasuuuTe BPCTe YTOCTUTE/CKHUX JIOKAJIa, ¥ TO TTapajie/iHO ca aKTyeJ-
HUM CTpaTervjaMa CTBapamka HMHUIIa BUOPAHTHOT U 3a CTpaHe rocTe OT-
BODEHOT rpaja.

Wnak, HUje oBa peKOH(pUrypallvja LieHTpa pe3yjaTaT caMo aKTyejaHe
eKOHOMCKe U CMMOOJIMUKe KOHjyKType IrpaZa Koju je Ha pyboBHUMa
r1odasiHuX IIpolieca, Beh je jemHHUM [1ejIoM yTeMe/beHO U Ha SKUBOTHHUM
CTUJIOBHMaA U APYILITBEHUM OKOJTHOCTMMaA OBIALIKer noaHedpa. KadaHa,
Kadwuh, pecTopaH, 1a U T3B. balllTa, HUCY CaMO DU3HUC ITPOjeKT Beh uMajy
U CBOjy KYJTYPHY M CollMja/JIHy (pyHKIIHjy - AHpHU JledeBp (Henri Lefeb-
vre) cdfé BUOY ¥ Kao MEeCTO CyCpeTa Koje craja Jbyae npeMa ofpeheHuM
adUHUTETHMA U CTUMYJIATUBHO je3rpo COILIMja/IHOT >KMBOTA, OJIBOjeHO
on roponuuHe U mociaoBHe cdepe (Lefebvre 1991, 41; Kosti¢ 1982, 107).
Kadane, kaduhu, dapoBH, IpencTaBbajy KOMyHHUKAI[MOHE ,[IPOCTOPE
MOJEPHOCTH", TpOCTOpe oapeheHe ,Kao HELITO LITO ce Hajla3u Apyrne’
Y OIHOCY Ha OKPY’KeHe IIpeMa KOjeM je yCIoCTaB/beHa AUCTaHLa (Tpaf,
nopoauna, mocao)” (Oze 2005a, 144-145). TakBa BpcTa (COLIMOJIOUIKOT)
,Tpeher Mecra“y oBoM fie/ly CBeTa UMa U Ja/be OUTHY COIIHjaIHY (PyHKIIH]Y,
a y 6eorpaicCkoM KOHTEKCTYy MMa U CBOT CTAapor mpeTka (KadaHy) U
KacHHUjer HacinenHHKa (Kaduh).'® [Iok ce 3a KadaHy Moxke peh fa je y ouTu
nosiako 3ajsasehu Tpehu mpocrtop 20. BeKa KOju ce MPOCTOPHO HajBHUIIIE
oTesioB/byje y CKkafap/ivju, leroB HacieqHUK Kaduh u gasbe (HaKOH CKOPO
remeceT rogvHa of pohera) mpeAcTaB/ba Mpeosiahyjyhy yctaHoBy 3abaBe

16 O kadaHU y fomaheM KOHTEKCTY B. ceMUHaTHO fesio Dordevi¢ 2012.
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U coudjanusanuje y beorpany, a \eroBu JIOKall¥jCKU KOPDEHHU BEXY Ce
ynpaBo 3a KHe3z MuxauioBy ca HEIIOCPEAHOM OKOJIMHOM. YHubeHHUlla Ja
ce baw Ty noraha npeTepaHa eKCIlaH3HWja YTOCTHUTEJbCKE AEe/IaTHOCTH Ha
jaBHOM (T1e1IaukoM) ITPOCTOPY, He CBEJIOUH CaMO O ITPOAOPHOCTH KalluTaia
U TypUCTHU(HUKALIHUjU Tpafia, Beh 1 0 maske mocrojehoj (JIokasHoj) moTpedu
3a TpehuM MecTuMa 0OBe BpCTe.

Kaduhu, pecTopaHu U CIUYHHU YTOCTUTE/bCKU 00jeKTHU Hajuelhe
npencraB/bajy U MPOCTOPHO JIOLMpaHa U BPeOLHOCHO oApeheHa MecTa
y CMHCIY Kako mecTto oapehyje M. Oxke (Oze 2005), a HICTOBPEMEHO CY
U ,KOMYHHKaIIMOHU mnpocTop” (OZe 2005a, 144) ¥ mMpOCTOP OKyIL/baka
(Vucini¢ 1999, 17). EBUAEHTHO je Aa y ciaydajy (umeHTpa) Beorpaga
OHU YBEJIMKO IIpey3HuMajy 3HAaueHmhCKY, KOMYHUKALIMOHY U COLHjaIHy
GYHKIIHjYy HeKaJa pallupeHHjux (IpymHUX) IIeTHH (M Kop3oa), LITO
KopeJsiupa ca IpeoBsahyjyhuM KyJTYpHUM M MOTPOLIAUKHUM XUBOTHUM
CTWUJIOBHMaA 3a[bUuX AelieHHja. Ho, y KOHKPETHOM C/Iy4yajy LieHTpaiHe
Melravyke 30He OBaj COLlMjaTHO-3HAUehCKU KBAJIUTET Kaduha U CTMYHUX
YTOCTUTE/BCKUX JIOKaJIa MOKe OUTH OeporupaH yIpaBo HHUXOBOM
panugHOM eKCIaH3UjoM (M Ha jaBHOM MeNIaykKoM IIPOCTOpPY) — BbHUX0Ba
nposnurdepalija NOTeHIIWja/THO BOAY Ka TOME J1a OBaKBH jaBHU MPOCTOPU
OKyIlJbaFha YMECTO MeCTa MOCTaHy ,HeMecTa“. YHHU(OpMHU3allHUja U
LIUpEmE Cy EBUIEHTUPAaHU Kao ypOaHU MPOLIECH KOjU Y OKOJTHOCTUMA
HaJMOJIEPHOCTH CMawyjy pejlallioHe, KOMYHUKAIIMOHE U UIeHTUTETCKE
KBaJINTeTe ypOaHUX ITPOCTOpa U rpajzia reHepasiHo (Oze 2005a, 173-174).
[IpeTepaHo mWIUpewe, ¥ OpOjUaHO U IPOCTOPHO (HA OTBOPEHOM YJTUYHOM
MIPOCTOPY), YTOCTUTE/CKHUX JIOKAJIa MOXKE 1a CTBOPH HE caMO 3aKpueH Beh
U HEIVCTUHKTHUBAH jaBHU NpPOCTOp Oe3 jaCHUX CBOjCTaBa WJIM MOCEDHUX
3Hauema Koja My npupaajy rpabanu. Y TakBom ciaydajy Beh okpmeH
OpOCTOp MOOMJIHOCTH M TMellauke KOMYyHHKalHje (Koja je yriaBHOM
u3rydbusa paHUjy COLHjaJHy (PYHKIHjy) U3TyOHO OM U 3HAUEHCKH U
peslalluOHM KBA/JIUTET KOje CeleHTapHO OKyIl/bakhe y KOMEepPILHjaTHUM
JIOKaJIUMa MO>Ke a uMma. CaTypupaHOCT ypOaHOr OKpy>KeHmha OBAaKBUM
JloKaJiIiMa MO>Xe MMaTHU 3HauewmCKe edeKkTe He caMO Ha CTaHOBHHUKE
HEero ¥ Ha rocTe rpajia - UakKo Ce YWHHU Jia je y OCHOBHU BPJIO ,JIOKaIHA"
COoILlMja/IHA MHCTUTYIIHja, pecTopaH, bap uiu kaduh Cy cBe BUIIIE U MECTO
OpOKMMaka TPAaHCHALIMOHAJTHUX EKOHOMCKHUX M KYJITYPHUX TOKOBQ, ILITO
CBe BHIIle ofipehyje CBEeYKYITHO MUCKYCTBO DopaBKa y jiokajiuMa (Zukin
1995, 158). HeAUCTUHKTHUBHOCT U YHHU(POPMHOCT jaBHOT MIPOCTOpa
HaIly4yeHOT yTOCTUTE/bCKMM 00jeKTHMa YeCTO FTeHEPUUKOT KapaKTepa TaKo
MO>Ke CTBOPUTH ocehaj ,HeMecTa“ He camMO KOJ NpUMNaJHUKA JIOKaJIHE
3ajegHUlle, Beh U KoA IoceTu/alla rpaaa.
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WpeHTHUTETCKA Ma U UCTOPHUjCKa 0CODeHOCT Kade-KyaType ¥ Kaduha
yIpaBo y 30HM KHe3 MUuXauioBe yJirlie JIaKo MOXKe HECTATH 101 HaJIETOM
05e30pojHMX HOBUX YTOCTHUTE/HCKMX O0DjeKkaTa KOju Ce pacIpoCTUPY U Ha
jaBHOM MeNIavyKoM ITPOCTOPY, U y OBAaKBOM yOp3aHOM (Hal/TIOCTMOEPHOM)
cLieHapHjy, jaBHU rpaJiCK¥ MPpOoCTOp (T1)oCcTaje XeHOUKENHUPaH U HEA0CTaTaH
M Kao ONPOCTOp KpeTamwa, ¥ Kao MPOCTOP (COLUjalHOT) OKyI/bama. OBaj
MpoILlec YTOCTUTEJbCKE ITposiudepalivje Kojyu je IpuMapHO eKOHOMCKH
YCJIOBJbEH, Yy UJIEQJTHOM CJiy4dajy Ou Tpedasio na dyle KaHaIMCaH Tako ga
y 003Up y3uMa U KyJATypa/iHE U COLIMjaJiHe aclieKTe CTBaparba OBaKBUX
ypbaHMX caapyKaja, Kao U OuyBake jaBHOT TPaZiCKOT ITpocTopa (Y 0BOM
CcTyJajy Nelavykux yanulia), Koju He Mopa U He Tpeba fia dyZie MPBEHCTBEHO
€KOHOMCKHM YyTHUJIMTapaH. Kako TOMHPHUTH OBaKBe UECTO CYIIPOTCTaB/beEHE
ypdaHe mpollece U UHTepece MUTalke je Ha KOje ce 3aAbHUX OelleHHja
Tpa>k¥l OJITOBOP Y HHU3Y I'PaioBa CIMUHUX Beorpaay, a oBaaiikby OAT0BOD
he ymMmHOrOMe ofpedUTH CyAOUHY M COLIMOKYJITYPHH KapaKTep Hajy>KeT
LeHTpa rpaza.
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The City as Multispecies Space:
Dog Walking in Downtown Belgrade
during the COVID-19 Lockdown*

This paper represents an autoethnographic account of dog walking in a
residential area of downtown Belgrade during the COVID-19 lockdown of early
2020. It is also an attempt at, or rather, the result, of the largely experimental
practice of canine-assisted ethnography, as my dogs Dita and Ripley were
instrumental during fieldwork. The lockdown, with its ill-thought-out and
constantly changing rules about dog walking underlined three basic issues:
1) in a city with a huge dog owning population, public policy with regard to
this issue is virtually non-existent; 2) the city lacks public green spaces, and
3) the movement patterns of dog walkers tend to converge due to the fact
that the needs of the canines (both biological and social) are embedded into
the architecture and planning of local neighborhoods. In this sense, the city
emerges as a multispecies space, and the social patterns and walking routes of
its residents who keep dogs are influenced, if not completely determined by the
human-animal bond at play. This became especially visible during lockdown at
times when dog walkers were the only people allowed outside. Thus, this paper
analyzes how interspecies (in this case human-dog) relationships shape the
functions of urban space in Belgrade.

* The text is the result of work in the Institute of Ethnography SASA, which is financed
by the Ministry of Education, Science and Technological Development of the Republic
of Serbia, and based on the Agreement on the Realisation and Financing of Scientific
Research Work of a Scientific Research Organisation in 2023 number: 451-03-
47/2023-01/200173, from 3.2.2023..
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lpaj Kao MyaTUCNeLMjCcKU NpocTop:
leTatbe naca y ueHTpy beorpaga
TOKOM 3aTBapatba ycaeq kosuaa 19

OBaj paz npeAcTaB/ba ayTOeTHOIpadCKO CBEA0YAHCTBO O IIeTaky Maca y cTaM-
deHOM Kpajy LeHTpa beorpazma TokoM 3aTBapawa rpahaHa ycien naHaemuje
KoBHuaa 19 mouetkoM 2020. roguHe. OH je Takohe ¥ TMOKYIIAj, WU Ipe pesyi-
TaT 3a caJla MaXoM eKCllepMMeHTa/IHe Ipakce odaB/bama eTHOrpaduje y3 1mo-
moh naca, dyayhu na cy moju nicu luta U Punniy 6unu K/pydHU 3a 0d0aBsbambe
TEepeHCKOT HCTpa’kuBama. 3aTBapame, Koje je OM/I0 oKapaKTepHUCaHO JIOUIHUM
IJIaHUpawkeM U IpaBWIKMa Yy Be3HU ca LIeTawkeM JbydrMalla a Koja Cy ce CcTajl-
HO MemaJjia, CKpeHYJIO je IaXkiby Ha TPU OCHOBHA IpodieMa: 1) y rpaay y KojeMm
BEJIUKHU [e0 Iollysalivje yyBa IICe jaBHe MOJIUTUKE Yy Be3U Ca OBUM T'OTOBO
YOIIIITE He II0CTOoje; 2) y rpaly dalv jaBHUX 3eJIeHUX IOBPIIWHA, U 3) odpac-
1M KpeTama llleTava I1aca UMajy TeHIeHIHjy Ja KOHBEpPrupajy yciaen rorpeda
(KaKo OMOIOMIKUX TAaKO U APYLITBEHUX) [1aca U yUIaHYEHHU Cy Y aDXUTEKTYpPY U
TJIaHUpame I'pajia Ha JIOKAJHOM HUBOY. 360r ToTa, Tpall ce IIoMaba Kao MYJI-
TUCIIELIWjCKU ITPOCTOP, a APYILITBEHH 00pacliy U pyTe KpeTara BheroBUX CTaHOB-
HHKa KOju UMajy Iice ODUBajy 00/IMKOBaHH, aKO He U ITIOTIIYHO oapeheHH, Be3oM
usmebhy /by ¥ XKHBOTHEbA O K0joj je ped. OBO je mocTaio MOCedbHO BUIJBHUBO
TOKOM 3aTBapama y BpeMe Kaja Cy LIeTayu rnaca OWiIu jefWHU JbyoU KojuMa
je dbus10 mo3BosbeHO fa Oynmy Ha ynuliy. CTora, y OBOM paZly Ce aHa/IM3upa Ka-
KO MHTEPCIELUjCKHU OAHOCH (Y OBOM CiIydvajy u3Mely Jbyou U 1aca) 06JuKyjy
¢yHKUMje ypdaHor nipoctopa y beorpany.

KipyuHe peuu: JbyoCKO->KMBOTUECKH OTHOCH, TICH JbyOUMIIH, Beorpaz, ayToeT-
Horpadwuja, eTHorpaduja y3 moMmoh mnaca, KoBuz 19, 3aTBapame

INTRODUCTION

On March 15" 2020, the Republic of Serbia declared a state of emergency
due to the beginning of the COVID-19 pandemic'. The declaration was
accompanied by strict lockdown procedures and counter-epidemic
measures that saw most of the population (aside from essential workers)

! “Sluzbeni glasnik RS”, number 29, published March 15th 2020.
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working remotely and confined to their homes for most of the day. A police
curfew lasting from 8pm to 5am was instituted on March 18", followed
by the decision to allow pet owners to walk their dogs between 8pm and
9pm, for no longer than 20 minutes and no further than 200m from their
place of residence. This caused problems, as I will explain later on. On
March 237, a 12 hour curfew was instituted, lasting from 5pm to 5am,
and on March 28%, at the behest of Serbia’s president Aleksandar Vuci¢,
the decision to allow pet owners to walk their dogs from 8pm to 9 pm was
revoked, as dog owners were accused of “congregating” in public spaces.
This caused outrage among dog owners living in large cities in Serbia.
After a major public outcry? including the opinions of veterinarians
published in both Serbian and foreign media, on April 37, the decision
was made to allow citizens to walk their pets between 11pm and lam, for
no longer than 20 minutes and no further than 200m from their place of
residence. Along with these measures, the state of emergency was lifted
on May 6™ 2020.

In this paper I aim to provide an autoethnographic account of dog
walking in Belgrade during the COVID-19 lockdown. As an anthropologist
who keeps two companion dogs I was in the position to conduct participant-
observation fieldwork over the course of the lockdown. I believe that the
issues faced by people and their companion animals, as well as the wider
political and planning issues raised - or rather - made evident during this
time, merit further thought and examination.

The city is a multispecies space, inhabited by humans and various
other animals some of whom we keep as pets, but other animals - both
feral and wild - and plants (even fungi and other organisms!) play a large
and important part in cityscapes (on multispecies ethnography see e.g.
Tsing 2012, 2014, 2015). However, their role is often missed by researchers
in the social sciences and humanities, at least in part because cities are
so loud. The sounds, sights and smells of cities are dominated by human
action. Cars and other vehicles are often the core around which urban
neighborhoods are built - and as the main danger for city dwellers (and
especially their pets), tend to be the focus of attention when walking in
urban landscapes. This urban bustle tends to mute and minimize the
other, non-human, processes and lives taking place in cities. What the
COVID-19 lockdown in Belgrade provided was, first and foremost, a respite

2 QOrganized mostly in the form of a social media campaign titled ,Setnja u 8" (walk
at 8), that saw owners taking photos of their dogs and posting them online with the
hashtag #Setnjau8.
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from the background noise (and smell) of human activity. This imposed
absence of people was much lauded and talked about online during the
global lockdown: “nature replenishing itself” was an oft cited benefit of
the lack of human activity, often illustrated by the re-emergence of wild
animals in cities. However romanticized these accounts were, the fact
remains that, atleast in the neighborhood where my study was conducted,
the lockdown did allow for a changed context, one which was especially
evident (and I would argue, pertinent) when traversing the cityscape
with creatures who rely on smell and hearing much more than on sight
to get around.

METHODOLOGY AND THEORETICAL FRAMEWORK

As stated before, this paper is an autoethnographic account of dog
walking in Dor¢ol, a residential area of downtown Belgrade, during the
COVID-19 lockdown. The methods used in acquiring data were participant
observation and informal interviews - some conducted online, others in
person. The interviews conducted online dealt with the situation in other
residential areas in downtown Belgrade, and mostly served to confirm my
findings in Dor¢ol®. From March 15% until May 6" 2020, other dog owners
were almost the only people I spoke to face to face.

The theoretical framework for the paper is interspecies ethnography.
Interspecies ethnographies are ethnographies focusing on, in Dona
Haraway’s words how we live with other species (Haraway 2003). In this
paper I rely on theoretical approaches constituted within the field of
human-animal relations, first and foremost the idea that relations between
people and other animals - in this case dogs - are meaningful social
relations (Mullin 1999, 2002; Knight 2005; Kohn 2007, 2013; Noske 1993;
Nadasdy 2007; Milton 2005; Zakula 2010, 2017, 2021; Zakula & Zivaljevi¢
2018,2019). In the context of the study, I extend this idea further: human-
dog pairs (or in my case - triads) interact with other human-canine
pairings to constitute an interspecies web of interactions dependent on
the habits, personalities, and even moods of both the canine and human
actors. Another theoretical aspect I aim to explore further in the paper
is how humans walking with dogs interact with cityscapes. In this I rely
on Tim Ingold (2011) and his work on walking in the landscape as a way
of experiencing the world through the feet - in my case - feet and paws

3 Interestingly, the dog owners living in Novi Beograd, the part of Belgrade built under
socialism, had a less severe experience of the lockdown, as socialist public planning
envisioned ample public green spaces for its residents.
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of humans and their companion animals. I will argue that traversing
cityscapes with companion dogs entails a specific way of moving and
an awareness of one’s surroundings that is usually absent when walking
without canines.

This paper is also an attempt at, or rather, a result, of the largely
experimental practice of canine-assisted ethnography, as my dogs Dita and
Ripley were instrumental during fieldwork. In this research, specifically,
my canine assistants played a two-fold role. For one, they enabled me to
move about during curfew in a very strict sense - I would not have been
allowed outside, and would have been subject to legal action and a fine
on part of the state if they weren't with me. Thus, they were my “ticket” to
the conducted fieldwork in a very literal sense. In a broader sense, canine-
assisted ethnography relies on the idea of dogs as a “social lubricant” (as
attested in Robins et al. 1991) - canine companions tend to bridge the
gap between strangers and allow humans to strike up conversations, and
sometimes, even lasting social bonds by just being there. They provide a
neutral ground and a topic for introductory conversation, which can serve
as an “ice breaker” in any kind of ethnographic interview - thus, canine
assisted ethnography is not necessarily bound to research on human-
animal relations. However, in the context of this research, it was a great
help as dog owners in local areas tend to form communities. Being part of
such a community is contingent on socializing within the framework of
dog-walking. In that sense, my dogs had made me part of one such local
community long before COVID-19 and allowed me access to the specific
kinds of local, situational and social knowledge necessary for participant
observation.

The theoretical ideas outlined above came to be especially pertinent
during lockdown at times when dog owners were the only people allowed
outside. In this, almost experimental scenario, it became obvious that,
when walking with dogs, the cityscape is not only composed of sights and
sounds - which humans tend to focus on, but also smells and the activity
of other animals in the vicinity, such as other dogs, stray cats and birds
that inhabit the city. The heightened anxiety of lockdown affected both
humans and their pets, and a kind of nervous energy permeated the air.
Everyone was on edge and dogs fought and barked more often. As there
was little to no traffic and all other scents and sounds were minimized,
dogs became hyperaware of one another, and due to the time constraints
during curfew, often crossed paths with other dogs they generally didn't
like. Most dog owners have a fair idea about who their dogs get along
with and who they dislike, owners sometimes even being in contact over
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the phone to schedule walks so as not to run into each other*. All this
was upended during lockdown and altercations happened more often.

Thus, in this paper I will provide an autoethnographic account of this
strange time, and attempt to show how interspecies relationships shape
the functions of urban space in Belgrade.

SITUATING THE RESEARCH

Dor¢ol is a residential area of downtown Belgrade, encompassing a large
part of the old city center®. The area where the research was conducted is
called Donji Dor¢ol (Lower Dor¢ol, also sometimes called “Sipka” by the
locals). Specifically, the fieldwork was conducted in the neighborhood
located between Cara DuSana street on the upper end, Dunavska street on
the lower end, Dubrovacka street on the one side and Pjarona de Mondezira
street on the other. While this part of Dorc¢ol is close to Kalemegdan park
and the Danube quay, public parks were off-limits during lockdown,
with police turning citizens away as they tried to enter. During curfew,
citizens walking their dogs were confined to areas 200m from their place
of residence.

As the old heart of the city, with rampant new development and
gentrification taking hold, Dorc¢ol lacks public green spaces, and in
certain areas you would be hard pressed to find a patch of greenery 200
meters from your home. This was primarily a problem for people keeping
dogs who are, like my Dita, “picky” about where they do their business.
Furthermore, as dogs and their humans usually have set routes for short
and long walks, being unable to follow said routes due to time and space
restrictions caused stress, confusion and agitation among the canines as
well as the already stressed out Homo sapiens accompanying them.

While this may seem a trivial issue, it is by no means that. While
there is no official data on the number of pets being kept in households
in Belgrade (nor in Serbia, for that matter), here is a random sample: the
apartment building I reside in is an old pre-World War II building, with
one extra floor added on in the 90’s. The building contains 27 apartments.
There are 13 dogs living in my building alone, across 11 apartments. There
are only two small green spaces within a 200m radius from my building.

4 The opposite is also true: dog owners will often schedule walks with other owners,
especially if their dogs get along well.

5 Local knowledge holds that Dorc¢ol is the area situated between Knez Mihailova street
(the main pedestrian zone in the city center) on the upper end, the Danube on the
lower end, Pjarona de Mondezira street on one side, and Dvadesetdevetog Novembra
street on the other.
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On the other hand, there are four veterinary practices and five® pet
supply stores (including a store that sells exclusively luxury dog clothing’)
within a 1km radius from my apartment. While there have, as of yet,
been no studies conducted in Serbia, studies done in the US show that pet
ownership, on the whole, intersects in meaningful ways with categories of
age, race and economic status, or class® (Weaver 2013; Marx et al. 2015;
Applebaum, Peek & Szembik 2020).

KEEPING COMPANION DOGS IN BELGRADE

Aside from love and companionship, dogs provide an “excuse” for people to
just walk around. More importantly, dog walking is a leisure activity that
costs nothing. Even under capitalism, humans can just wander around
with their canine companions without having to spend money, and
without being productive in any way measurable under capitalism. This,
and especially within the context of the increasing commercialization of
public space in Belgrade (as attested by Radovi¢ 2021), is a big deal.
This is not to say that keeping dogs doesn’'t cost money, it certainly
does, but in the context of Serbia - with its lack of anything resembling a
consistent, well-enforced legal framework® for dog ownership - keeping
dogs can be (sadly) as easy as just feeding them - as is attested by the
huge numbers of dogs kept on chains all over the country. In an urban
setting, the financial corners of keeping dogs can be cut in various ways:
a number of people have told me they don’t vaccinate their dogs against
rabies. Even though the vaccination is mandatory and they face a fine,
they are of the opinion that rabies has been eradicated in Serbia, and even
if it wasn't, their dogs - living in the city - are in no danger of catching
the disease, and as the vaccine is costly, they opt out (most, however do
vaccinate against other diseases). The market for dog food is very big, and
hence there is a lot of variety: even the tiniest mom and pop pet stores
carry a wide variety of brands of kibble, with prices ranging from about

¢ While this aricle was in the process of being reviewed, another big, franchise pet supply
store opened within the same radius, bringing the total up to six.

7 They don't even sell leashes or collars, or any other dog-related paraphernalia (i.e. dog
food, pet beds, treats...), they sell exclusively luxury dog clothing. How many tutus does a
Chihuahua need? Apparently, enough for the store to be in business for over five years.

8 Interestingly, gender doesn’t seem to be an important factor.

9 While the ,Zakon o dobrobiti Zivotinja“ - the Animal Welfare Law became law in 2009,
little is actually done to enforce it, and while the penal code envisions fines and even
prison sentences for the abandonment or maltreatment of animals, in practice, these
rules are scarcely - if ever - enforced.
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2€ to more than 20€ per kilogram. Many dog owners also choose to cook
for their pets (along with feeding them kibble and other commercially
produced dog food) and most butchers’ shops still keep certain leftover
meat and bones specifically to sell to dog owners at low prices. Couple that
with feeding dogs leftovers from the family lunch, feeding dogs isn't all
that expensive. Veterinary care is costly, and sadly, pets are sometimes left
untreated, are abandoned or put down due to financial issues regarding
treatment. However, small veterinary practices in local neighborhoods
often offer credit for treatment to people and animals they know, and just
having your pet checked out by a vet, with no treatment administered, is
usually free of charge.!®

SO, WHY ARE THERE SO MANY
PET DOGS IN DONJI DORCOL?

In this particular instance, I believe there is a peculiar confluence of
factors leading to Donji Dor¢ol being home to so many pet dogs, and I
believe economic status to be the determining factor in, at least, two ways.

While Sipka used to be the poor part of Doréol, the economic
transformation (gentrification) taking place over the last 15 or so years,
has brought in new residents, both families with children (usually residing
in newly built housing complexes) and young professionals (moving into
quaint, small apartments in old buildings - myself included) with the
means to support (more) pets, and specifically pet dogs. There is another
tendency visible: families tend to buy small purebred dogs from puppy
mills, while young professionals living alone or in pairs, tend to adopt
mixbreeds.!!

However, nothing is ever as it seems in a post-socialist context and
this particular part of Dorcol, with its proximity to the Danube quay and
Kalemegdan park, has always been prime real estate for keeping dogs,
and the emergent class divide of the neighborhood still hasn’t forced out
all the old residents. Especially since, between the fancy old pre-World
War II buildings riddled with young professionals and the tiny old houses
being torn down to make room for new residential complexes and rich

10 Once I even brought an injured squirrel to our vet, and even though he got treatment
and bit the vet, it was free of charge. The squirrel recuperated at my place for a couple
of weeks (to Dita’s great interest), and was safely returned to the wild.

11 This is by no means a rule, but it is a visible tendency. The reasons behind it are sadly
beyond the scope of this paper, but are an issue of class, an issue of distinction (sensu
Bourdieu), and an issue of human-animal relations in the strictest sense.
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families, there is a large legacy of buildings and apartment complexes
built during the socialist period - some built immediately after WWII in
place of buildings destroyed during the war, and others, built in the 60’s
and 70’s, that are still home to older residents and their families and/
or descendants. The fact of the matter being that it is expensive to rent
apartments in the neighborhood, and most apartments have a no pet
policy, but if you own the apartment you live in - as most dog owners I
interact with on a daily basis do - barring individual time constraints, it
is easy and enjoyable to keep a dog. At least when you're allowed to go
on walks with them.

Keeping in mind that people in the neighborhood have always kept
dogs - an interlocutor regaled me with stories about how her family fed
their dogs during the crisis of the 90’s!2 - as well as the fact that obtaining
a dog in Serbia is as easy as walking around and just picking one up and
taking it home, as there is a huge population of stray dogs in the country,
Dorc¢olites love their pets and keep a lot of them!2.

Now imagine having one hour in the evening for everyone to go
on walks, and only one accessible public green space where you can
reasonably let your dog go off leash'*. Factor in the feral cat population
that exploded during lockdown, and it’s a recipe for disaster.

DOG-WALKING IN BELGRADE DURING CURFEW

It's late March and still cold. I disinfect my shoes after every outing and
leave my jacket on a chair next to an open window in the kitchen (if I had
a balcony, I'd hang it there) every time I come home. I recite the “Rings”
poem from Tolkien’s “Lord of the Rings” every time I wash my hands, as
that amounts to about 20 seconds - the recommended duration for hand
washing I picked up online. I disinfect all my groceries, and I worry. I don't

12 Stories like that are part of my own family folklore as well.

13 Aside from the 13 dogs, there are at least three cats living in my apartment building.
I also keep a 26-year-old turtle, and there are parrots in the building as well - dogs
are just the easiest to count.

14 The culture of keeping companion dogs in Serbia is specific in a number of ways, one
of which is the ,leash issue”. While, legally, it is prohibited to walk dogs off leash in the
city, and in most public green spaces outside of designated dog parks, the regulations
are viewed as more of a strong suggestion by owners. Dogs will be walked on a leash
down the street, but will be let off in green spaces. This is also underscored by the fact
that teaching your dog to walk off leash - meaning that it will be obedient enough not
to chase after cats, fight other dogs or run into traffic - is, in a sense, considered to
be the pinnacle of dog ownership-as-a-skill, both on part of the owners and the dogs
themselves.
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leave the house without a mask - in the early days I was lucky to have one
-I'd ordered some reusable masks online because of the pollution problem
in Belgrade, they came just before the pandemic. Around 8pm we all get
antsy, my partner and I debate whether to wait a little or go out right away.
Aswe had two dogs, we could both go out, or one of us could take them. My
dogs usually walk off-leash, but we leash them when going out, because
of the other dogs in the building some of whom they don’t get along with,
and because, even if there is no danger of traffic outside, everyone else
is anxious. It’s eerily quiet as there are no cars and no people, and even I
can hear everything. The rustling of wind in the branches, the meowing
of the feral cats that have gotten bold and taken over the street around
the dumpster in front of my building, and the distant barking of dogs.
Sometimes, the barking is so clear that my own dogs and others in the
vicinity take up the chorus. And other times you can even hear the wolves
howling from the zoo nearby. The dominant smells are also different: the
neighborhood smells of the river, and the linden and acacia trees, instead
of the usual smog and pollution. The whole experience is surreal. Dita and
Ripley are usually tense when we go out, especially as they aren’t used to
walking in their own neighborhood on leashes. We walk down the street to
the first patch of greenery, and encounter other dog-walkers. However, this
patch is fenced off by a hedge and complicated to get to, and would entail
getting muddy and letting them off leash in the dark, so we head to the
next patch that is bigger, has a paved walkway, and more light. We round
the corner, and everyone is there. On most nights there would be at least
10 people there, awkwardly trying to keep their distance and engage in
small talk. Sometimes, the dogs would be barking and playing, other times
there would be conflict. Depending on the dogs present, we would either
stay for a while or move further down the street so Dita and Ripley could
do their business. Afterwards, we'd walk home at a brisk pace, hoping we
don’t get caught more than 200m from our place of residence. The whole
experience was always stressful for all of us. This occurred every night
between March 18" and March 28 ™.

During this time there were rumors circulating of dog owners
“congregating”, and there was unease in the community. I even heard
accusations of “organizing get-togethers” leveled against certain dog
owners from the neighborhood by others from the community. Citizens
were being policed by helicopters, drones and police cars, and there were
theories that the government was spying on people using cell phones,
so messages were spread on social media to “leave your phone at home
when you take your dog for a walk” The lack of green spaces resulted in
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absurd accusations of “public assembly” against dog walkers who were
caught “congregating” in groups. The truth was, actually, a lot more benign
- there are simply not enough public green spaces, and people always
go where their dogs feel comfortable. The ill-thought-out time and space
restrictions caused a bottleneck, so dogs and their humans were justin the
same place at the same time. During the early days of the pandemic this
was frightening for everyone - no one wanted to be exposed to the virus
and the spontaneous forming of crowds of dog owners in public greens just
raised the tension. Enough so that the residents of an apartment building
adjacent to the only safe green space for dog owners in our neighborhood
ended up fencing off most of it, leaving even less space for non-residents
and their dogs.

Dog walking was conceived of as a privilege which could be revoked
at any time. Eventually, this did happen, and on March 28th, the president
himself banned the “walk at 8” by decree, leaving pets and their owners
confined to their residences for 12 hours every day. The 12 hours itself
wasn’t the problem - most dogs can easily go 12 hours without a walk
during the night, the problem was that the curfew started at 5pm, and
most dogs are used to an evening or late night walk before bedtime. The
presidential pouting lasted for a week, to great public outcry both from
Serbia and from abroad, and on April 3rd, The Ministry of Internal Affairs
decreed that pet owners could walk their dogs from 11pm to 1am, for no
longer than 20 minutes and no further than 200m from their place of
residence. After that, “miraculously”, the crowds dissipated, and underlined
the fundamental problem of city planning in downtown Belgrade: there
are not enough green spaces in the city, and with rampant development,
there are more and more people and more and more cars (also, more
and more dogs), while the number of public greens remains the same or
even declines.

Coupled with the fact that most people were confined to their residences
(especially people over 65 years of age), the dog-walking controversy took
different forms. An interlocutor told me about a man walking around
outside with a goldfish in a bowl claiming to have to “walk it”, to spite
the authorities. His actions were seen as dangerous and unfair by the
dog walkers who actually needed to walk their pets. Another interlocutor
owns two cats, one of whom regularly goes on walks outside on a leash.
When she was seen by some dog walkers they approached her and derided
her for walking a pet who doesn’t really need walks outside, and accused
her of jeopardizing the whole cause with her actions. I have also heard
of people being arrested and fined for walking their pets during curfew.
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A video showing a man walking his dog in Knez Mihailova street during
curfew and being severely beaten by police made the rounds online during
the early days of lockdown. If people are willing to risk being beaten and
arrested by police for their pets, and there is next to no public policy
surrounding this issue, this is a huge problem, and animal lovers - both
dog owners and others who stood in solidarity with them, are a political
force to be reckoned with.

In a city (I would also argue, a country) with a huge dog owning
population, public policy with regard to this issue is virtually non-existent.
It boils down to a kind of “hope for the best” scenario, which was especially
evident during lockdown. The fact that there had to be a public outcry and
the social media campaign #setnjau8 for the authorities to even consider the
wellbeing and health of pets is mind-boggling. The fact that the authorities
actually listened is a testament to the sheer number of people who took part
- a number that is still not officially investigated nor confirmed.

WALKING WITH DOGS - A MUTUAL BECOMING

The movement patterns of dog walkers tend to converge due to the fact
that the needs of the canines (both biological and social) are embedded
into the architecture and planning of local neighborhoods. The dogs’ need
to feel grass beneath their paws, as well as their need to socialize with
conspecifics, recognized by owners, is the primary driving force behind
this. However, there is more to dog-walking: it is not just a goal-oriented
activity. The way humans walk in cities when accompanied by dogs is
specific in many ways. For instance, I had only “gained a neighborhood”
when I got my first dog, Dita. Before her, I had walked set routes - to the
bus or tram station, or to work and back, and had little to no knowledge of
the neighborhood and its residents. As Robins etal. (1991, 23) argue, “Dogs
facilitate contact, confidence, conversation and confederation among
previously unacquainted persons who might otherwise remain that way”.

This is one part of it. But, through walking together with my dogs, I too
am changed, as are they. Donna Haraway (2008) speaks of becoming with
other creatures. As Weaver (2013, 690) puts it: Haraway’s “becoming with”
is “a dance of relating”, in which “all the dancers are redone through the
patterns they enact”, processes of human/nonhuman animal encountering
in which each becomes “jointly available” and through which each
emerges changed. As both my dogs are very friendly towards people and
most other canines, our daytime walks in the neighborhood tend to look
like the “Bon jour” scene from Disney’s “Beauty and the Beast”: saying
hello to neighbors and local shop attendants, as well as kids from the
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neighborhood has become par for the course. As an anxious introvert, I
have found the camaraderie and ease of contact with other humans that
dogs afford to be very soothing and, in a way, therapeutic®.

When you walk with dogs in a city, you walk differently. You tend to be
wary of corners, and you get to know, and avoid, the places where there
might be something unsavory for them to eat. If you're lucky (and I am)
you also become friendly with the feral cats of your neighborhood and
watch them interact with your dogs in a delight of interspecies coexistence.
You choose routes where there’s more greenery, and in the summer, you
choose routes with more shade so their paws don’t suffer from the hot
concrete. One of my favorite things about keeping companion dogs is in
the winter, when it's snowing and late at night, when I take my dogs for
a walk, the only visible footprints in the virgin snow are human ones,
accompanied by little paw prints. Keeping companion dogs also lets us
experience the city at different times of day and, as a woman, walking
outside at night, I am calmer and safer'® when I am accompanied by my
dogs. Sensu Haraway, we, in a very literal sense, become something else,
something other than a lone woman, a dog, or even a pair of dogs, we
aren’t even “a woman with a dog” anymore, we become pack. At night,
in the quiet and poorly lit streets, we are potentially dangerous in a way
none of us would be without each other'’.

I'would also argue, following Ingold to an extent, that there is a special
kind of “dog-stride” humans adopt when walking with dogs. It's a leisurely
pace of walking that leaves space for dogs to walk abreast with us, but that
also leaves them ample time to sniff around - and, when walking off leash
- run, play and mark their territory. It is,  would argue, a meditative way
of walking, and one that allows us to take in our surroundings much better
than the hasty way humans usually move through cities, getting from
point A to point B. Dogs allow us to walk for the joy of walking, without
having to get to a certain place, and they allow us to enjoy public spaces
in cities without having to spend money.

15 This is also true about non-friendly encounters. Be it with other dog owners, or people
who dislike dogs, even unfriendly encounters have helped me become more assertive
and influenced my perspective on the ways in which I - and my dogs - take up space
in the city.

16 Before I got Ripley, my second dog, I had a frightening experience with a strange man
while walking Dita late one night. However, thanks to Dita, I feel that the experience
ended up being much more frightening for him.

17 Thave seen this phenomenon referred to as “scary dog privilege” by women on social
media.
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CONCLUSION

Whether we acknowledge it or not, the city is a multispecies space,
inhabited by all sorts of other living beings, some of whom we choose
to live by our side. If we expand the theoretical frameworks of urban
anthropology (see for example Marjani¢ 2021) to include interspecies
ethnographies, radical new insights about the way all of us inhabit cities
may emerge. In an ideal case, this may open doors for new and better
public policies regarding all animals in the city, not just the ones humans
pick as companions - something which is long overdue, not just in Serbia
but all over the world, especially with regard to manmade ecological
collapse that plagues urban ecosystems as much as others!®. Thus, in this
study, the city emerges as a truly multispecies space, as the social patterns
and walking routes of its residents who keep dogs are influenced if not
completely determined by the human-animal social bond at play. The way
dog walkers use and inhabit public space in cities is influenced by what
Donna Haraway termed “becoming with”: through interacting with each
other, both humans and their canine companions are changed, and a facet
of this is visible (if not measurable) through the ways they inhabit public
space in cities. The COVID-19 lockdown of 2020 served to highlight this.
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Committed Travelers, Reluctant Listeners:
Playing Music and Displaying Authority on
Public Transport in Modern-Day Greece

This study deals with the use (and misuse) of music in modern Greek public
transport, particularly in the long-distance buses, commonly known as KTEL
(from their acronym). In short, Greek drivers seem to impose their own
repertoire, often loudly, through speakers on passengers, who are not able
(or willing) to react efficiently. This happens despite official restrictions by
the Ministry of Transport on the public use of music both for drivers and
passengers. This phenomenon, allied with other incidents of inappropriate
treatment of passengers, has been seen by the latter as a display of power or a
sign of indifference. It is also connected with other (occasional) violations by
some drivers, such as smoking and talking on mobile phone (both prohibited
by the law). Furthermore, the use of music is placed in the broader context
of musical entertainment in modern-Greek daily life. This is probably the
first such study in Greek bibliography, and among the few in international
bibliography, where the issue has recently been taken up. Although I was not
allowed to take formal interviews, I managed to talk to several passengers (and
to a lesser extent to drivers) and keep detailed notes on the spot. Therefore,
my study may be said to employ the methods of empirical investigation and
participant observation in a loose sense, since I have been a regular passenger
for several years.

Key words: Public transport, drivers, passengers, music listening, audience,
authority
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MNocseheHn nyTHULM, HEpaaK cayluaoum:
MywTtatbe My3uke U UCKa3nBatbe aytopuTeTa
y jaBHOM npeBo3y y caBpeMeHoj IpuKkoj

OBa crynuja ce 6aBu ymorpe6oM (4 3/710yroTpe6oM) My3uKke y caBpeMeHOM
TPUKOM jaBHOM IIPeBO3Y, IT0CeOHO y MehyrpafickKuM ayTobycHMa MOo3HaTUjUM
kao KTEJI (mo ckpaheHHU1IM KoOja Cce 3a HhHUX KOPHUCTH). YKPATKO, TPUKU BO3aUH
Hausmiel HaMmehy CBOj pereproap ¥ My3WUKH YKYyC IIyTHULIMMA KOju HE MOTY
edUKacHO [ja pearyjy ycjies CBOr MH(epUOPHOT cTaTyca y Bo3uiny. OBo ce goraha
YIIPKOC 3BaHUYHUM MpaBWIHMa MUHHCTapcTBa caobpahaja koja 3abpamyjy
jaBHO MyIlITamke My3HWKe YU Bo3aukMMa U myTHULHMMA. OBoM (heHOMeHY (Kao U
IpYyr¥M C/lydajeBHMa HellpUMepeHOT TpeTUpama IIyTHHUKA) y pafy ce IIPUCTyIa
Kao JeMOHCTpalIUju ITpeKoMepHe yIioTpebe Mohu ITpeKoMepHoj yrnoTpebu Mmohu
U OH Ce TaKo UHTeprnpeTupa. Takohe je moBe3aH ca APYrUM (IOBPEMEHUM)
pekpliiajuMa Koje YMHe HEeKHU BO3ayuH, Kao IITO Cy ITyIIermke UK pa3roBapame
mMob6unHUM TenedoHoM (060je je 3abpameHo). Hamasbe, ymoTpe6a My3HKe ce
CTaBJ/ba y IIMPU KOHTEKCT My3HUUKe 3ab6aBe y CaBpeMeHOM I'PUKOM CBAKOLHEBHOM
>KUBOTY. OBO je jeqHa of MpBUX (aKo He W jerHa) CTyAUja OBOT THUIIA Y TPUKOj
aKageMckoj 6ubnuorpaduju, 6ynyhu na ce 6aBU peslaTUBHO eJIUKAaTHUM
npobsiemMom (y CMHCIY MPUBATHUX MoAaTaka U APYIITBEHUX omHoca). Crora,
ayTopy HHje 6HUJI0 [03BOJ/BEHO [a HAllpaBU HUKAaKBe YIIUTHHKE, Beh je XxBaTao
IleTasbHe Oeslellike Ha JIUILY MecTa U CIIPOBOAUO HedopMaiHe UHTepBjye. Takohe
je KOpUCTHO MeTofe JTUYHOT UCKYCTBA U ITOCMaTpaiba Ca yUeCTBOBAHEM TOKOM
myToBama, 0ynyhu fa je Beh HEKOTUKO rogWHAa peloBaH MYyTHUK.

KipyuHe peuu: jaBHHU IIpeBO3, BO3aUH, MyTHUIIH, CIyllakhe MY3HKe, ITy6/IHUKa,
AYTOPUTET

INTRODUCTION

This study examines the public use of music in the Greek transportation
system, a phenomenon that has been understudied (if not ignored)
in Greek and (to a lesser extent) in international bibliography'. More

! Except for some public (and usually hilarious) posts by suffered travelers in various
Greek blogs with telling titles, such as: Bovolos 2016. “How to reach your destination
alive traveling by KTEL’, a section of which reads: “The devil's music”. For the same
phenomenon in other parts of the world, such as India, see Ram Sundaram, “Commuters
in Chennai urge transport department to ban loud music on government buses”, The
Times of India, 8 June 2022 (frontpage).
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specifically, popular music heard in Greek public transports is often played
aloud by bus drivers as a means of keeping themselves alert but also of
enjoying the trip. The phenomenon is more acute in the so-called KTEL
buses?, the main intercity public transport service (a cooperation of 62
regional companies), connecting various Greek cities on daily basis. Greek
bus drivers have become ubiquitous among Greek passengers (and the
general public) for their lack of manners as well as their special taste of
music. Whatever their motives and intentions, the thing is that if today one
enters a KTEL bus in Greece, one is likely to go through an unintentional
music “brainwashing”, usually through the infamous skyladiko or doggish-
style songs (from the Greek word skylos or dog), a subgenre of Greek
popular music formerly performed in nightclubs3.

I have gone through this process countless times in the last 5-6 years
due to the decision to move en famille in the suburbs of Athens and the
consequent need to take such buses almost daily. The initial routine and
fatigue of the trips became gradually an inspiration to look closely at the
phenomenon and then study its various consequences and ramifications
for myself and the other travelers as well the tensions between the
drivers and the passengers. My repeated journeys proved very useful
for they enabled me to get to know several drivers and passengers,
observe their actions, and discuss with many of them (mainly with the
latter). Though I was not allowed to take formal interviews, I obtained
several passengers’ consent to transmit their opinion (with the proviso
of respecting their anonymity) and kept systematic notes which I jotted
down on the spot or afterwards. Thus, this study is loosely based on
empirical evidence (through personal experience) and participant
observation (since I was immersed in the daily activities of other
participants)*.

In the relevant international bibliography, most studies on music
listening in public transports deal with the private use of headphones,

2 The name KTEL (Gr. Kowa Tapeio Etompa&ewy Aewgopeiwv) goes for “Common Funds
of Bus Proceeds”. No particular line will be specified here for reasons of confidentiality.
Yet, the main argument is common to almost every bus line in Greece as I have gathered
through my own trips elsewhere in the country, the accounts of other travelers, and
the testimonies of the drivers’ themselves.

3 A recent account of Athenian nightclubs is Tsioulakis 2019. For the history and some
social aspects of skyladiko, see Economou 2017, 725-8.

4 For an earlier account of this issue, see Clarke 1975, 95-123. For a more recent approach
regarding Ethnomusicology, see Hellier-Tinoco 2003, 19-34.
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especially among the young generation, and the sense of isolation3;
other studies focus on the loud use of music by young people through
various technological equipment (such as their mobiles or smartphones)
that disturb the other passengers (especially the older generation)¢. On
the other hand, bus (and car) drivers worldwide are said to have been
positively influenced from music listening in terms of avoiding stress and
keeping themselves calm while driving’. Such studies focus mainly on the
psychological impact of music on drivers played aloud since headphones
are out of question®. Other researchers have noticed some dangerous
effects of certain musical genres on young drivers in the broader area of
the Balkans®. The case of the Greek drivers and their musical inclinations
is rather unique, for they often create tensions between themselves and
their passengers (irrespective of their motives).

To begin with, KTEL buses have often become a stage where opposite
forces operate through the drivers’ habits including music listening.
First, there is what some of my passengers have described as “despotic”!®
behaviour of several drivers, who taking advantage of their role, act as
“masters” of the people’s lives. This behaviour seems to have created
among the passengers a sense of dependence on (and surrender to) the
various whims of the drivers including musical taste. This attitude has
been linked by some passengers to the feelings of the sick towards their
doctor: they feel they are at the latter’s mercy and are prepared to make
any concessions to “save” their lives. In fact, some passengers travel often to
Athens (or other main cities) for medical purposes and are more sensitive
to such sentiments. Then, I have noticed the reaction of other passengers
(usually the young generation) who try to “protect” themselves by using
the same artistic means: they “shut” their ears through headphones and
listen to their own musical preferences. Yet this is taken by the elders as
creating a sense of alienation with possible negative consequences.

5 For the concept of mediated music on public transport, see Mariner i Cortés 2019,
83-101.

6 On the use of mobile phone by youngsters, see Murolo 2015, 81-97.

7 For the effects of music on drivers, see Mahmoud 2020, 12-21.

8 On the positive influence of music on drivers, see Wiesenthal et al. 2000, 1709-1719.
9 On this issue in Serbia, see Babic¢ et. al. 2021, 396-407.

10 The adjective “despotic” is rather familiar with modern Greeks, since it is used to
describe the church bishops (despots), who are the absolute masters of their local
church. So, by analogy, drivers are often seen by passengers as their own “masters”
ergo despots.
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This study explores three main aspects of this phenomenon: the setting
(being the bus interior), the driver (who sets the music), and the “audience”
(that is, the passengers). It should be said that all three elements show
some degree of instability or fluctuation, since we are not talking of a
single vehicle (each local KTEL possessing dozens or hundreds of buses),
the driver cannot be the same every time depending on the vehicle and
the route, and the passengers are obviously different (though occasionally
you may meet some of them). Yet, some common social and behavioural
characteristics of the main human actors (the drivers and the passengers)
have been observed and will be presented below. It should be stressed,
however, that the following account is from the passengers’ point of view,
since most drivers were unavailable or unwilling to talk. The role of drivers
has been metaphorically described as one of “DJ” rather than “maestro’,
since they simply coordinate and do not produce musical “events” The
“unwilling” audience of passengers and their reactions will be then
contrasted to the driver’s musical tastes and choices.

THE “DJ DRIVER”

Let us state from the outset that the bus interior is not the usual (or even
the expected) place of a music event, at least in the strict sense of the term.
This is not an understatement but results from the fact that playing music
in buses is officially prohibited by the Greek State for both drivers and
passengers. According to the official encyclical of the Ministry of Transport,
passengers, after being urged to behave properly towards drivers, are not
allowed to use aloud any “hands-free” equipment!!. On the other hand,
drivers, after being advised to display “excellent behaviour” to passengers,
are invited to obey the prohibition of “personal music listening”!?, possibly

11 Ministerial Decision A 27733/2213. Regulation of Passenger Rights. Article 4. Obligations
of Passengers. 3. “Passengers ought [...] to behave with decency and courtesy to the
Traffic Staff as well as to their fellow passengers avoiding arguments and tensions.
You are not allowed to smoke, make noise (e.g. use a hands-free radio), behave in an
inappropriate, provocative or threatening manner and disturb, in any way, the other
passengers [...] They do not stick stickers, distribute printed materials, sell goods, carry
out propaganda of any kind, play musical instruments and beg” (my translation).

12 Ministerial Decision (as above). Article 5. Obligations of Carriers. III. “The traffic
personnel of the carriers [...] is obliged [...] to demonstrate excellent behavior and
appropriate respect when communicating with the passengers and the public in
general and to make their Registration Number available to the passenger concerned,
when requested [...] To apply the prohibition on smoking, listening to personal music
and the use of a mobile phone, except for the official mobile phone for meeting official
needs only and always with the use of a wireless handset” (my translation).
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with earphones. In other parts of the world, playing music aloud within
the bus has been labeled an “unacceptable behaviour” and is considered
an offence (though a minor one) that “may be irresponsible, offensive
or a nuisance but not physically dangerous”'®. These rules are not
unexpectedly stricter in cases of school buses according to regulations
such as the following one: “No driver shall listen to music, podcast, radio,
or other recorded or transmitted music or speech while driving a school
bus using earphones”!“.

From what I have observed, listening to music is not the only rule
to be trespassed by drivers, the most serious violation being smoking
within the bus during the trip. That is more intense in the EXPRESS bus
lines that normally make no stop before the destination, thus making
the drivers craving a cigarette. This can be achieved by the existence of
a little window on the driver’s left side (the only one on modern Greek
buses) that supposedly dissipates the smoke. Many a driver succumb to
this temptation due to their semi-privacy (in front of the passengers) by
insisting that this keeps themselves busy and prevents sleepiness. To be
fair, Greece was one of the last European countries to be able to declare
an anti-smoking law that was passed in 2002 but not effected before 2009.
That year Greece had the highest smoking rates in European Union, so the
relevantlaw (3730/2008) concerned a general prohibition for public places
and working environments!®. Yet there are still certain public or semi-
public pockets that tolerate violation, such as nightclubs, bars, restaurants,
and transportation vehicles (at least some of them).

Although an independent activity, smoking has been associated in
Greece with popular music, including the abovementioned skyladiko
genre, originally heard in nightclubs amidst thick fog coming from
heavy smoking. The older generation (drivers included) was also prone
to smoking under the influence of an insistent and alluring advertising
in popular magazines, public posts, and on the cinema from the 1960s
onwards!'®. So, as they have confided to me, by listening to this sort of music
the drivers are driven to light a cigarette and recreate in their imagination
the atmosphere of nightclubs and the associated feeling. Other violations
I have perceived include the use of mobile phones, also prohibited by the

13 See Tasmania 2022, 8.

14 See, for example, Rosenthal 2021, 60.

15 For more, see an official report in Lagiou & Trichopoulos 2011.

16 The relationship of advertising and smoking in the Greek context is explored in Donatos
2004, 1-13.
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law next to headphones (and included in the same passage), with the
exception of a special phone in case of emergency. In practice though,
many drivers are seen talking for long periods or very often on their
mobiles with friends and/or colleagues for non-professional matters (since
they talk loudly and can be heard easily).

A further trespass concerns the unwillingness of some drivers to
wear face masks during the covid-19 period despite strict instructions
(and strong recommendations) from state authorities and the medical
community. In Greece, face masks in public transports became obligatory
from April 2020 and remained so until recently (1 April 2023)'". Some of
the drivers I spoke with thought that their semi-privacy (as well as the side
window) could protect them and their passengers; yet their ambivalence
has made several people in Greece unwilling to travel, according to a
recent study!®. I have even heard some drivers talking openly against
the measures and expressing their doubts of (or disbelief in) the reality
of the pandemic. What is ironic though is that when the same doubting
drivers approached the tolls or other public points (where the police is
often situated) they drew their masks (possibly to avoid the fine). I saw the
same happening with the use of seat belts (being mandatory for drivers
and passengers alike but not observed by neither of them)'°.

On the other hand, the lack of strict and consistent police inspection
seems to have “allowed” bus drivers in Greece to add another activity
to their list of transgressions: playing music aloud. In practice, the most
affected area is the first 2-3 rows, including 8-12 passengers, unless the
driver opens the loudspeakers thus transforming the vehicle, so to speak,
into a moving disco! KTEL buses in Greece are divided into two twin rows
left and right, both reaching a capacity of 48 to 52 seated passengers (no
standing passenger is allowed). The bus driver is situated on the front
left, usually on a lower level, having an eye contact with the passengers
through the mirror but otherwise relatively isolated, a fact aggravated
after the pandemic period, when special plexiglass was sometimes placed
between him and the passengers. Although a microphone is available
to drivers, it is rarely used: instead, most of them prefer to shout when

17 On public transportation during the economic crisis, see Nimorakiotaki & Sambracos
2020, 282-297.

18 On this issue, see Farrukh Baig et. al. 2022, 3567.

19 According to the European Commission Directive 91/671/EEC, exemptions are only
made for taxi drivers, drivers of postal delivery vehicles, drivers of catering vehicles,
and pregnant women.
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something comes up (an announcement, a reprimand etc.). Some drivers
have turned their space into “mini-studio” by placing family memorabilia
around (such as photos), hanging amulets from the mirrors, etc.

This can be explained by the fact that drivers are often the bus owners
themselves, something that they seemingly wish to make clear to everybody
entering their luxurious abode. Drivers are also the shareholders of
their local KTEL, acting as employers (when they hire other drivers) and
members of the Board of Directors. Greece is broadly divided into some
50 regional units (formerly called prefectures)? and every local KTEL is
the sole transport provider for all long-distance bus lines (usually based
on the region’s capital). This has generated an unofficial transportation
monopoly, especially after the decline of the Greek railway network and
the huge service cuts of 2011 (resulting to the recent deadly train crash
at Tempi, Thessaly)?'. On the other hand, KTEL companies have renewed
their vehicle fleet (through purchasing of brand new or slightly used buses
from European countries), which has increased to over 200 buses (in
the case of the KTEL of Attica). They also employ hundreds of people (as
drivers, inspectors, and other officers).

THE “MUSIC BUS”

In light of the above information, KTEL buses symbolize the professional
(and consequently financial) status of their owners, who have normally
spent a fortune to acquire their vehicle. In a sense, every bus is an extension
of the owner’s personality and identity: that is why it is decorated in a
special way (often with the assistance and under the care of their wives).
Such is the above-mentioned memorabilia showing family photos: either
the driver’s father (and often ex-owner of the vehicle or its antecedent)
or his family (very few women drivers have appeared so far). According
to their testimonies, the amulets and other sacred symbols (mainly
a wooden or metal cross hung from the mirror) act as apotropaic (or
protective) instruments to prevent or turn away the “evil eye” (still believed

20 The prefectures (Gr. Nomoi) were the second-degree organization of local government,
grouped into 13 regions, divided into provinces and comprising communities
and municipalities. By 2010, their number had risen to 51 but after the so-called
Kallikratis reform, effected on 1 January 2011, the prefectures were abolished and
turned to regional units (mepipepeiakés evoTnTeg) largely taking over the prefectures’
administrative role. For more, see Review 2020.

21 An earlier account and warning of this development is Paravantis & Prevedouros
2001, 34-44.
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and feared by modern Greeks)?2. I have also spot some little sacred icons
stuck on the windows (fig. 1) and showing various saints, either recently
canonized or associated with traveling (such as St Christopher, patron
saint of travelers)?. In some KTEL headquarters, outside the main office,
there is also a little church dedicated to St Christopher (fig. 2). To this, I
can add the religiosity of quite a few passengers, as is evident by their
crossing themselves, more often at the departure and sometimes while
passing by a little church (fig. 3).

In this juncture, I think it is appropriate to introduce the modern-Greek
term for mass transportation, namely, metaphorai (from which the English
word “metaphor” comes from), a point first raised by the French priest
and scholar, Michel de Certeau (1925-1986) in his influential monograph,
L'invention du quotidien (1980). De Certeau even opens Chapter IX of his
book (entitled “Spatial Stories”) by using an image from Greece: “In modern
Athens, the vehicles of mass transportation are called metaphorai. To go to
work or come home, one takes a ‘metaphor’ - a bus or a train. Stories could
also take this noble name: every day, they traverse and organize places;
they select and link them together; they make sentences and itineraries
out of them. They are spatial trajectories”?. In this sense, Greek buses
may also be seen and approached as “metaphors within a metaphor”, that
is, as carries of various (more abstract but revealing) personal stories,
which unfold (or remain hidden) while joining their own carriers (i.e.,
the passengers) to the latter’s destinations. Furthermore, music played
in these vehicles may be read as another metaphor carried through and
trying each passenger’s aesthetic, sensorial, and psychological limitst

Other tokens of affection (and personal significance) within the bus
can be some little nice blanket for the driver’s back or a lovely-decorated
pillow for his seat to make his journey easier and more comfortable. Part
of the bus apparatus is the radio cum CD player (formerly radio cum
cassette player) placed on the driver’s right to be easily accessible. This is
to allow him to turn the radio or change the channel with the least effort
(if he is a right-handed!) but sometimes it can become risky or dangerous,

22 On the “evil eye” in the Greeks of a diaspora, see Chryssanthopoulou 2008, 106-118.

23 Saint Christopher was a 3rd century AD martyr who had become popular by the 7th
century, many monasteries and churches being dedicated to him. He is famously said
to have carried across a river a child who afterwards revealed himself to be the Christ.
He became the patron saint of travelers, small images of him being worn, carried with,
or placed in vehicles. For more, see Avramea 1981, 31-36.

24 See the English translation in: De Certeau 1984, 115.
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since it may attract (some of) the driver’s attention. Former radios did not
work properly causing frustration to passengers who hardly listened to
music with a lot of fuss, thus asking the driver to turn it off. Conversely,
the most sober drivers of the past (being very few indeed!) tried to avoid
listening to music (and smoking too) by inventing some excuses whenever
they were asked to provide some entertainment by passionate passengers.
Iremember an old driver and practicing Christian (now passed away), who
disliked the popular repertoire of the time, and to avoid any orders by his
“audience” often pretended that his radio was damaged!

Due to (financial, social, and emotional) value of their large vehicle,
some drivers are often seen to get irritated at the slightest mishandling
of their passengers. For example, a passenger wishing to use the handlers
of the seats and (by ignoring how they operate) trying to push or drag
them violently, is likely to earn a more violent response from the driver?.
Not long ago, a middle-aged couple of tourists having placed one of their
luggage in the cabinet above the seats (and not knowing that it was not
tolerated by the drivers though not officially forbidden) were severely
reprimanded by one of the KTEL stuff, asked by the driver to act on his
behalf (due to the latter’s lack of English), with these words in a strict tone
(addressing the man): “Hey, mister, don't put your bag here!”. The reason
for the driver middleman’s reprimand was due to the possible danger of
the bags falling down during the trip; yet the warning could have been
expressed more politely (even in non-sophisticated English): “‘can you
place your bag underneath your seat, please?”. Although the owners’ care
to preserve their vehicles in a satisfactory condition is understandable,
their overreaction is not reasonable and ethically accepted.

In this sense, the public (and often loud) use of (a special sort of) music
by the drivers can be seen as another imposition on their passengers
who are practically not taken seriously (let alone warned of or asked
to). The theme of music’s association and relation with any source of
power (such as the state and other institutions) has been explored and
come up from time to time?°. Yet, this issue should not be limited to
various authorities (the large picture) but can be traced in various social
milieus, even among individuals (the small picture)?’. In practice, anyone
having assumed control over a group of people is able to use music as a

25 For the social aspects of transport, see Hine & Mitchell 2001, 319-32.

26 One recent account on music’s relation to power is Mitchell 2016, 271-76.

27 Aspects of music’s function as a device of “social ordering” and its “social powers” are
discussed in DeNora 2000, 109-150.

| 122 |



John Plemmenos Committed Travelers, Reluctant Listeners

convenient means to exercise (or strengthen) his/her power over them.
The imposition of music on other people can next be described as positive
or negative, depending on whether it is used purposedly by someone to
achieve someone’s goals or as a sign of ignoring the people’s needs and/or
tastes. The case of Greek drivers can be said to belong to the latter category,
for (according to my investigation) no clear plan or intention against the
passengers has come out other than their enjoying themselves?s.

Before proceeding any further, I should make clear that the focus (and
insistence) on music in the context of this study is not only due to my own
specialty, interest or choice but emanates from my ethnographic locus
and experience, since music is a constant motive in almost every long-
distance bus in Greece, both in the capital and the province. Greeks are
widely known for their (often passionate) love of music since the ancient
times, and their music’s association with political gatherings?, public
festivals, and other aspects of their daily life3°. Among the various musical
manifestations of modern Greek culture related to our main theme, one
can single out the public expression and loudness of music listening.
A typical example is the famous wedding festivities, immortalized (in
somewhat exaggerated version) in the romantic comedy, My Big Fat
Greek Wedding written by Nia Vardalos (2002)3! that are overflowed with
incessant and loud dance music all night. Even today, one can hardly cope
with the volume and decibels of the loudspeakers emitting live or recorded
music during lavish wedding receptions all over Greece®2.

Such incidents should be linked with another habit of some modern
Greeks (irrespective of age) who express themselves by playing music
publicly and loudly! Among other quotidian examples (easily perceptible
in the less-noisy province) is raising the volume of music from your
apartment while getting up in the morning over the weekends (mostly on
Sundays) to reach kefi or high spirits!®® To enjoy the process and achieve
that goal you don’t have to get ready soon or (still better) go to work at
all. This is a typical example from my recent personal experience: first,
you open one of the windows or the door of your balcony, though not
drawing the (flowing) curtains to reveal completely your looks and mood.

28 For some practical aspects of music’s power, see Mahon 2014, 327-33.

2% Music’s relation to politics is discussed in Holst-Warhaft 2002, 297-323.

30 On Greek traditional music and various meanings, see Kallimopoulou 2009.
31 On some cultural aspects of the film, see Anagnostou 2012, 139-183.

32 For a diachronic account of Greek wedding in Cyprus, see Argyrou 1996.

33 On the issue of kefi in a diasporic context, see Tsounis 1995, 90-103.
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Then (preferably before any other activity) you switch on your stereo (Hi
Fi, CD player etc.) and leave the loud music to take care of you and your
surroundings including the ears of your neighbours. In the meantime, you
light a cigarette (evident from the smoke or the smell) and leave yourself
in that state for some 15 minutes (the least).

Coincidentally, all three elements included in the above example
(that is, the open window, smoking, and music listening) do appear in
the case of bus drivers as described before. The only difference is that the
window is not the main means to liberate the decibels (which have already
reached the ears of the front-seaters within the vehicle) but a “window” to
disobedience (for enabling the driver to smoke), and in a sense a further
display of his authority and power. As was said before, the bus is in a sense
a projection of the driver’s psyche (as well as his body and his habitat).
This is not to say, that Greeks are the only people to have such habits in the
world (one can get similar experience in other neighbouring countries) or
that this is a recent discovery®4. What is interesting and noteworthy though
is the blind habit to impose one’s favourite music on other people and not
caring for that. Therefore, in a culture accustomed (or at least tolerant) to
loud and unexpected music, the driver’s decision to turn on his radio or
CD player en route may not look so strange.

Speaking of open space and public performance, one should take
into account the drivers’ social and cultural background that may also
explain their behaviour and musical inclination. According to their
testimonies, most drivers aged 50-60 years (being the majority) come
from the Greek province, whereas those ranging 30-40 are born in various
urban centres. This has considerable bearing on the former’s listening
habits and perceptions of music as primarily a social, communal, and
public activity. Some of them even spoke to me with nostalgia for their
early and teenage years in their village, where they participated in open
space festivals while listening and dancing within their local community.
Thus, they found modern uses and functions of music (in the private
sphere or in a more discreet manner) pathetic and unattractive. Besides,
their small familiarity with musical (and general) technology makes
them distrustful towards understanding private listening as is exercised
by young passengers. Therefore, their own vehicle seems to work for them
as a locus where they can relive their past and show their sense of music
to others.

34 On the pre-history of the phenomenon, see Devine 2013, 159-76. For some technical
aspects (with reference to the previous study), see Mulder 2016, 56-59.
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By referring to the vehicle and its various uses, one can recall here the
concept of non-place (non-lieux) for further explaining and interpreting
some of the aspects associated with buses and their geographical/cultural
space. First introduced by the French anthropologist, Marc Augé (b.1935),
in his seminal monograph, Non-Lieux, Introduction a une anthropologie
de la surmodernité (1992), the term refers to several modern spaces with
a limited or no sense of history, identity, and social relations, including
motorways®. Although the concept and its various applications have
earned a strong criticism, some of its key ideas still retain their use
and significance, such as the perception of the vehicle as a space where
individual passengers do not (consciously) share a common identity
(communal, social, cultural, etc.) but have randomly and accidentally
gathered (rather, selected) to go from one place to another for personal
reasons. So, in this socially “neutral” environment, the public exhibition
and expression of any cultural code, such as music, can be considered as
an attempt of binding and consolidating these people.

THE PASSENGER “AUDIENCE”

But what about the passengers themselves? How do they live their
experience during the trip, what is their usual reactions, and how they
perceive and explain what is going on within the bus? As was said before,
one could divide the passengers (in their additional capacity as “listeners”)
into front- and back-seaters, though this is not always the case. The first two
or three rows are the most “vulnerable” to the musical whims of the driver;
ironically, at the same time, they are supposed to be the most privileged
for the passengers. This is obviously because travelling on the front decks
offers a more relaxed journey, allowing a better view of the highway,
and giving a sense of semi-independence (for not having in front of you,
dozens of people). On the other hand, front seaters are exposed to the
driver’s various activities, especially if he is sociable, popular, or talkative
enough! Other much-desired loci are window seats for offering a nice of
view of “raw nature”, since modern Greek highways do not pass through
villages and inhabited places anymore. Seats are by rule numbered so each
passenger knows in advance where is their place, though sometimes the
same number may be given to two passengers of the same bus!

If passengers can be informed of their seats beforehand, what they
are not able to get is the type and character of their driver, particularly

35 The English translation of the work is Augé 1995. See also a critical account with regard
to motorways in Merriman 2004, 145-167.
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his musical inclinations. What must have been obvious from the above
is that despite the fact that travelling two or three hours on a Greek bus
includes several different and disparate elements (both in the interior
and the outside), music, as constant theme and motive, is so strong and
powerful that it subordinates (and often eliminates) all the others. It is
one thing to sit next to a curious elderly woman (who wants to know
about your job, your family, even your beliefs) and quite another thing to
have to cope with a loud and incessantly played music coming from an
impersonal and mechanical source you cannot control. Some passengers
(with whom I have talked) feel totally helpless if they happen to sit in the
middle and back seats while the bus loudspeakers are all turned on. That
is why, sometimes front seaters ask (or demand from) the driver to lower
the volume or change the repertoire but (in most cases) to no avail®®.

At this point (and to give a broader picture), I should note that
the drivers’ musical habits were occasionally tolerated (and in some
measure accepted) by some passengers (though not the younger ones).
That happened when their repertoire was of the lighter mood in terms
of music and lyrics (that is, Greek ballads, pop music, etc.) and not the
heavy skyladiko songs (revolving around rejection, separation, unfulfilled
love, etc.). In modern Greece, there is an unofficial albeit rather common
consensus among the average listeners over the basic genres of Greek
popular music, described as songs of the people (laika tragoudia). In broad
terms, popular songs are divided into light (elafra), semi-light (elafrolaika)
and heavy (varia) though in some cases they overlap®’. The majority of
middle-aged people prefer the first two categories; this is not to say that
the younger cling to the heavy ones: on the contrary, they usually despise
both genres, turning to Greek (or American) pop or to other modern genres
(rock, hip-hop, etc.). Yet, since the majority of drivers stick to the heavy
genre, toleration to their music is rather rare and inconsequential.

An interesting discovery from my travelling experience is the
correlation between the volume of music played by the drivers and
the loudness of the passengers’ chattering. When the driver listened to
his music in (relatively) high volume he usually made the passengers
start talking louder to be heard by their co-seaters (if they happened
to have one with no headphone). Conversely, a driver who listened

36 See arelevant case study in China, in Zhang et. al. 2022, 106623. A more recent account
regarding conflicts between drivers and passengers is Ye & Tang 2023, 103563.

37 A comprehensive overview of Greek popular music and its genres is Bucuvalas 2018,
10-40. See also Kallimopoulou and Poulos. 2017, 448-454.
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discretely to his radio or CD player was less likely to give passengers
the opportunity to raise their voice since there was no need for that. If
the driver happened to be silent both on his phone and over his radio
(a rare and curious phenomenon!) the passengers were quiet too as
if they respected the former’s decision and applauded his behaviour.
However, even the most “respectful” drivers used to raise the volume
(and turn on the lights, if it was dark) when their vehicle approached its
destination, as if to celebrate the safe arrival and the promising staying
of their passengers!®®

Another backfire caused by the drivers’ excessive use of music was
the virtual isolation of some of the passengers through their personal
headphones. That affected the young people (usually university students
and early-career people) who are anyway skeptical of modern-Greek
popular music or want to experiment with various musical trends*. From
what they have told me, they are driven to put their earphones throughout
the trip in higher volume than usual to avoid the musical “invader”. And
as the word of the drivers’ idiosyncratic musical tastes (and disrespectful
tactics) has spread through the students’ and youngsters’ lines, almost
all the latter enter the buses preoccupied and armed with any available
equipment of modern sound technology. Having said that, it should be
added that the majority of them are quiet people with no intention to
quarrel with their elder on an issue that can be solved (or alleviated)
with little effort. Yet (from what I was told), they are not ignorant or
unsuspicious of the possible dangers awaiting them through long exposure
to music listening on headphones, having also as background another
source of loud music*.

The private use of music by youngsters (irrespective of its
cause) is also seen by some elderly people with strong skepticism or
disillusionment, since it is interpreted as a sign of selfishness, isolation,
and alienation*'. They feel the same when their young co-travelers
do not respond to their pleas for little chat or look absorbed by other
activities (even by reading a book, if they can). In this respect, they

38 This is another symptom of the drivers’ ignoring their passengers. According to my
experience (corroborated by other passengers known to me) when it gets dark, drivers
seldom allow passengers to turn on the light by immobilizing the relevant equipment.

No study on the issue has been produced so far in Greece. For a fairly recent survey of
musical taste of young people in Russia, see Mozgot 2014, 22-36.

40 On this issue and its alternatives, see Bissell 2009, 427-45.
41 For the social aspects of using smartphones, see Hatuka & Toch 2016, 2192-2208.
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seem to share similar feelings and notions with the drivers about
the public use of music, despite their reservations of the repertoire
and the occasional volume of the recordings. Sometimes, the elders
feel threatened by the use of so many mobiles around them for their
health; they even complain that they feel dizziness when sitting next to
a smartphone holder. I recall a middle-aged traveler (well-known to me
in advance) who used to protest publicly at this phenomenon and asked
to change seats if he happened to have such an unwanted co-habitant.
In this respect, the public use of music by drivers has resulted into the
creation (or perpetuation) of two categories of “listeners” according to
their age and customs of listening.

The only audience that welcomes wholeheartedly the public and loud
use of music during traveling is (not-unexpectedly) the young students,
especially during their excursions with those school buses operated by
KTEL*?. Except for my own memories as a child, I have more recently
experienced such images and scenes while escorting my own children
in long trips organized by the school parent association. Apart from the
volume, in-bus activities include dancing while listening to music (of
the children’s choice), joining the songs with a loud voice, and teasing
each other that may be dangerous when being excessive, according to
recent studies**. On the other hand, school bus drivers (ironically) are
often placed in the defensive, since the decibels of music and the general
noise caused by children is not bearable. Therefore, assisted by teachers,
they even try to calm down their young passengers by regulating the
volume of music and employing the otherwise-neglected microphone!
And yet, this can be used by them for little reflection and empathy, as
to how someone (holding some kind of power over others) should use
his own desires and impulses (however noble these could be), such as
listening to and enjoying music!

EPILOGUE

This study has attempted to touch upon a rather delicate issue in modern
Greek society and daily life (affecting thousands of people), that being
the use of playing music in public transport on behalf of many (though
not all) drivers, and the responses and reactions of their passengers. It
is called delicate, because it concerns directly both the author (myself)

42 KTEL often undertakes school excursions that are less costly than it is by other private
companies and have become popular among schools.

43 A review of intervention methods in school buses is King et al. 2019, 101-28.
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as a frequent user of public transport (and thus dependable on the good
will and capacity of the staff) and the passengers (who, for the above
reason, they were unwilling (some of them out of fear) to give official
interviews and expose themselves). To fill the gap, so to say, I have
included my own opinion which, nevertheless, does not differ greatly
from that of the passengers I have spoken with. On the other hand,
this method is not an arbitrary option, for in modern ethnography, the
researcher is not expected to act as tabula rasa but is allowed (if not
urged) to express his/her opinion (provided this is clearly stated)*. At
the same time, I have had to respect the “participants” wish to keep
their anonymity.

These ethical dilemmas put aside, what I have gathered from several
off-the-record discussions with passengers was their almost unanimous
disillusionment (if not disappointment) with the drivers’ excessive use
of music during the journey in terms of volume (music played loudly),
repertoire (usually a heavy-mood genre), and (above all) with no sign
of understanding of or respect for the passengers’ needs (since some of
them travel for medical purposes and have no desire of getting excited).
To be fair though, one can understand (and respect) the drivers’ need
for a sort of reasonable “entertainment”, mostly for keeping them busy
and avoiding sleepiness (in face of the modern highways and the buses’
automatic equipment). One can also accept (and respect) their personal
desires and tastes that may not be shared by other people and lead to
misunderstandings and disagreements. But this should be controlled
and checked (primarily by the drivers) when it gets too far and becomes
disturbing for others (the passengers) who are, after all, the formers’
clients. So, by discussing this issue, I have wished to make the public aware
of the inherent problems and hopefully to contribute to their possible
solution.

44 On self-reflection as a central feature of ethnographic work, see Huspek 1994, 45-63.
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Fig. 1

Left side of a KTEL bus in Greece showing (from top to bottom) a thick black rosary around a
garlicin a little basket (used as apotropaic symbol), a little icon of St Paisios (canonized by the
Greek Patriarchate in 2015), and a glass cross.
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Fig. 2

A little church dedicated to St Christopher (the saint’s name is written in cyclical form above the
entrance) outside KTEL headquarters somewhere in Greece (names are not given for reasons of
confidentiality).
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Fig. 3

The interior of St. Christopher’s church owned by KTEL showing the saint’s icon on a metallic
stand dressed with a white linen, and other little icons on the wall (including the Virgin Mary,
Saint Nicholas etc.).
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OpWIMHaNHW Hay4HW paf,

HNHA AKCUh

ETHorpadcku uHcTuTyT CAHY, beorpap,
nina.aksic@ei.sanu.ac.rs

My3nuku ngeHtutet Poma
ca yamua beorpaaa’

Y oBoM pany baBrheMo ce pOMCKOM YJIUUHOM MY3U4YKOM IPaKCOM Ha TEPUTO-
puju Beorpaga. OBy mpakcy nokyiniaheMo ga mpecTaBUMO y LIeJIOCTH, CA CBUM
HBEeHUM M0jeJUHOCTHUMaA, @ Ha OCHOBY ofjlaTaKa C TepeHa (pa3roBop ca u3Boha-
4yHMa), UHTepHeT-u3Bopa (snimci sa Jytjyd miardopme, TEKCTOBU U AP.) U Ha-
yUHe JuTepaType. PoMcKa mpakca je MOXKAa U Haj3acTyIllJbeHHja YJIMYHA MY-
3UUKa [IpaKkca Ha TepUTOpUju beorpaza, HEYIIUTHO je pa3HOBPCHA, aJIU UIlaK
nocenyje 6pojHe KapaKTepHUCTUKe KOje 0DJIUKYjy HeH CBOjeBpCTaH UIOEHTU-
TeT. [lakiie, mpencraBuheMo U aHajiu3upaheMo ejleMeHTe IOMeHYTe My3HUUKe
mpakce, Kao 1mTo cy ciefaehu: 1. u3Bohauku 06/IUIIH, 2. BpCTe U3BOHAUKUX Cac-
TaBa, 3. 04abup U cTarbe MHCTPYMeHATa Ha KOjuMa ce U3BOAH MY3HKa, 4. ofja-
d1p My3HUKOT pereproapa, 5. je3UK Ha KOMe ce IeBa, 6. o4adup jaBHUX IpOC-
Topa Ha KOjHMa Ce OHa peasinuayje, 7. norahaju ¥ 1mocedbHU TPpeHYIIH y KOjuMa
ce 0[lBHja OBa My3HWYKa Ipakca, 8. My3sUUKHU pa3Boj / Kapujepa U 9. eKcIijioata-
nuja pere. [lweb paza je ma ce, HA OCHOBY aHaJIM3e IIPEeNCTaB/beHUX CETMEHA-
Ta OBe YJIMUHe MYy3WUKe IMpaKce, CTEKHE pejieBaHTaH yBU[ y mocedaH My3Uyd-
KU UeHTUTET POMCKeE yJIMUHe My3HUUKe ITpakce y beorpany. Takohe, 111/b oBOT
HUCTpa’kKHBaka je U Ja ce HAaUMHHU MOoZeJ KOju 61U Morao IOC/IYy>KUTH 3a Jasba
HUCTpa’kKMBaka POMCKE yIUYHE MY3UUKe MpaKkce y APYyTrMM BehuM rpagoBuMa
Cpbuje, ma 3aTUM U OMOTYhHUTH KOMIapaTUBHY aHa/IU3y, Kao ¥ YBU/ Yy 3ajel-
HUUKeE, OIIIITE [IPTE OBOT MY3UUKOT UIEHTUTETA.

* OBaj TeKCT je pe3ynTtaT paga y ETHorpadckom mHcTuTyTy CAHY KOju (DbMHAHCHpa
MUHHUCTapCTBO MPOCBETe, Hayke W TeXHOJIOUIKOT pa3Boja PC Ha OCHOBY YroBopa O
peanu3alnuju U GUHAHCHUPAky HAyYHOHCTPaKUBAUKoT paga HUO y 2023. ronuHUA
6poj: 451-03-47/2023-01/200173, ox 3. 2. 2023
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KipyuHe peuu: My3U4KY UOEHTUTET, YJIMUHA My3WUYKa IIpaKkca, pOMCKa MY3H-
Kka, beorpan, Pomu

The Musical Identity of the
Roma People on the Streets of Belgrade

This paper deals with the musical street practice of the Roma people on the
territory of Belgrade. An attempt shall be made to present this practice in its
entirety, with all its particularities, based on data obtained in the field (through
interviews with performers), Internet sources (YouTube videos, texts, etc.),
and academic literature. The Romani practice is possibly the most common
street musical practice on the territory of Belgrade, and while it is undoubtedly
diverse, it still possesses numerous characteristics which shape its particular
identity. Therefore, the elements of the aforementioned musical practice shall
be presented and analyzed, including: 1. forms of musical performance, 2. types
of performing ensembles, 3. choice and condition of the instruments used in
performing, 4. choice of musical repertoire, 5. the language being sung in, 6.
choice of public spaces at which it takes place, 7. events and special occasions
during which this musical practice occurs, 8. career development and 9. child
exploitation. The aim of the paper is to provide a relevant insight into the special
musical identity of the Romani street musical practice in Belgrade by way of
analyzing the segments of this street musical practice presented. Moreover,
the goal of this research is to construct a model which may serve to conduct
further research into the Romani street musical practice in other Serbian cities,
as well as enable a comparative analysis and insight into the common, general
features of this musical identity.

Key words: musical identity, street musical practice, Romani music, Belgrade,
Roma people

YBO/[,

Kama roBoprMO 0 YJIMYHO] MY3HUKO]j ITpakcH y Beorpany, Yuju BeJIUKH
Ieo urHe ocobe pOMCKe HAIlMOHAITHOCTH, TpuMehyjeMo fa ce HU3Baja
rocebaH My3WUKH HIEHTHUTET OBHX 0C00a, KOjH je 3aCHOBAH ITpe CBera Ha
onabupy My3HKe KOjy H3BOJIE, 3aTUM Ha ofabupy NMHCTpyMeHaTa, HAUHHY
IeBama / CBHpama U NpeacTaB/balba My3HUKe, Kao U Ha YeCTOj eKCIJIoa-
TAllMjH [elle y OBe CBPXE, Tj. 3aCTY/b€HOCTH Ieujer U3BohallTBa y CIIyK-
Ou moHoOIlIEekha IIPUX0a. BaskaH cerMeHT pasyMeBambha YJIHUHE MY3HUKE
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POMCKe IpaKce Ipe CBera IpefcTaB/ba YNbEeHHUNA fa cy Pomu! HoOMaz-
CKM HApOJ YHjH je )KUBOT BEKOBHMaA, Ha CBUM TEpUTOPHUjaMa Ha KojuMa
XrBe,?> b0 odaBe3HO nNpaheH My3WKOM, Tj. ©3BoOhauKoM ITpaKkCcoM, Koja
peAcTaB/ba jeflaH Ol KJbyYHHUX CerMeHaTa UAeHTuTeTa PoMma, mocedbHo
,ycien HelloCTojalba eTHUUKE TEPUTOPHje, Kao U IHUCaHoT je3uka” (Zdravic
Mihailovi¢ 2020b, 72). Kaga je y nmutamy TepuTOopHja bankaHa, ca3Hama
KOja JaHac ¥MaMOo TOBODE O JIojiacky npodecroHaiHuX Poma - My3uuapa
3ajenHo ca Typuuma.® Mako y MpBUM rogiHaMa HUCY OWJIM pafo BUheHHU
Mehy HapomuMa y Koje Cy JIOILIW, BPEMEHOM CY Ce PUJIaroqu/Iv U I10-
CTaJIM CaCTaBHU €0 My3WUYKe U HAapOJHE MpaKce KaKo y TpaloBUMa, TaKO
Uy cesnrma. ITocteneHo cy ycIiesiv 1a HaMeTHY U MHCTpYMEeHTe KapakKTe-
PUCTHUUHE 32 BbUXOBY MHCTPYMEHTAJIHY IpaKkcy (3ypJe, OybmweBe, aupe
U Ip.), KaO ¥ KapaKTEPUCTUYAH POMCKH, Tj. ODUjEHTAIHU MeJIOC KOjHU CYy
npuaarohaBaji My3UIU AaToT mogHeb/ba Ha Koje Cy ce HaceJauau. 360r
CBOje MpUJIaro4JbUBOCTH ,LlMraHu cy, 3apaBo, YCIeJH [a NOCTaHy HO-
CHOIIM My3HuuKe KyaType y Cpouju 19. Bexka“ (Gojkovi¢ 1998, 24). Uy XX u
XXI BeKy, OpOjHH MY3UUKH CaCTaBU HACTaBWJIU Cy CBOj ITpodeCHOHaTHHU
aHraxkmaH y Cpbuju, a HeKH Cy IOCTaJIM IIOMyJIapHU U WU3BaH I'paHUIIA
Ip>kKaBe, MOAEPHHU30BaBIIM UHCTPYMEHTE U MY3HUKY Y CMepY caBpeMe-
HUjUX MY3WUKUX TeHOeHHja.* Unak, Behu neo poMckux nsBohauva na-
Hac ce He baBU NpodeCroHaIHO My3UKOM,® Tj. HUje My3HU4YKH 06pa3oBa-
HO WJIM MaKap HeMa HeKaKaB ,CTaJIHU" aHTa’KMaH (KadaHa, pecTopaH,
IpocaaBe U ap.), Beh My3uKy U3BOAU Ha y/IUIlaMa rpaZioBa, Ha Taj HAUUH
3apabyjyhu 3a >)KMBOT, IIITO Ce UECTO MO>KE [TIOBE3UBATH ¥ Ca HEKUM BUAOM

! Usmehy repmuHa Lluranu u Pomu, y oBoMe pafy oIipefesiiid CMO Ce 3a YIIOTpeby Tep-
MuHa Pomu, nako je TepmuH lluranu y Cpbuju ydecTaauju U cBakako cTapuju. Tep-
MUH Pomu ofabpanu cMo pafu KOPeKTHOCTH, a Ioce6HO 3aTOo IITO je 3aCTyIVbeHUjU Y
CaBpeMEeHOj Hay4yHOj 1uTepaTypu. Kaza je y nutamy My3uKa, 360T y4ecTasoCTH Tep-
MMHa ,[JUTaHCKa My3HKa“ U BheroBe Hay4yHe 3aCTyIl/be HOCTH M OIIpaBAaHOCTH, KOPU-
cruheMo ra ¥ y oBOoM pany.

2 O mopekiTy, KpeTary POMCKHUX 3ajeJHUIIA U HUXOBOM HUIEHTUTETY BHUIIE BULETH -
Basic¢ 2002.

3 Buue BunetH y: Gojkovic¢ 1998.

4 Bwulle 0 caBpeMeHHM aHTPOIIOJIOIIKUM MOoIJIeAUMa Ha POMCKO My3uliupame y CpoujH,
ca moce6HUM OCBPTOM Ha Bpame, BuaeTHu y: Markovi¢ 2012.

5 Kapaje pey o 3apany, ¥ npodecroHaIHU My3UUapH U HepogecHoHaIu 3apabyjy 3a
SKHMBOT My3HLIMpameM, C TUM LITO Ce OHU Pa3/IMKYjy I10 06pa30BaHOCTH, aHTa>KMaHH-
Ma, palHOM MecTy U Ap. Tema npodecroHair3alvje HapogHUX My3rdapa, Kao jeHO
Ol MUTamwa Koje JOIIPHUHOCHU BUXOBOM 60/beM CTaTyCy U BUI/BUBOCTU/IIPUXBAT/HLUBO-
CTH y IpYLITBY, 3aCTyIlJb€HA je Y eTHOMY3HKOJIOIIKUM HCTpa’kKMBamHMa, Kao LITO je
TO HOp. Dumnic¢ 2016.
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npocjadyema.b IToBoz 3a TO jecy copo-aemMorpadcka CTpyKTypa ¥ EKOHOM-
cKe oiyInKe’ pOMCKOT CTAHOBHHUIITBA, KOje je TpeMa UCTpakKuBakbHUMa Off
IIpe IBe IelleHuje D110 ,,U3pasuTo MyIaZo cTaHOBHUINTBO" (Raduski 2003,
279), ITO Ce HU faHaC HUje NpoMeHWI0. [lakyie, TpeMa UCTpa>kuBamkbUMa
of TIpe ABaZeceT roguHa, PoMe je 0IJIMKOBaO ,HU3aK CTEMIEH EKOHOMCKE
AKTHUBHOCTH (32,8%), BeJIUKH Op0j U3Ap>KaBaHUX Julia (54,5%) U BHCOKa
He3aIloC/JIeHOCT Koja je Y 3HauajHOj MepH UHAHIIKMPaHa HeIIOBOJ/bHOM 00-
Pa30BHOM U KBaJIU(DUKALIHOHO-TTPO(hEeCUOHATTHOM CTPYKTYPOM, IUCKPH-
MUWHaIMjoM TIPUJIKKOM 3allolil/baBaka U ApyruM pakropuma”“ (Raduski
2003, 279),% a UITO M IaHalllka UCTPasKHUBama IIOTBphyjy.’

PomMcko ymruuHO My3uLiipame y beorpany npencrasiba jeJHO O HajC-
TapHjUX jaBHUX, YIMUHHUX MYy3UUKHX H3Bohemwa y beorpany, Moxkzia 1 Haj-
3acCTyIUbeHHje.!° Y TpeHyTKY TEPEHCKOT paja, 2020/2021. roouHe, Ha Y-
jaMa CMo, Kao U3Bohaue MaxoM 3aTeKJIM Aelly U MJyIafie, IOK je CTaprjux
OMJI0 3HATHO Make ¥ OHU Cy YIVIAaBHOM HW3BOLWJIU MY3UKY KaoO YWIaHOBHU
JIMMEeHHX OpKecTapa WJIH y rpaJickoM IipeBo3y. CBHU M3Bohauu cy My3H-
Ky W3BOIMJIM UCK/BYYHMBO Y KeJbH [la TaKo 3apaje, CaKymnsbajyhu HoBall
3a CBOje My3HIIMpakhe, TOKOM HWJIM HaKOH era, Hajuelithe y KyTHjy WX
memunp. TOKOM HCTpakMBamwa, y3 IIoCMaTpamke Ca yUeCTBOBAEM, CY-
CpeJix CMO Ce ca pa3uYuTUM hopMama U3BohaluTBa, ma hemo, mpBeH-
CTBEHO Ha OCHOBY THMX MCKYCTaBa, aJIU U Ha OCHOBY MOJlaTaka ca TepeHa
(pa3roBop ca u3Bohaunma U OJIHI] aHKETe, Kao U poTorpaduje), HHTEP-
HeT u3Bopa (CHUMIHU ca Youtube mmatdopme, TEKCTOBU Ha UHTEPHETY U
IIp.) ¥ Hay4He JIUTepaType NPeACTaBUTHU MOCEOHOCTH POMCKOT YJIUYHOT
MYy3HULIMpamka U3 KOjUX Ce MOXKEe carjielaTy U BeroB jeIUHCTBEHU UEH-
TUTET. JJakJjie, y Ja/beM TeKCTy pallluJlaHuheMo Ha HEKOJIMKO CerMeHaTa
POMCKO YJIMYHO My3HUILIMpame, Te heMo ra nocMaTpaTd U aHaJIu3UpaTU
Ca eTHOAHTPOTIOJIOMIKOT ¥ KYJITYPOJIOUIKOT CTAHOBUIIITA.

¢ Opabup 3apabrBama HOBLIA Ha YWY, 6WJI0 IIPOCjauereM, 610 My3UIIpameM, IIpea-
CTaB/ba Pa3yMJbHBU U CKOPO jeAUHU HauMWH 3apahrBama poMcKe MoITy/aliuje, Koja je
Yy BeJIMKOj MepH 3BaHUYHO HesallocieHa. Tako, ,y 2000, camo 20% pafHO CIIOCOOGHUX
[urana uMa peryJjapaH I10cao, a caMo 5% TUX pPaJlHHUKa je 3all0oC/IeHO Yy Jp>KaBHUM
dupmama. Oko 58% myuikapaua Ilurada u 89% >keHa HeMa IipodecHjy, 6UI0 Tpagu-
LMoHaNHy uiau mopepHy” (Cvorovié¢ 2005, mpeBof ayTopa).

7 Buure o PoMrMa Ha TP>KUUITY pajia ¥ eKOHOMCKUM IpUINKaMa BUAETH y: Zaji¢ 2000.

8 Bulle o uAEHTUTETY POMa, COIIM0-eKOHOMCKHM KapaKTepUCTHKAMa, TOCIOBUMaA KOjH-
Ma ce 6aBe, I1a ¥ KyJITypH >KHB/bea PoMma y Cpbuju, Buzmetu y: Cvorovi¢ 2004, Cvorovic
2005, Cvorovic¢ 2006.

9 O mUCKpUMUHAIIMjHu Poma My3uuapa Ha BajsikaHy BuIlle BHIETH y : Silverman 2014.
10 Buue BuzetH y: Dordevic¢ 1984.
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1. 3Bohauyku 061M1IH (MHCTPYMEHTA/IHA, BOKA/IHA, BOKQJTHO-UHCTPYMEH-
TaJiHa Ipakca). CBe TpU MpaKce U3y3eTHO Cy 3aCTyIJbeHE, a y3 MoMoh I1o-
JlaTaka ca TepeHa MO>KEMO YOUHUTH [1a je Haj3aCTyIUbeHHja BOKATHO-UH-
cTpyMeHTaJsiHa. [Toped nBa U BUIlle W3Bohaua, ol KOjUX jelaH 06aBe3HO
meBa, OBY ITpaKCy MOYKe U3BOJWUTH M CaMoO jeflaH WU3Bohay Koju IeBa U
cBUpa (HIp. Tapadyky).

2. Bpcre n3BohaukuMx cactaBa (afl XOK CacTaBU U OJieX-OpKeCTPH, T3B. TPY-
baun). Kama cy y muTamy BpcTe M3BOhaukKUX cacTaBa, Hajuellhu cy OHU
aJl XOK THIIa, KOju ce cpehy Ousio Ha yIUIIU OUJI0 y rpaZickoM ITpeBo3y. To
Cy Pa3HOPOJHH CacTaBH, a Hajuellh” MUHCTPYMEHTH KOjH Cy IIPUCYTHHU Y
OBOM THUIY CacTaBa jeCy pa3/IMuMTe BPCTe MEPKyCHja, XapMOHHKA, BHUO-
JiIvHa U Ap. UHCTpYMEHTH U cacTaBH dWpajy ce HACYMUYHO, U TO Cy HUH-
CTPYMEHTH KOjH Cy JIaKO IIPEHOCHUBH, MaJIOT 00MMa, He IIpeBHUllle OyYHH,
a KOju Cy KapaKTepHCTHUUYHH 3a U3Boheme ITUraHcke my3uke. Hajuenrhe
KoMOMHaLIWje aJi XOK cacTaBa Cy: a) XapMOHHKa, TapabyKka ¥ MaJja ycHa
KJIaBUjaTypa, 0) XxapMOHMKa U Tapadyka, B) BUOJIMHA U Ap. HepeTko ce y
nocjefme BpeMe fellaBa [ia ce, pagy Behe 3aHUMJ/BUBOCTH CacTaBa, My-
3UYapy yApPYy>Ke, Ma Ce Yak U UHCTPYMEHTH AYyIJIXUpajy (HIIp. ABe Tapa-
dyKe ¥ XapMOHMKa, Ca TPHU BOKaJia).

Takohe, BeoMma 4ecCTH Cy U T3B. ohe man band ,cacTaBu”, Tj. ©3Bohemwe
jenHor My3udapa KOjU U IeBa U CBUpa HEKU UHCTPYMeHT. Kaza cy y nu-
Taky POMCKH YJIUUHU My3U4apH, TO Cy YIJIaBHOM OHU KOjU CBUPAjy Ta-
padyKy u meBajy, 3aTUM KJIaBHUjaType U MeBakbe, Kao U — y HOBHje BpeMe
- TUTapa U meBame.'!

bnex-opkecTpu yriiaBHOM MMajy CBOj TUIIMYHU CacTaB ca IIPBOM U
IpyroMm Tpybom, Tybom, 6ac Tybom, dbybrwapeMm / mobdolrapeM U eBEeHTY-
QJTHO jOLI HEKUM JIMMEHUM [yBauKHMM UHCTPYMeEHTOM. Fb1X0B cacTaB 6u
Tpedasio ma Syme SpojaH, bydyaH, a CBaKo 300r THUIIA cacTaBa Ilocenyje u
Ipyradyujy, COTICTBEHHU peneproap. UHCTpyMEHTH y OBUM CacTaBUMa Cy
YIJIAaBHOM Yy IIPUJIMYHO A0OpOM CTamwy. 3a MpUMEpP CMO y3eJIH jeflaH O
HajKapaKTepHUCTUUYHHjUX Ojiex- cacTaBa. Haume, Ha ciauiiu je diex-op-
KecTap KOjU CBUpa MiiaJeHIIMMa U cBaTOoBUMa ucrpen lipkse CBeTor
Mapka Ha TamMajaany. MHCTpyMeHTa/IHU cacTaB YMHe [Be TpyDe, jen-
Ha Tyba ¥ jegaH BeJMKHM OyDam C OOATOM UMHEJOM O[03ro. [lakie, To

11 O poMCKOM My3W4Yapy KOju eBa M CBHpa rurtapy, udBogaehu Hymepe W3 IIUPOKOT
creKTpa My3WYKHX TpaBalia, KOju je CBOjy Kapujepy 3aroyeo Ha IIeTaJuIITHMa Y
Beorpany, a HaCTaBHO je U y APYTrUM rpaioBUMa Ha BaskaHy, 3aTUM I10CTao0 mpode-
CHOHAJIHU My3UyYap y KadaHama, Ila U HAIUPOKO MO3HAT HAaKOH y4yenrha y TaKMH-
yapckoj eMucHju ,HuKan HUje KacHO", Bullle BuIeTH y: Aksi¢ 2017.

| 141 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

I

i

Cnuka 1. lMpuBaTtHa apxuBa poTorpaduja aytopa paja.

®oTorpadujy ycnmkao Ha TepeHy ayTop paja.

je jemaH on HajuellhMX W HAjIIPAaKTUYHHjHUX CACTaBa, jep Ioceayje ABa
MeJIO[HjCcKa MHCTPyMEeHTa Koja MOTy CBHUpATH y ABOIJIacy Mo IoTpedy,
jenaH dac MHCTPYMEHT — paTky U PUTaAM CEKIIH]jY, J1aKO Cy IPEHOCHUBU
U yBeK y mokperty. [Topes TOMeHYTOT cacTaBa, Ha TepeHy ce cpehy pas-
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JIMYUTE BapHjaliyje y MoIJieny UHCTpyMeHara y OKBUpY DJiex cacraBsa,
I1a Tako MMa OpKecTapa Koje uHHe: nBe Tpyde, Tyda, bac Tyda U BeJTHUKU
dybatb; mBe TpyOe, IBe Tybe U BeJIMKU Oydal ca UMHEJIOM U ap. Jakie, y
HajBeheM 0pojy ciiyyajeBa 0OBa TpU MHCTPYMEHTA Ca BapHjaHTaMa YUHE
yAU4YHU OJiex opKecTap, a Hajsehu Opoj MHCTpyMeHaTta y cacTaBy je IIET,
C TUM LITO Ce II0 MOTpedH, YIIIaBHOM IIpell HOBOTLUILbE MTPAa3HUKE, HA
yJIMIlaMa I'paja MOTY CPecTH M OpOjHUjU cacTaBH.

Cnuka 2, MpuBatHa apxmBa doTtorpaduja aytopa pasa.

doTorpadujy ycImMkao Ha TepeHy ayTop paja.

[Topen ,cTaHgapAHUX" cacTaBa, CBe UelllhU Cy Oi1eX-OpKeCTpH KOju
HeMajy MOTIIYHH cacTaB, Tj. Hajuenthe mmogpa3symeBajy dybam U jemHy
TpyOy, a KOju Cy Takohe IMMOKPEeTHOT THUIIa ¥ CBUPAjy oA Npo30puMa 3rpa-
na 3apabhyjyhu Ha Taj HauMH - ,I'pahaHU UM ca ITpo3opa dallajy HoBUaHe
IIpUJIOTe, YeCTO CTaB/bajyhu HOBAIl y Kecy, 1a ce He pa3jieTu” (Blagojevic
2020, 99).
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3. Opadup U cTarbe MHCTpyMeHAaTa Ha KOjuMa ce U3BOOM My3WKa. Haj-
yenrthe ce MHCTPYMEHTH, ceM biiex-opKecTapa KOoju MMajy CBoj rmocedaH

cacraB, DMpajy Ha OCHOBY MOTYhHOCTH, TPEHYTKA, TPaKTUUYHOCTH TPaHC-
IOpTOBaKA, /I M 3aCTyIUb€HOCTH TUX UHCTPyMeHaTa y U3Bohewy Lu-
raHCKe MY3HKe, a Make Ha OCHOBY CITOCOOHOCTH M ITPeIHCITIO3ULIH]ja U3-
Bohaua 3a gaTtu nHCTpyMeHT. Kaga cy Pomu gouuin Ha oBe IIPOCTOPE, ca
coboM Ccy JOHEeNIH CBOje KapaKTEPUCTHUUHE, ITa MOXKeMO pehu U opHjeH-
TaJIHE UHCTPYMEHTE - 3ypJly, faupe, Oydam, aprujy U 4pyro, CBUpajyhu
Ux y npodecroHa/JIHUM CaCTaBUMa, a KOju Cy ce, IpujiarohaBawmbeM My-
3WYKOj TPAOHULIHjH MMOAPYY]a, ITa U APYLITBEHO-MY3HUKOM TPEHYTKY, a-
Hac CKOPO MOTHYHO n300u4dajuin. OBU UHCTPYMEHTH, KaJia je Y TUTaky
npodecrHoHaTTHO My3ULIUPake, 3aMeHEHHU CY ,BUOJTUHOM, KJIQapUHETOM,
TpydoM, XapMOHHUKOM, @ Haj3a[, U MHOTUM IPYTUM MHCTpYMeHTHMa ad-
puuke uspane” (Gojkovi¢ 1998, 25) ¥ KOpUCTe Cce U JaHac, IOK Ce 3a y/IUU-
HO My3HuIIMpalbe Hajuellhe KOPHUCTe BUOJWHA, XapMOHHKA, TapadyKka U
Iop. UHCTpyMEeHTH ce UecTo Hacaelyjy, TpaBe, a HOHeKAa/l Hajla3e U Ha OT-
nany. Pomu Hajuemrthe caMu noIpaB/bajy HHCTPYMEHTE, @ YIVIAaBHOM CY
OHHM Yy IPUJIMYHO JIOLIEM CTaky, paliITUMOBaHH, 0e3 oapeheHux Ne10Ba,
HIP. XXHIa U OUPKH, IITO HE YMawyje MOTyhHOCT CHajlaXkewa IIpU U3-
Bohemy UaK M Ha TaKBUM HMHCTpyMeHTHMa. Ha KHe3 MUuxXauioBoj yiu-
I UMaJIU CMO TIpUMeED Mpe MeT ToOAWHA [a je AeBojuulla CBUpaJia BU-
OJIMHY Ha jeJHOj >KWIIY, a JaHAaC UMa HeymopeauBO O0/bU MHCTPYMEHT,
nojayasio ¥ MP3 ca Kora myliTa MaTpHIIe, TE Ce U CaMO HeHO U3Boheme
nodospiiaso, a ITO yKasyje Ha TO a Cy TaJleHaT U CHAJIa>K/bUBOCT, ajik U
OLCYCTBO CTUZA Aa he ce 1ITa jIOlLIe OJCBUPATH, jefHa Ol KApaKTEPUCTH-
Ka POMCKHUX YJIMUHHUX My3Huapa. Y 0BOMe je CBaKako 1ocedHOCT POMCKOT
YJAUUYHOT MYy3ULIUPawka, 40K APYTH YIMYHUA My3W4Yapyu UMajy HHCTPYMEH-
Te KOjH Cy YIJIaBHOM y AOOPOM CTamy, a ITI0CeAyjy Yak U Iojavasia, 3Byd-
HUKe W Apyre TOHCKe amapaTe 3a noMoh mpu U3Bohemwy. Y MocieamhuX
HEeKOJIMKO TOJAUHA UMaK MOXKeMO IPUMETHUTH U T1000JbllIahe CTatha UH-
CTpyMeHaTa, ajil ¥ CBe Behy >ke/by [1a Ce POMCKH My3WUapH HU3jegHaye
ca ocTajiMMa ¥ paBHOIpaBHO ,HaaMehy" 3a 3apaay v mydbsuKy Ha yiu-
¥ C APYTUM My3HU4yapHuMa,'? Te ce 4ecCTo I10jaB/byjy U I1ojadasia, MP3 3a
nylmTamke MaTpHUlle, MUKPOMOHH, a Of UHCTpyMeHaTa — U KjiaBHjaType
U eJIEKTPUYHE THUTape.

12 O yIMYHUM My3HW4apHMa HEPOMCKOT Imopeksa, Ha KHes MuxausioBoj yiunuu y beo-
rpany, Koju cy HepeTKo U mpodeCUOHATHN My3uUuapH, BUJETH Bullle y: AKsi¢ 2017.
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Cnvka 3, MpusatHa apxvea doTorpaduja aytopa paga.
®dotorpadmjy ycnmkao Ha TepeHy ayTop paga.
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4. Ogaﬁnp MY3HWUYKOI pereproapa (HOBOKOMIIOHOBaHa, LIMTaHCKa MYV-

3UKa U Ip.).!* YIiaBHOM Cce U3BOOU L[IUTaHCKa My3HUKa ca npocropa Cp-
duje n bankaHa, Koja UMa KapaKTEpPHUCTHUUYAH MEJIOC, @ IoCcedHO ymo-
Tpedy T3B. LIUTaHCKe JieCTBHIlEe.'* 360T NMIPUIAroA/bUBOCTH MY3HUKO]j
npaKcH MmoapydYja Ha Kome Pomu >kuBe, Moxe ce pehu ,ma cBa Ta T3B.
I[IUTaHCKa My3HWKa IIpefCcTaB/ba HEKY BPCTY aJlalITUPAHEe U Ha IITUTaHCKU
HauuH IIpepaleHe U HHTepIIpeTHpPaHe JIoKaJiHe HapoJgHe MYy3HKe. (...)
HcroBpemeHo Tpeba UcTahu YWBeHHULy [a Ce JaHac joll YBEK Y CBETY
o4 MUTaHCKOM MY3HWKOM IOApasyMeBa YIJIaBHOM IIMTaHCKa MY3H-
Ka ca OpHjeHTaJIHMM, WIMaHCKUM, PyCKHUM, 1A JOHEKJIE U PYMYHCKUM
npuMecama“ (Gojkovi¢ 1998, 23). Tako, Kafia ce y3mMe y 003Up [a Cy Ha
basikaH pOMCKH My3W4YapH OOLIH ¢ TypliMMa, jacHO je 3alliTo ,MYy3U-
Ka bdanKkaHcKuUx l{uraHa oduiyje MHOTHM OpHjeHTAJIHUM NpHUMecama”
(Gojkovi¢ 1998, 24). mak, ¥ [ajbe OCTaje OTBOPEHO ITHUTameE IIITa je 3a-
NpaBO U3BOpPHA POMCKa MYy3HKa y JyrocjiaBHjH, a MOJ KOjoOM ce JaHac
noapasyMeBajy MeJlovje ca OpUjeHTATHUM IIpuMecaMa U Op3uM, He-
NpaBUJIHUM PUTMOBHUMaA, HAKO Cy Y BbUX BEOMA UECTO MHKOPIIOPUPAHU
eJIeMEeHTH TIOII ¥ POK MYy3HUKe, UeMY JIOITPHUHOCH U BEJIMKA ITOITYyJIapHOCT
pOMCKe My3HKe Ha jaBHOj clieHU.!®> Tako ce gaHac, Ha yauliaMa beorpa-
la MOTYy UyTH HyMepe MO3HaTUX POMCKHUX IeBaya, ¥ TO Dalll OHe Koje
Cy ca MeJIOCOM KOjH je KapaKTepPUCTUUYAH 32 POMCKY MY3HUKY (Ca MyHO
OpHjeHTaJIHUX MOTHBA) U OP>Ker pUTMa, Kao IITO Cy HIIP. TeCMe Koje Cy
OpuMapHO CHUMUAU Jbyda Anuuumh - ,lluraHuH caM, aJl HajJIenumu",
notoMm Illadana [laynuh - ,bojaHa“, ,Hema HuIlITa MajKo ol TBOra Be-
cesba“,!® MIM CTapHje IecMe HapoaHe My3HuKe, HITp. Tome 3apaBKoBUha
- ,0 JlaHka, JaHKA"“, Ka0 ¥ HOBOKOMIIOHOBaHe MYy3HWUKe HyMepe, Kao

13 Buire o IUTaHCKOj (POMCKOj) My3ULIU BUAETH y: Gojkovic¢ 1989, Gojkovic¢ 1998, Gojkovic
2001, Zdravi¢ Mihailovi¢ 2020a u ap.

14 'V TeopHju My3UKe, Tj. My3UUKOj XapMOHHUjU MMO3HATA je [UraHcKa JIeCTBULIA, Tj. LIU-
TaHCKY MOJI ¥ IUTAHCKU AyP. JJoBH TeTpaxopA IUTaHCKOT MoJIa jefHaK je ca 6aKkaH-
CKUM U JIMINjCKUM MOJIOM (BejiMKa, MaJsla ¥ IIpeKoMepHa CeKyHIa), ,a pas3Iukyjy ce
no 2opr-em, Koju je (...) y LUTaHCKOM XapMOHCKHU. [Ipu ToM je cByna usmehy Terpaxo-
paja noJiycmeneHu pasMak - LLUTO je OIILITa OfJIMKa JIECTBULIA Ca JIUIHjCKOM KBapTOM.
IuraHcky Ayp je cCaCBUM CBOjeBPCTaH 110 TOME LITO Cy My 062 mempaxopod XapMOH-
cka (opujeHTasHa)” (Despi¢ 2007, 128).

15 Buiie o oBoMe BUaeTH y: Gojkovi¢ 1989.

16 JTaHaC ce MOXKe TPUMETHUTH BeJIMKa eKClIaH3H’ja ,LIUraHCKe eCTpaiHO-3abaB/bauyke My-
3UKe", Koja ce ,CTBapa o yIjiey Ha CBe BPCTe MYy3WUYKHUX CTHJIOBA KOjH Ce M0jaBIbYjy
y 3emspu” (Gojkovic¢ 2001, 78-79).
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mTo je mecMa Jlapka Jlasuha - ,Majko” u apyre,!” Takohe dp>ker puTMa.
Beoma yecTo H3BOJie ce U CeBIaJIMHKe, Koje Takohe mocenyjy opujeH-
TaJIHU MEeJIOC, Y HEKUM TpeHYIIUMa CJIMYaH OHOME Yy LIUTaHCKOj MY3HU-
0u.'® Y mocienmwe BpeMe, ca cBe Behowm momysiapusaliijom JIJaTUHO MY-
3MKe, KOja je TpeMa PUTMHUUKOj CTPYKTYPH OIMCKa LIUTaHCKOj MY3HUIIH,
M3BOJle Ce U IonyJlapHe HyMepe JIaTUHO U3Bohaua, Kao 1ITO je TO HIP.
HyMepa Despacito, a 3aTUM Ce HaCTaB/ba Ca HAajBUPTYO3HHUjHUM KOJIUMaA
ca HalluX ImpocTtopa. Mako je cBe BHIlle JKEHCKHUX M3BOhaua Ha ylullamMa,
unak 6poj MyumKrux u3Bohaua rmpeoBsiafiaBa, Te je y CKJaZly C TUM U pe-
nepToap KOju Cy CHUMHJIM MYLIKH BOKaJIHU UHTEPIIPETAaTOPH, OPOjHHU]H.

BaskHa KapaKkTepUCTUKA [IUTAHCKE MY3HUKeE jeCTe puTaMm, Tj. MeTap, ra
Cy Tako Op>ke TecMe yIJlaBHOM 3aCHOBaHE Ha PUTMY YOUueKa HJIA PyM-
Oe, KOjH Cy 3aXTeBHHM 3a U3BOhemwe U IOTNaAajy Mo XEMHUOJIHY METPUKY,
Tj. ©IMajy akcak MeTpopuTaM. Kao TakBe, oBe ItecMe Hajbo/be ce U3BOJie
Ha MaJIMM, Ppy4YHHUM NepKycHjaMa, Kao IITo cy Tapabyka, TajiamMmdac Ui
JIaupe, U 300T Te CBOje KapaKTepUCTUKe DJIMCcKe Cy DaJIKaHCKUM HapOau-
Ma ¥ OpHUjeHTa/IHOj MY3UILH, Te OBakaB pUTaM U JOIIPUHOCHU OpUjeHTalI-
HO-UTPAYKOM KapakKTepy.'’

Bnex-opkecTpu MMajy cBOj mocedaH pereproap,?’ HeKaja UCK/bYUH-
BO MHCTPYMEHTA/JIHH, NOK MOHEKAa U jemaH of Tpybada nesa. Hanase
Ce UCIIpeN PKBe U ONIITUHE HAKOH BEHUAHA, 3aTUM Yy CaJiv 3a CBafbde,
Kao ¥ y cajiM KaZa ce MpociaBibajy 0CaMHaecTH poheHaaHu. OHU Haj-
yenrhe U3BOJe MTECME KOje Cy Y TOM TPEHYTKY U3y3eTHO IomnyjaapHe Mehy
drex-opKecTprMa, Kao IITO je maHac To JejaH ITerpoBuh c bur beHmom
U BbUXO0Ba HyMepa ,Bptior”, ok Takopehu craHaapaHe, TOTOBO 0baBes-

17 Vi3Bohemwe HymMepa HEPOMCKUX My3Huapa, Ia Yak ¥ CTBapame HOBUjUX HyMepa T3B.
LUraHCKEe MYy3UKe, CBEOYH O ITpriiarohaBawy pPOMCKUX My3UKaHaTa ,eCTpagHOM Ha-
YUHY U3BOhema, He caMo TyhUx MeJioguja, Beh B OHUX KOje OHHU JlaHac CTBapajy Ha
HAYWH KaKo OHU 3aMHUI/bAjy U CMATpajy ga 61 Ta HUX0Ba My3HUKa Tpebasio [a u3-
rnena” (Gojkovi¢ 1998, 25).

18 TTopen IMTOMeHYTHUX CTHJIOBA MY3HUKe KOje U3BOAe POMCKH My3HWUapH, y HOBHje BpeMe
cBe je yelrhy ¥ HOBH ITpaBal] Ha3BaH POMCKH XHUII XOII, KOjH jolI YBEK HHUje 3aXKUBEO Y
,CIT060MHOM " YJTMYHOM M3BOhemwy, MoXKa 360r Tora IITO je ,,CTBOPEH '0[03T0’ — 3aCiTy-
roM HeBJIaJiMHe OpTaHUu3allvje, Aa 64 ce MoTeHLHjaIh MyTagux PoMa ucKa3alyd U OCHa-
SKHUJIH, @ OHH JIaKIlle HHTerpucaau y BehuHcko apymtBo” (Bani¢ Grubisi¢ 2013, 15-16).
O 0BOj BPCTH MY3HKe, KA0 HOBOM €JIEMEHTY KOjH yUeCTByje y KOHCTPYHCAY MabUH-
CKOT uieHTHUTeTa PoMa, Bullle BULEeTH y: Bani¢-Grubisi¢ 2010 u Bani¢ Grubisi¢ 2013.

19 O CTUJICKUM U PUTMHUUKO-MEJIOIUjCKUM KapaKTepHUCTUKaMa T3B. [JUTAHCKe MYy3HUKe
Bullle BUneTu y: Gojkovi¢ 1998.

20 HaxkoH oTkpuha ’I[paraueBcKor Tpy6aukor aHcam6sa 1961. roguHe MoyYesio je Io-
ce6HO HHTEpeCcoBame 3a OBakBY BpCTy My3uke” (Blagojevi¢ 2008, 85, mpeBoz ayTopa).
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He HyMmepe Beh HeKoJHKO AelieHHWja duBajy ,hypheBman, Tj. ,Enepie-
3u”,  Kanammukos” u ,MeceunHa" ['opaHa bperosuha,?! ,Tedu, moja Ma-
30" KOjy je mpBU 0bjaBuo neBau Cphan MuiowmeBuh, ,Mapit Ha IpuHy”,
Kao W pa3jauumTa Koja Mehy KojuMa je obaBe3HO Y>KHMUKO KoJ1o. [lakie, y
CYLUTHHH, TEME MecaMa Koje u3Bofe d1ex-OpKecTpH, MOITy/IapHO 3BaHU
,Tpybaun’, yrrmaBHOM HeMajy Be3e ca AorahajemM KojeM NpHCYCTBYjY, Beh
je HajBa>kHHje Oa je puTaM Op3, HaKo Y II0jeJUHHM CjIydajeBHMa, Kaaa
IPUCYCTBYjy CBaAdU WIH, HAa IPUMeED, IOUYeKY HOBOpOheHYeTa M3 IOpo-
IWJIHIITA, MOTY Yy CBOj periepToap JAoJaTH HeKy IleCMy TeMaTCKH IToBe3a-
HY ca morabajeM, o uemy he 6uTH peuH y ma/beM TEKCTY.

5. Je3WK Ha KOMe ce eBa (CPICKH U POMCKH). YIJIaBHOM Ce U3BOJe Mec-
Me Ha CPIICKOM je3HKy, C TUM LITO je aKlleHaT YeCTO U3MEeHEH y CKIaay
C POMCKHUM je3uKoM. Heke HyMepe U3BoJe Ce SBOje3UUYHO, HCTOBPEMEHO
(jenHa cTtpoda u pedpeH Ha CPIICKOM, a APYTHd HAa POMCKOM), UJIU Ce Y
ofgpeheHMM TpeHyLIMMa U3BOJEe CaMO Ha CPIICKOM, a y APYTAM CaMoO Ha
POMCKOM je3UKy. JeAHa 0[] TAKBUX MecaMa, Koja je Hajuelnrha y u3Bohemwy
dnex-opkecrapa, jecre ,hypheBman” unu ,Enepse3un”. OBa recMma je CBojy
TIOMY/IapPHOCT CTeKJ/Ia mocedHO HaKOH U3Bohema y moMaheM pUIMCKOM
ocTBapewny ,JIoM 3a Bellamke” M3 1989. roguHe, a 3alpaBo je ,jelHa o[
MM03HAaTHjHUX MecaMa Koje neBajy lluranu Ha BypheBoaH y MaKkenoHHjU
U jyrorcrouyHoj Cpouju” (Gojkovi¢ 2001, 82).

6. Omadup jaBHHUX IPOCTOpPA Ha KOjMa Ce POMCKA YANYHa My3WUUKa ITpaK-
ca peanusyje (yaulla, IBOPHUIITE IIPKBE U OIIIITHHE, IPAJICKH ITPeB0o3, Hja-
e U ap.). Y omadupy jaBHHX IIPOCTOpa?? HajBa’kHUja je ppeKBeHIIHja IIPo-
JIa3HHMKa, OJf KOje 3aBHUCH ¥ BUCHUHA 3apalie. Y jaBHe IIPOCTOPe Ha KOjuMa
cy My3uuapi ,,puKCHH"?® U3y3eB IIeTa/JUIITA, I1a YaK ¥ TpoToapa APyrux
y/WLa U TJIaToa, KejoBa Iopef peKa, ciazajy ¥ IoA3eMHHU IIpoJjia3y, KOju

21 Hymepa ,bypbheBman”, iMrancka HapoAHa IlecMa, IocTasa je moce6Ho MoITy/iapHa Ha-
KOH o6pane l'opana Bperoeuha 3a duimMm Emupa Kycrypuiie ,Bpeme [lurana“. Takohe,
"HyMmepe ,Kanammukos” 1 ,MeceunHa“, mocebHo nrucaHe 3a bunm ,Ilonzemsse”, mocra-
Jie cy moItysapHe Mehy 61ex-opkecTpyuMa HaKOH Iollyjapu3sanyje y Guimy. ,BakHo
je ma ce ucTaKkHe ia OBe IlecMe Jjos1a3e U3 huaMa y JbyAcKe SKMBOTE U O6UYHO Ce JbyIHU
He cehajy oBUX (MJIIMOBa, a TT0JIaKO OBE IeCMe MO0CTajy HaponHe recme” (Blagojevic
2008, 88, mpeBof ayTopa). Bulile o yTunajy ¢punma u puaMcke My3UKe Ha pereproap
61ex-opKecTapa, aJili U Ha BUXOBY ITOMyJIapU3allijy, BuIeTH y: Blagojevi¢ 2008, nok
0 perepToapy U MomyJ1apHOCTH 6JieX-0pKecTapa, laHac U Kao Tpaficke My3UKe, BUIIE
MO>KeMO MMpoUHrTaTH y: Golemovi¢ 2006.

22 BeorpaZACku jaBHU IIPOCTOPH, MOCEGHO y MOCIENHmUX HEKOJIUKO AelleHuja, [0-
JXUBJbABajy ,TpaHcdopManujy ypbaHor mpocTopa y IIpoCTop 3a My3UUKO U3Boheme"”
(Blagojevi¢ 2020, 96).

23 TepMuH IIpeyseT u3 Blagojevic¢ 2020.
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Ccy aKyCcTU4YHH.?* [lopen 0BHX, IIOCTOje U OHU MYy3HU4YapH KOjH Cy y ITOKpe-
Ty ¥ KOjU CBOjy MY3UKY U3BOJI€ Y I'PaJICKOM IIPEBO3Y, UAY 10 MHjallaMa,
WJIM CBUpAjy HUchpen 3rpana (mon mpo3opom). Kaga je y muTamwy CBU-
pame y rpaZickoM IIpeBo3y, ITOIITO je IPOCTOP MOOUIAH U My3U4YapU Cy Y
MOKpeTY, MoApa3yMeBa ce MabH cacTaB (Hajuenrhe ABOje My3u4dapa, Of
KOjHuX jefaH obaBe3HO MeBa, a APYTU CBUPa 0OMYHO Maky XapMOHUKY) U
TO Aa My3UlIUpame Tpaje Kpahu BpeMeHCKHU Tiepuoy (ABe 40 TPU CTaHU-
1e), HaKOH yera ce Op30 NpUKyI/ba HOBaL.?> Heku of mpocTopa Koju cy
IloHekJie (GUKCHH, aJIU He CBaKOJTHEBHO KOpHIlTheHH, jecy U TopTe lLipKa-
Ba Kaza ce obaBba KpLITEHE UK BEHYAHE, KA0 U JBOPHULITA OMIITUHA,
yJIHIe UCIIpe[ TIOPOAUIIUIITA, TTie Ce oUeKyje HoBopoheHUe U ci1. CBe je
yewrhu TpeHI Aa My3U4yapHu U3BOJEe HyMepe Ha [eHTPaJHUM MeCTHMa
nujaia, roe je HajBeha dpekBeHIIHja byau. Ty MOXXeMO MPUMETHUTH U
unTaBe H1ex- OpKecTpe, pa3aparaHe Kylille, aJd ¥ OIpoAaBIle KOjU 4YeCcTo
Ilajy HeKU JUHAp 3apali My3UUuKe pa3oHoe.

Cnuka 4. MpueatHa apxvea dpoTorpaduja aytopa paja.

doTorpadujy ycamkao Ha TepeHy ayTop paja.

24 Bule o HajuemrthuMm MectuMa y Beorpany Ha KojuMa ce U3BOLU YIMUHA My3UKa BU-
netu y: Blagojevi¢ 2020.
25 Buiue o mysunupamy y I'CII-y Buzmetu y: Blagojevic 2020.
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Jlakse, 3a pa3/iyuKy of KOHLIEPTHUX ABOPaHa WIH IPYTUX 3aTBOPEHUX
IIPOCTOpPa Ha KOjuMa Ce U3BOAH MY3HKa, OBJle yJIUIla [TOCTaje jaBHA MYy-
3WYKa CLieHa [10J BeAPpHUM HeboM, ciIoDoHa M AOCTYITHA CBUMA, KaKo My-
3uvYaprMa Tako U ciayliaoliiMa. Takohe, HacympoT cBe uenthem TpeHIY
ciylliakba My3uKe ,MHTUMHO", IPEKO CIyLIANnIa, Tj. IyTeM ,3aTBapama
y UojeguHauHe My3uvke CBellioBe, YIUYHU My3HU4YapHU CBOjUM DaAoM y
jaBHOM ITPOCTOPY yjenumyjy mmpojiasHuke” (Blagojevi¢ 2020, 108) u cTBa-
pajy ayTeHTUUYHU UIEHTUTET oapeheHUx ynuila, Ila U YMTaBUX I'PafoBa.
7. Jorahajy v mocedHU TpEHYIIM y KOjHMa Ce O BHja OBa My3HUYKa IIpaKca.
[Topen cBaKOJHEBHIIE, POMCKH YIMYHU My3HW4apH U3BOJE MY3HUKY U Y CJle-
nehyM pWwinKaMma: HaKOH KpIITelkha, BEHYaWa, 3a IoUek HOBOpoheHUeTa
W3 TIOPOAWJIUINTA, Y TPENHOBOTOAUIIBLUM JaHUMA U AP.

JenaH on moMeHYTHX Aorahaja KojeM MpHCYCTBYjy 4eCcTO U bj1ex-op-
KeCTpH, aJId U APYTH aJl XOK CcacTaBH, jecTe U3ja3ak HOBOpoheHUeTa U3
nopopuauiiTa. Havme, My3nudapu ce OKyIJbajy UCIIpe[ IMTOPOSUIULITA
IoueKkyjyhu MajKy U olla ca TeK poheHoMm 6edoM, yecTo y3 mecme: HuHO
-, Tu cu hepko TaTHH cUH", Buosieta Buku MusKkoBuh - ,2Kejieo cu CHHa,
nmoduo cu khep“, Haga Tomuaruh - ,Poauvo ce cuH, Majiy rocnoguH”, Jbyda
Annuunh - ,My1iko MH ce ponuio“, baja - ,HacnegHUK" U Op.

YecTo ce y IpeHOBOTOAUIIBLUM Mpa3HULIMMa OjIeX My3HUUKHY CacTaBU
HanMehy ay>x untaBe KHe3 MuxauioBe yaulle, cBUpajyhu OydHo, ma U
1LIITO je BUPTYO3HHje U Op>Ke moryhe. [lIoHeKH MMajy U Ipa3HUYHH HU3TJIe]
KopucTehM HOBOTOAUIIKE KallULle, HOBOTOOUIIE HaoUape U Ip., YUMe
cyrepuiny usrnen Jena Mpasa ¥ Ha Taj HAUMH IOAUXKY IIPa3HUYHO pac-
TOJIOKEHE, IOK CY HEKY ITaK BeoMa eJIETAHTHO O0Oy4YeHH.

8. My3WUKH pa3Boj / Kapujepa. MHOTH YJIMUHU My3HWYapU TOCTAJIU Cy T10-
3HaTH Ha Youtube cieHHM ¥ MMajy HEKOJIUKO leceTHHA XUbafa Mpersena.
Hekwu gpyry, mak, mobdossliiaju Cy C rofMHaMa CBOje U3Bohauke cIriocod-
HOCTH, aJI4 Cy U JaJbe CaMO €0 MY3UUKOT YITUYHOT UEHTUTETA, LOK CY
HeKHU MPeKOo YJIUUYHOT My3UIlupakba, MONyT nopoaulie [Tuiep, ycrienu ga
Ioby y XM>Ky jaBHOCTH M YYECTBYjy Ha jeAHOM OJ TeJIEBU3UjCKUX TaK-
MHUYERA 3a TaJleHTe.?® [In1epoBH Cy jeflaH O U3y3eTHO PETKUX ITpUMepa
OBaKBOI KapHjepHOT yCIIOHA, JOK je HIIP. IeBOojuurlia Koja je IIpocusia 10
mpe neT-1ecT roAUHA, TPA)KUBIIH U A jOj ce KyITHh HEIlITOo 3a jesjio, HAKOH
TOTa Mmovesia fa CBMpa BUOJIMHY, I1a 3aTUM U IIPUJIMYHO y3HaMNpeaoBaia

26 O HampeTKy Kapujepe, Tj. BpDXyHIly 10 KOT Cy OOLUIA OBH MJIaJlU My3W4YapHu BUIe-
TH HIIp. Ha criefiehoj MHTepHeT cTpaHuuM: DA LI SE SECATE PILEROVIH? Nekada su
svirali na ulicama BEOGRADA, sada grade ku¢u od 560m2 u BECU! (espreso.co.rs)
(pristupljeno 2. 3. 2022)
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Yy CBUpamy, LLITO Ce OUUIJIENHO OIPa3UJIoO U Ha leH MaTepUjaiHU CTaTycC
(6osma, unctuja rapaepoda u c¢i1.). OBa IeBojuMiia JaHac, TOKOM CBOT H3-
Bohema Ap>KU U Tabyry Ha Kojoj muiie: ,,CKyr/baM HOBall 3@ IIKOJIOBamke",
YIIUTHO je Koje je LIKOJIOBalke Y MUTaKky U [a JIM je HoBall 3aucTa Ha-
MeHEH IIKOJIOBaKY, jep ’heHO MY3ULIUparbe HUje Ha 3aBUJHOM HUBOY, Ua-
KO MOpaMO UMaTH y BUAY [a je TTovesia la CBUpa Ha BUOJIMHU Ca jeJHOM
JKMIIOM U Yy OJHOCY Ha Taj MOMeHAaT UIlak BeoMa y3HarmpenoBaia. OHa
je jenHO O Aelie Koje je CBOjy KapHUjepy HaCcTaBUJIO [a rpafgy Ha YIULIU.

Kapujepa Herne usmehy ITniepoBUX U ITIOMHBbaHe I€BOjUUIIE je Ka-
pUjepa HallleT TaBHAIKBET cCaroBOPHUKA Alle, KOjU CBUpA eJIEKTPUUHY T'U-
Tapy, a KOju HU T10 UeMy HHje TUIIMYAaH U3BOhHau pOMCKe YJIUUYHE CBUDKE.
OH je rogrHE CBOT MY3WYKOT aHTa>KMaHa IIPOBEO CBUPAjyhH M0 pa3HUM
rpafjoBHUMa y 3eMJ/baMa Y OKpPY’KeWY, I1a 4ak U no KadaHama. CBHUpa U
IeBa HajBUIlle POK MYy3UKY, a 2019. rofivHe TAaKMUUYUO Ce U Yy PeruoHajl-
HOM 1I0y-TiporpamMy ,Hukazg HUje KacHO", TIe je 4OCTUTrao 3aBUIaH HUBO
Yy TaKMHWYaPCKOM [IEJTY.

JenaH on MO3HATUjUX YIUUHUX My3UUapa, YMjUX KJIUIOBA UMa U Ha
YouTube cueny, 3oBe ce Hacep l'amy; oH neBa ¥ cBUpa TapadyKy, HeKa-
Ila caM, a HeKaja y IpaTekU cBor pohaka Kemasa, Koju mak cBHUpa xap-
MOHUKY. OHU cy ponom u3 KpaspeBa, ajid 4ecTo CBOjy MY3UKY U3BOJE Y
Beorpany. THTepecaHTHO je Ja HEKU O OBUX My3HWuapa, Kao ILITO je TO
HIOp. Hacep, myTyjy U ©3BOJE CBOjy MYy3UKY y BehHM IrpajoBUMa LIUPOM
Cpbuje, Tako Ia OHU IIpeACTaB/bajy HEKU BUA NYyTyjyhux mysuuapa.?’

9. Ekcriyioatanuja geie. bpojHa poMcKa [ella U3BoJe MY3UKy Ha YIULU
caMa WU y IpaTekU oapaciux. IbuxoBy 3apany yIriiaBHOM y3UMajy Ofi-
paciy, IITo IIOTBphyje U UMkeHHUIIa [1a je, Ha ITpuMep, 2016. roarHe camMo
IIBOje MaJioJIeTHE Jelle J0OUI0 JO3BOJIY a CBUpA Ha YJIULHU (32 403BOTY
je HeoIxXOOHO PUCYCTBO POAUTE/bA TOKOM M3BOhema Ha YIULIH), LOK ce
ocTasa Jella, Kojy KOMyHa/IHa MOJIULIHja y ITpaTHhU CIIy>kde 3a CoLlUjalHu
pan YKJIOHHU ca yJulle, TOHOBO Bpahajy.2® YecTo cy Aelia mpuHyheHa aa
palie ¥ 110 JIOLIMM BpeMEeHCKHUM YCJIOBHMaA, LITO ITOCEOHO MOXKe A Ce Of-
pas3u Ha BUXO0BO 3[1paBsbe.?’ 3001 cBe Beher npobyieMa fielle koja 3apahyjy
Ha yJuliaMa, aAp>kaBa Cpbduja je om 2015. rogrHe 1ovyesjia OpraHU30BaHO
Jla CIIpOBOL M aKIIHUjy y KOjoj MOKyIlIaBa Ja pellu ITpodsieM eKcIioaTalHje

27 Bullle 0 MOPeK/Iy U TPaAUIIUjU AaHAIIBUX YINUYHUX My3rudyapa BuaeTu y: Aksi¢ 2017.

28 Bymie BUAETH Ha cajTy: Decu u Knez Mihailovoj EKSPLOATISU DRUGI? Samo dve
devojc¢ice IMAJU DOZVOLU za sviranje | Dnevno.rs (pristupljeno 23. 3. 2022)

29 Bwuie 0 eKCIUIOATallUju poMcKe melle Ha KHe3 MUXaWI0BOj YIHUIHM BuIeTH y. Aksi¢
2017.
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OpojHe melle Ha yi1ullamMa beorpana, ajiu ¥ ApyruX rpajgoBa y Cpouju.°
O ToMe Oa M3Bohauku HHUBO yIVIAaBHOM H HHje 3HadajaH HUTHU IIpe-
cynaH, Beh fa je HajBa’kHHMja 3apaja, CBELOYM U UHMIbeHHUIIA Ja POMCKHU
YJIMYHU My3UUapH, NocedHO [ella, 3a pasjiiuKy oJi BehrHe ocTaliux yauu-
HUX My3U4apa Koju Uu3Bozie My3uKy Ha KHe3z MUuxausioBoj yJIully, HEMajy
JO3BOJLY, Tj. Ja HUCY HU MIOKYIIAJIU [1a Ce IIPHUjaBe Ha KOHKYPC 3a YJIUUHE
My3HUUyape KOju CBaKe roguHe opraHusyje I'pang beorpan. ITopen Heroce-
JIIOBama OBE [I03BOJIE, MOPaMO MPUMETHUTHU [a Cy pernepToap U U3Bohau-
Ka IIpakca KOjH ce MpUKa3yjy Ha 0BOj Y/IULM y 3HAaTHOj MEPU Ha BUILIEM
HUBOY 0[] OHUX Ha JPYTUM yJIHUIlaMa, y TpaiCKOM IPEBO3Y U IPYTLe, ajlu
ce TTOBpEMEHO T0jaBe U Aella ca JIOIIUjUM U3BOHauKHMM CITOCOOHOCTHMA,
4ecTo U npeBUllle Oy4yHa, KOjy KOMyHas/IHa MOJULUja, Hajuellhe Ha TTO3UB
3aM0C/IeHUX Y OKOJIMHHY, IIOMepa C [leHTpaiHoT MecTa y KHe3 Muxaurio-
BOj yiu1iu. [la ce paau o eKCIjioaTallkdjy Ielle, IoTBphyje HaM cBeJlouermne
jenHe rocriohe 3amocieHe y O/IM3UHU MeCTa Ha KOMeE CBHUpAjy OBa Aela.
HaumMme, HaKkOH 110o3MBa KOMYHaJTHE TI0JIULIH]e, Te TIoOMepakha [elle ca JaTor
MeCTa, rocrioha UX HapeAHOT JaHa 3aTUYe Ha UCTOM MECTY, [1a Ha ITUTamke
300r yera ce caMo MaJjio He IIOMepe 0TyZa, 400Hja OATOBOD O Aelle Aa OHa
Mopajy ma dymy dalll Ty jep UM je Tako HajioxkeHO. HaMa je BeJIMKH IIpo-
b71eM TOKOM HCTpa’kWBaka MpencTaB/bao MOKYyIlIaj pasroBopa C AeLoM,
ra CMO jelHOM ITPHJIMKOM IOOUJIN OJITOBOP Y BUAY HETIPHMEPEHOT recra.
O ToMe KOJIMKO je yIieyaT/bUBa, ajild U KOJIMKO UWHU [e0 CBaKoJHe-
BUIIE, Tj. KOJIUKO je He3aMUCIUBO He3alla’kake YJIMUHE pOMCKE My3UUKe
Ipakce, Kao ¥ 0 TOMe KOJIMKO je IyT BbeH BeK Ha TepuTopuju beorpana,
CcBenoyYH, u3Mehy ocTasior, ¥ jefaH of foMahux KyJ1THUX (punmosa - Ko
TO TaMoO IeBa“, y KoMe ABojulia Poma® Ha xapMOHULIU U ApoMby/bama
MW3BOJe TTIeCMY KOja je JIajTMOTHUB U IpaTH CH>Ke IIpUUe KPO3 YUTAB (pUIM:
,HecpehHHK caM oJi MaJieHa, O[] CBe MyKe ITecMe I1eBaM. Bosieo 61x, MajKo
MHJIa, Ja CBe OBO CaMO CHeBaM, jo00j joooj, j000oj, joooj*“.3?
Herposia3sHOCT U CBe jaCHUjU UAEHTUTET POMCKE YJIUUHE CBUDKE, lheH
3Hauaj 3a MY3WUKH UAEHTUTET DeorpalcKux yiaulla, IpuKkalyje HaM U

30 Bume BuneTH Ha cajtoBuma: DECA KAO MODERNI ROBOVI Alarmantni podaci o
eksploataciji najmladih u Srbiji (blic.rs) (pristupljeno 23. 3. 2022) u VULIN: Radna
eksploatacija dece se najcesc¢e vida na porodi¢nim imanjima i ulici! - Informer
(pristupljeno 23. 3. 2022).

31 Q yIMYHOM, Hellpo(eCUOHATHOM MY3ULIUPay, ajli U 0 MY3UILIU U MY3ULIUPay Kao
3HaAuajHOM ejieMeHTYy HauWHa >KMBoTa Poma, cBefgoue u 6pojHU HUIMOBHU - CKYU/ba-
yu tiepja, [Jlom 3a seware, L[pHa mauka, bestu Mayop ¥ Op.

32 QO romysapy3alivjy IUTaHCKe MY3UKe U BbUXOBOT H3Bohera Kpo3 KHHeMaTorpadujy
BUILle BUZETH y: Blagojevi¢ 2008 u Erdeljanovi¢ 2000.
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UIeja o CTBapamwy pasriefHUIla Koje Cy ce ITpofiaBasie TypucTuma y Kues
Muxau0B0j YJIULIU [IOUYETKOM [ABEXHU/bAJUTHUX, @ Ha KOjOj Cy IIphKa3aHa
Jelia - My3v4yapy pOMCKe HallMUOHA/JIHOCTH.

3AK/bYHYAK

wp Halller UCTpa>kMBaka je Ja ce, HA OCHOBY aHaJ/IM3e MpeacTaBbe-
HUX CerMeHara OBe YJIMUHe My3UUKe ITpaKkce, CTeKHe pejieBaHTaH YBU[
y nocedaH My3WYKH UOEHTUTET POMCKE YJIMYHE My3UUKe npakce y be-
orpany. Takohe, npyru Lin/b HCTPaskKMBamkba je Ja ce HAUMHU MoAes KOju
d1 Morao MoCIY>KUTHU 3a Ja/ba UCTPaKHMBaka POMCKE YJIUUHE MYy3HUUKe
npakce y ApyruM Behum rpagoBuMa Cpduje, ma ga ce 3aTUM OMOTryhH
KOMIIapaTUBHA aHa/JIUu3a U CTEKHE YBUJ Y 3ajefHUYKE, OILITE I[pTE OBOT
MY3WUKOT UIeHTUTETA.

CBe Impakce U3BOJeE Ce Ha y/JIullaMa, Tj. Ha OTBOPEHOM IIPOCTOPY, LITO
pencraB/ba CBOjeBPCHY jaBHY ClieHY. KapakTepucTUKa npencraBibe-
HOT POMCKOT YJIMYHOT U3BOhema je U y TOMe IITO Ce HU Y je[lHOj o1l Ha-
BeleHUX MpWJIHKa My3WUyapy He M03uBajy, Beh OHU [ojia3e Ha MECTO
onpeheHor morahaja CIOHTAHO, IITO MOHEK/IE MOYKE YKa3UBaTH U HA TO
Jla y OBOM CjIy4ajy mpodecroHain3anja pOMCKUX YINYHUX My3HUUa-
pa HHUje mocTulyia 3aBUOaH HUBO. OBOM 3aK/byUKy JOIPUHOCE U LPY-
TU eJIEMEeHTH KOju YUHE COLIM0-eKOHOMCKH aCleKT POMCKOT YIUYHOT
MYy3ULIMpamwa, a Koju odpumM aenoMm hopMupajy U UOAEHTUTETCKY IIpe-
IPO3HAT/bUBOCT: JIOIIE CTalhe MHCTPyMeHaTa Ha KojuMa ce My3uKa H3-
BOJIY; HEMapHOCT Y HAUWHY IIpe3eHTOBaka MYy3UKe; Mewhakhe MeCcTa U3-
Bohemwa, anu ¥ dMpame Haj(ppeKBEHTHUjUX, UCKJBYUYHBO YIMUHUX MECTa,
YK/byUHjyhH ¥ I'paZicK¥ IIpeBo3, KaKo OU ce cTeksia IITO Hosba M OpxKa
3apaja; ¥ Ha IOCJIETKY eKCIIoaTalyja aele, Tj. ACTPa’KUBauKU 3aKJ/by-
Yak Jla OBe My3HWdyape UMHHU MaxoM MJjiaha mormysianuja, mocedHo gelia
U MaJIOJIETHHUIIY, KOjHU ITpeMa 3aKOHY He cCMejy OUMTH [eo paJHe CHare, a
U jollI yBeK Cy MJyIay Aa OM MOTJIM OUTH ITPOGECUOHAJIIIN Y OBOM TTOCITY.
[Topen yTU4YHOT My3ULIMPaka, POMCKU My3UUYapy YYeCTBYjy U Ha IIpoC-
JlaBaMa Koje ce OfBHjajy Yy 3aTBOPEHOM MPOCTOPY, Kao IITO Cy cBanbde,
KpUITEWA, IYHOJETCTBA U AP., aJIU U HAa OTBOPEHOM - CaxXxpaHe, C TUM
LITO Cy Ha OBUM Aorahajuma T3B. Te3re yHarpel YyTOBOPEHE, a aHCAMO-
JIU WTIaK YBe>KOAHHUjU U IMTPUINIPEMJbEHH]U 3a OBakBa M3BOhewa, Te OHU
MOTY TEXKUTH ITPO(eCuoOHATHU3MY.

Pomcka ynuuHa My3uUKa IIpakca UMa KapaKTEpUCTHKE KOje je pas3iiu-
Kyjy oI My3HKe IpYyTHX U3Bohaua, Kao LITO Cy 0Aabup perieproapa, BpcTe
MY3HWUKHUX CaCTaBa, JIolle CTake MHCTpyMeHaTa, JOMHUHallija Ha jaBHOj
CIIeHH, TOCeDOHO MO0 rpa/iICKOM ITPeBO3y U Y ABOPUILITHMA LIPKBE U OMNILUTH-
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He, eKcIUI0QTalUja Aelie U aAp. CBe HabpojaHO, U3MBOjeHO KAao HajAOMMU-
HaHTHH]e, JOTIPUHOCH KapaKTEPUCTUUYHOM MY3UYKOM HUIEHTUTETY, Kao U
UIEHTUTETY UMTaBe ITpaKce Koja MpeAcTaB/ba CaMO jefaH CETMEHT POM-
CKOT HauWHAa JKHUBJbEHA.
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“On the Streets of Diversity”. Urban Space
as a Birthplace of Free Expression and
Artistic Creation: the Case of Nikolas Asimos
in the Exarchia Area of Athens

Artistic creation depends to a great extent on man-made environment and
relationships that connect the artist with it, as well as on his/her experiences
and perceptions. The singer and actor Nikolas Asimos still remains, 35 years
after his death, an emblematic figure of Exarchia, a central area of Athens,
frequently associated with intense anti-authoritarian activity. In this research,
we focus on the social-cultural conditions that prevailed in the area, between
1976-1988, a period when Nikolas Asimos lived there and created the majority
of his work. Through content analysis of the opinions of people who knew him
or dealt with him on a professional basis, we argue that the urban space of
Exarchia greatly contributed to the creative mood of the specific artist, providing
him with the appropriate conditions for free expression of his work and ideas.

Key words: urban space, creativity, music, Exarchia, Nikolas Asimos
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»Ha yamuama pasHoankocrTu®:

Yp6aHuu npoctop kao mecto pohemwa
C1000aHOr N3parkaBara U YMETHUUKOT
cTBapanawrsa: cnyvaj Hukonaca Acumoca
y Kpajy Ersapxuja y ATUHM

YMETHHUYKO CTBApa/IallITBO y BEJIMKOj MePH 3aBUCH Of] OKpPY>KeHa Koje CTBapajy
JBYIM U OMHOCA KOjU YMETHHUKeE MOBe3yjy ca TUM OKPY>KEHEM, Kao U 01 UCKYC-
TaBa U Mepleniyja cCaMUX yMeTHUKA. YMeTHUK Hukomnac AcuMoc U fajsse, 35
rogvHa HakKOH CBOje CMPTH, ocTaje cuMbos Ersapxuje, Kpaja y IeHTpY ATHHE,
KOjH Cce UecTo IoBe3yje ca MHTEH3WBHUM aHTUAyTOPHUTAaPHUM aKTHBHOCTH-
Ma. Y OBOM UCTpakuBamy hoKycupaheMo ce Ha COLIMOKY/ITYPHE YC/IOBe KOjU
Cy TIocTojasiu y 0BOM Kpajy usmMehy 1976. u 1988. roguHe, y riepyuoay Kazaa je
Hukonac ACHMOC TaMO >KUBEO U CTBOPHO BehH J1e0o CBOT YKymHOT Aesa. Kpo3
aHaJIM3y caJprkaja MULbEeHa JbYIU KOjU Cy T'a II03HaBaJIA UJIU Ca BUM UMaJlu
Joaupa MpeKo CBOT 3aIloc/iekha, TBPAUMO Aa je ypdaHu rmpoctop Ersapxuje ym-
HOTrOMe IOTIPUHEO KPEeaTHUBHOM PACIIOJIOXKEHY OBOT YMETHHUKA, OMOTYhHMBIIH
MYy IIpUKJIaJHE YCJIOBEe 3a CJI000IHO M3paykaBamwe paJoBa U HUjeja.

KpyuHe peuu: ypbaHU MpoOCTOp, KpeaTUBHOCT, My3HKa, Erzapxuja, Hukosac
Acumoc

1. INTRODUCTION

1.1. The multiculturalism of urban space
as an element of inspiration and artistic creation

Modern cities consist of a crossroads of cultures, mainly, because for
many people they are a pole of attraction for ‘a better tomorrow’, as far
as their living conditions or professional development are concerned. As
Varvounis and Kouzas mention (2019, 25) “cities are characterized by
cultural hybridity”. The native population, but also those who immigrate
to the big cities, in the ‘societies’ of economic self-centeredness (Meraklis
2021, 27), are presented with opportunities such as getting to know
and often mixing elements of their culture with those of other nations,
sometimes in the form of experimentation, as it happens in the field of
gastronomy or art, which often leads to excellent results (Watson, Hoyler
& Mager 2009, 862-863).
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Cities are communication networks (Tsangaris & Pazarzi 2018) and
have always been typical sites of exchange, where conflicting and confusing
perceptions and representations constantly intersect (Chatzinakos 2020,
184). Nowadays, globalization contributes to the exchange of cultural
values among people (Raikhan et. al. 2017), who communicate through
complex linguistic and cultural filters (Crozet 2017, 7). Especially for
musicians, the need to communicate with the public, often leads them
to search for new hearings, to include in their musical experiences
and subsequently incorporate and capture in their new compositions.
The urban space is a place of such stimuli and a field of many artistic
inspirations and discoveries.

1.2. Urban space as a field of organization
and free expression of social groups

Space is a product of relations and a representation of history, life and,
generally, the real world (Massey 2008, 11, 30). Urban spaces actively
participate in the social life of the city (Karanikolas 2019, 36). The streets,
although they are regarded as ordinary, act as mediators, as they give us
access to the culture of each place and each time. At the same time, it is
what connects the past with the present and the future (Hickey 2010, 161-
162). Often, the urban space turns into a place of gathering for people with
different perceptions and ideas, people who cannot and neither want to
compromise and keep up with the prevailing social norms of their time,
marginalized people who appropriate urban space and use it for their own
‘needs’ (de Certeau, in Massey 2008, 47). As Kouzas (2017, 74) mentions,
these individuals “do not necessarily have a causal relationship with the
area, but may simply have been attracted to the specific space and act
there”. To an extent, this is due to the spatial isolation and marginalization
of these individuals, who organize themselves into social groups and try
to spread their own ideas, as a form of resistance to a ‘globalized system’
of modern urban culture!. Groups of these individuals, who are active
in specific areas, are characterized as alternative groups with their own
subculture, they follow their own value system and a different way of life
than the majority of the city’s inhabitants. This marginality by choice,
found mainly in young people, is mostly derived from their reaction to
political systems and in general from the bourgeoisie system of values
and ideas. Youth participation in these subcultures functions as a form

1 Foucault (1982, 781) states that these struggles are not only struggles against some
form of authority, but also struggles for individual recognition.
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of resistance to the adult world and is often reflected not only in the way
they behave and act, but also in the way they dress (Williams 2007, 580-
582). They usually adopt an unconventional lifestyle, non-conformist and
possess a rebellious mood. These groups are usually found in places such
as the urban ‘centers’ of megacities (Kouzas 2017, 66-67, 71, 78, 93-97).

In Athens, one such case is the area of Exarchia, mainly known as
an area where anti-authoritarian groups operate, having associated its
name with revolutionary struggles? and tragic events®. Exarchia, as Della
Puppa (2016, 52) argues,

“represent the embodiment of the conflict between diametrical opposed
perception of urban space: The city where roles and tasks are given
and disciplined in the name of an imposed common good, versus the
undocile space of negotiation where actual needs and means to satisfied
them are woven together”

In the area streets one will find people from many different social
groups, anarchists, autonomous, anti-authoritarians, fighters of the extra-
parliamentary left as well as groups of punks, immigrants, hooligans,
writers, marginalized social groups, ordinary users of the city (Cappuccini
2016, 32). Exarchia remains to this day (unknown until when) the ‘Galatic’
village of Athens (Cappuccini 2016, 33)*%, although governments have
tried to change that® (Ioannou 2016, 334-338, 434). One of the most
characteristic and emblematic figures of Exarchia square was the artist
Nikolas Asimos®, a vivid example of the relationship between the urban
space and the creator, which continues to this day, 35 years after his death.

2 Such as the revolt of the students of the Polytechnic University against the dictatorship
in Greece, in November 1973, with the basic slogan ‘bread-education-freedom’.

3 Bloody clashes between citizens and the police and cold-blooded murders. Most
recently, the murder of 16-year-old Alexis Grigoropoulos on 06/12/2008 by a special
guard of the Greek Police, which caused chain protests and clashes in almost all Greek
cities (Close 2011; Vradis 2012; Karanikolas 2019, 184; Katsikana 2021, 94-95, 98).

4 Similar areas like Exarchia (also stigmatized by the media and the majority of society)
can be found in many areas of other countries, such as the Moéllevangen area in
Sweden, known for its anti-racist activist movements (Hansen 2022).

5> Among the most characteristic state interventions was the “Areti” operation of the
Greek Police in 1984, with the argument of clearing Exarchia square of marginal and
unconventional groups (punks, homosexuals, drug addicts).

Nikolas Asimos (1949-1988) was mainly a songwriter, but he also dabbled in acting
and sketching. He wrote over 100 songs, mostly with socio-political content.

o
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2. METHOD

2.1. Research tool

As part of a wider thesis research’, many interviews were conducted
with people who knew, collaborated or dealt with Nikolas Asimos mainly
due to their profession, whose opinions regarding the urban space of the
Exarchia area where the artist lived, are presented in this paper.

The unstructured interview was used as the main research tool.
As the researcher must always take into account the historical period,
geography, perceptions and representations of social groups (Tsangaris
& Pazarzi 2018), questions were formulated in such a way as to form a
comprehensive view of our research question (Robson 2010; Seidman
2013), namely, whether the conditions that prevailed in the urban space
of Exarchia at the time Asimos lived there (1976-1988) influenced his
artistic creation and the circulation of ideas.

The method of purposeful sampling was chosen for practical reasons,
as the interviewees were acquainted with the artist or worked with him at
different time periods. The interviews, parts of which are presented in this
work, were carried out from June 2021 until November 2022. The research
was based on the view that the urban landscape and the relationships
of people within it can form suitable conditions for artistic creation and
free expression.

2.2. Participants

The number of interviewees® amounts to twelve people, who knew Asimos
on a perssonal® or profession level!®. More specifically, amongst them
there were three directors, five musicians, two singers, a journalist and a
person generally involved in the arts.

7 Concerning the influence of rumors in social networking towards the making of
legendary figures.

8 From now on (int.- job title)
9 Fellow artists and friends.
10 Directors, journalists, etc.
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3. RESULTS

3.1. Who was the artist Nikolas Asimos?

His real name was Nikolaos Asimopoulos and he was born in Kozani!!
in 1949. He later changed his surname to Asimos, which in Greek
means someone of low or no importance or social recognition. During
his student years at the Faculty of Philosophy in Aristotle University
of Thessaloniki, he was involved in theater and music. In 1973, before
graduating, he decided to go to Athens and pursue his dream in music
(Allamanis 2000).

He formed musical groups with which he played from time to time in
various music scenes. However, due to his quirky and irritable character,
there were often fights with his partners or place owners and the groups
did not last long: “I believe with his peculiar character and not being able
to create any music group, the only way he could stand out was to go
around with a bunch of freaks, singing his songs interspersed with skits
as an actor” (int.6, artist).

So, he decided to communicate with the world in a different way, on the
street (Kouzas 2017b, 27), organizing outdoor music theater performances:
“Poet of the streets, that’s how I call him (...) it was conscious” (int.2,
singer). “What always impressed me was his devotion to his beliefs and
his obsession with being in the ‘market’ and mingling with the crowd
singing his songs at his outdoor concerts” (int.10, director).

He also tried to make some money to make ends meet by selling
various publications and tapes outside the Polytechnic University: “I met
Nikolas Asimos, at the right side of the gate, of the Polytechnic University,
where he had his small table and sold books, which were of anarchist
content (...) Over time we became friends” (int.3, director). “I met him in
the fall of 1977. At that time, Nikolas had a small outdoor ‘shop’ in front
of the Polytechnic University. The wandering ‘shop’ was a cart with books
and tapes, independent, underground publications and publications by
small and alternative publishing companies, mainly of political content,
anarchist publications, newspapers and pamphlets of organizations of the
extra-parliamentary left, philosophical and mystical books, psychology,
etc. (...) In addition to books, he also sold ‘pirate’ cassettes with rock music
and independent Greek artists. When I say ‘pirate’, I mean tapes that were

11 Kozani is a city in northern Greece, 120 km south-west of Thessaloniki and 470 km
from Athens.
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not produced by official record companies, but illegal copies or personal
productions” (int.4, director).

He was opposed to every form of human authority and tried to spread

these ideas through his songs, which very soon made him well known and
respected in the spaces of the anti-authoritarian movement of the time
(there’s a following section of a song lyrics).

You fornicate yourself in the brothel-society,
You sell your soul for superabundance,
They put brakes to your heart, your mind takes a plug
for thousands like you, a socket will do.
You will be on battery
to perform work
with super information, food and fun
you will sail in euphoria.'?,'3

With the help of the famous Greek singer Vassilis Papakonstantinou,

he released his own record!4, for which he was accused by the anarchist
circles of Exarchia for compromising with the ‘system’ as a result of which
he returned to the streets again and promoted his songs through the
‘illegal’ tapes®>.

Me with my ideas
and you with your money,
I think you only want them as your own,
I don’t want your conversation
nor even to acquaintance you.!s,"”

Song: With Battery, Lyrics-Music: Nikolas Asimos, in illegal tape No 000003 - 1979.
Song lyrics were translated from Greek by Emmanuel C. Kyriazakos. Alternatively,
other translations can be found at https://lyricstranslate.com/el/%CE%B7-%CE%BC%
CF%80%CE%B1%CF%84%CE%B1%CF%81%CE%B9%CE%B1-battery.html and https://
lyricstranslate.com/en/nikolas-asimos-lyrics.html, (Lyrics Translate, Accessed May
21,2023).

In 1982, in the MINOS company.

Until the end of his life, he had released eight bootleg tapes.

Song: Me with my ideas, Lyrics-Music: Nikolas Asimos, in illegal tape No 000008 -
1987.

Song lyrics were translated from Greek by Emmanuel C. Kyriazakos. Alternatively,
other translations can be found at https://lyricstranslate.com/el/ego%CC%81-me-
tis-idhe%CC%81es-mou-i-my-ideas.html and https://lyricstranslate.com/en/nikolas-
asimos-lyrics.html, (Lyrics Translate, Accessed May 21, 2023).
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A year before his suicide, he participated with 5 of his own songs
in Vassilis Papakonstantinou’s album and the media at the time once
again took a note of him. From 1976 until his death'®, he lived in the
area of Exarchia, which was his place of action and creation (Allamanis
2000). Because of his songs!® and his life attitude, he is considered as an
emblematic personality of the Exarchia square and in general in the ranks
of anarchist circles?.

3.2. Exarchia: the ‘colorful’ and historic area that turned into an ‘avaton’

Exarchiais an area in the center of Athens, named after a great merchant,
Exarchos. In the past it flourished because prominent personalities of
the artistic and political spheres spent their childhood there and it was a
place for meeting and interacting with spiritual people (Apostolopoulou
2016; Varvounis & Kouzas 2019, 60). One interviewee offers a universal
description of the Exarchia region and comments on the way it may have
influenced Nikolas Asimos: “The area of Exarchia has been the liveliest
area of Athens since World War II. It is the center of ideological ferments
and searches, social experimentation and collective expression. It is
the preeminent space for questioning and searching for new forms of
expression and struggle of anti-authoritarian movements (...) It is a
field of various processes that in several cases disturbed the stagnant
waters of public life. That is why it is a point of reference for anarchist
and anti-authoritarian movements and at the same time a field of
expression of the politics of repressive mechanisms (...) In Exarchia
new ideas are born, movements are formed and stimuli that cultivate
opposition to the system and an anti-establishment attitude. That child
from Kozani found himself in this environment, he was influenced by its
socio-political advances and thus formed this contradictory personality”
(int.7, singer).

18 Due to serious personal and psychological problems he was facing, he decided to end
his life in March 1988.

19 There are more than a hundred of them, with the best known having a social
revolutionary content.

20 Exarchia had been characterized as an area where groups of the anarchist space
gather. This was the reason why it often became the target of state power enactment,
whenever there were phenomena of social unrest and resistance. Asimos, because
of his views and songs, was one of the many who were persecuted and suffered from
this situation, as mentioned in works by representatives of the anarchist space and
beyond (Christakis 2008; Romvos 2009; Ioannou 2016; Peppas 2018). Thereafter,
his expressions and song lyrics have often become a slogan for spreading anti-
authoritarian ideas.
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As Giannitsiotis (2007, in Avdikos 2016, 44) points out, cities are not
only spaces of economic and political management, but areas of human
daily experience, representation and imagination and fields of power and
resistance strategies. Thus, in the first years of the post-colonial period,
Exarchia became the meeting point for ‘different’ people with ideas and
dreams for a change. One interviewee comments very aptly: “It was a
place like an Ark” (int.11, musician).

Through this diversity of characters, ideas were born, mainly artistic,
that changed the facts of a hitherto ‘stagnant?' Greece. For the significance
of this area in later social and political developments, one interviewee
commented: “Exarchia was for several decades a place of fermentation,
criticism, questioning, dialectic of ideas and opinions, conflict and
disagreements, testing new propositions and ways of behaving, integrating
or rejecting different elements, tolerance and acceptance of all innovation
and diversity (...) Exarchia, as an experiential field, have influenced,
overtly or not, a large part of artistic and intellectual creation, but also the
formation of social perceptions and the awakening, sometimes, of social
reflexes” (int.4, director). Someone spoke with nostalgia for the area: “Back
then, Exarchia was very nice... an artistic center, we used to gather with
people who would sit and talk... then there was also the hippie trend, yoga
etc., you know. And there were such of discussions” (int.11, musician).

Since the end of the 70s, the media of the time characterized Exarchia
as a ‘ghetto’ region of the anarchist space?? (Vradis 2012; Della Puppa 2016,
53; Ioannou 2016, 249; Tsangaris & Pazarzi 2018), as an area with two main
fields of reference: the political field?® and the social?** (Ioannou 2016, 1).

3.3. The area of Exarchia in the first years of post-dictatorship
period and the emergence of the anarchist movement

Of particular importance in the case of Nikolas Asimos, is to examine
the socio-political conditions that prevailed in Exarchia, between 1976-
1988, i.e. the period he lived there, and to what extent they influenced him

21 There was a dictatorship for seven years (1967-1974).

22 Also, Exarchia has been characterized as the ‘Mecca’ of graffiti (Tsangaris & Pazarzi
2018), the street art that contributes to local cultural identity (Cercleux 2022) and that
confirms urban polyphony (Zanella 2018, 217). The social phenomenon of graffiti is
mainly an act of reaction against capitalism and the separation of classes and races.
A process whose main aim is to change society in the future (Awad et al. 2017, 178-
179).

23 Area of action of anti-authoritarian groups.

24 Drugs, prostitution, delinquent behaviors.
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in his way of life and thinking. One interviewee believes that the censorship
imposed by the dictatorship on many artists led to an artistic explosion
in the early post-colonial years: “There was clearly a silence in arts until
‘74, but Nikolas already existed. With the post-colonialism there was an
explosion of political song. They held events with art containing social
messages (...) In other words, there was a lot of singing with social content
and with more progressive ideas (...) In this new ideological juncture,
in a way, Asimos was consciously following his own anti-authoritarian,
a more, view on things look, let’s say. That concerned both art and the
social reality around it (...) even if we forget the political-economic, social
attitudes, there was also a new and radical tendency pioneering for art.
I think Nikolas was inoculated with both of them. He was a man who
envisioned new ways” (int.1, musician).

Among the ideas that were discussed in the ‘public square’ of Exarchia
were the first attempts to spread the anarchist philosophy. The specific area
has been linked as a place of formation and action of anarchist groups.
One of the interviewees remembers and describes that period when
Nikolas Asimos lived in Exarchia: “At that time in Exarchia there was an
anarchist movement (...) After the post-colonialism time, I want to remind
you that there was propensity for young people to engage in culture. All
that current of the first post-colonialism years soon dissipated... politically
there was an intense activity in culture, in all the neighborhoods, with
clubs, with theater groups and so on, which slowly began to decay” (int.3,
director).

The French anthropologist Pierre Sansot (in Meraklis 2021, 67) believes
thatjust as man is in the likeness of the city he lives in, so the city is in the
likeness of its people. The ‘stamp’ of the area as the headquarters of the
anarchist movement has remained until today, as a result of which the
phenomena of conflict between groups of anarchists and the police is a
frequent phenomenon and the area is characterized as ‘avaton, ‘state (of
Exarchia)’, ‘cradle of subculture’ (Iloannou 2016, 255, 293). Asimos, within
this environment could express himself freely, was inspired by it and
created most of his overall work. Another interviewee talks about ideal
conditions that prevailed in the ‘80s in the ‘free’ area of Exarchia: “In the
favorable political and social environment of the time and in the ‘fertile
soil’ of Exarchia that gave him the space to function as an independent”
(int.6, artist).

However, the social taboos of the time did not allow everyone to
understand the special way that everyone chose for tdefining both self
and collective identity (Varvounis & Kouzas 2019, 29-31), as Meraklis
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also mentions (2021, 28), in the city, in order to attract the interest of
the rest of its members, you have to stand out either by your clothing or
your behavior: “Nikolas was a non-integrated person, a rebel by nature.
He went against everything, by choice, consciously and stubbornly.
Against every conservative and petty-bourgeois habit and logic. He was
a revolutionist with a... cause’! A figure who claimed to live the way he
wanted, to dress and speak the way he wanted, without the given social
commitments of the modern Greek post-political reality. At that time,
Nikolas, in held a more social profile, he was interested in communicating
with others, philosophical, as well as political conversations and
dialectical confrontations. He did not hesitate to mess with everyone and
everything (...) For some people, this ‘margin’ was a threat, for others a
picturesqueness and for some an embodied ‘utopia’. The postcolonial era
was a social mixer, a melting pot of ideologies, an arena where various
dynamics developed and competed or were tested. Nikolas, therefore,
appeared in there like a gladiator among beasts, an unconventional
personality” (int.4, director).

3.4. The heaven and hell of Exarchia: From recognition to destruction

Asimos lived most of his artistic life in Exarchia. It was the preeminent
place for his actions, a place of inspiration and creation, a place of daily
fermentation. There, Asimos is musically ‘liberated’ and finds fertile
ground for expression, since the area gathered young students or artists
who exchanged opinions and ideas, with tolerance for diversity and with
the aim of collective functioning. Nikolas Asimos was not an artist who
‘lived’ only through his appearances on music stages. He liked conveying
these performances on the street and through musical theater happenings
and his interaction with the casual audience, tried to spread his ideas
indirectly. As Smith (2018) mentions, street art is a complex form of
reaction or protest, either because it is done consciously and comes from
the ideological views of the artists, or because the message they want to
convey is randomly addressed to everyone: “He was happy with it, it was
his habit, it was his need to play on the street (...) He did it wholeheartedly”
(int.8, musician). “In street theater, he would address each passer-by
personally, and each passer-by was his unsuspecting spectator” (int.5,
journalist). As M. Hulot?®> mentions in his foreword to the anthology
‘Avaton’ (2022, 7-10), Exarchia has always been an area characterized by
freedom of speech and expression and for this reason it was the first place

25 Journalist pseudonym.
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in Athens to introduce street art. On the other hand, many artists try to
‘steal’ some of the glory of the already recognized artist. An interviewee
points out that other artists, mainly actors, accompanied Asimos in his
street performances, believing that they would gain the recognition and
appreciation of others: “When Asimos did something like a show and so
on, people gathered, he did street theater... and I tell you other actors were
also going there, so people would call them anarchists” (int.12, musician).

His choice evolved over time into a livelihood need: “Asimos was a
‘folk’ musician. As I found out, he believed in the immediacy of contact.
For Asimos, the street was a space of expression and a field for cultural
communication, social contact, a source of primary experiences, but also a
place of work, from which he could earn the necessities for his livelihood.
On the street he plays his music, talks to known or unknown people, sells
tapes he has recorded, opens Homeric quarrels with those who disagree
with him. The road is both a choice and a necessity. Actually, he ‘lived’ on
the streets of Exarchia” (int.7, singer).

An interviewee refers to the ‘love’ of Nikolas Asimos for the ‘street
with a typical comic incident: “I had met him once, it was one of those
youth festivals... and suddenly I see him outside selling the tapes, with his
guitar, and I tell him ‘you're out of it, you sitting outside and playing music
for them on the street, not up on the stage’ (laughing)” (int.1, musician).

Some interviewees talked about the artist’s need to communicate, but
also, the problems he had caused: “I remember that he was performing in
different happenings in Exarchia square. Nikolas needed to play his music
somewhere, so he held various events in the square and played with his
guitar, destroying at the same time everything that he considered that was
spoiling his aesthetics (...) He wanted to be on the street with everyday
people and, in fact, if he ever saw anyone in the audience who was well-
dressed, he might have offended him” (int.3, director).

Because of this behavior, Nikolas Asimos quickly became the ‘red rag’
of Exarchia square for the police: “At that time, in Exarchia, two people
had taken this role: Rolf Pohle, a German, who had come to Greece, lived
in Exarchia, but the police was chasing him because he was part of the
Baader Meinhof team?... The second one was Asimos! Wherever Asimos
went, after a while he was surrounded by policemen. They were after
him. After that, he becomes completely schizophrenic. I'm talking about
the end of the 80s, where you couldn'’t talk to him, he had an incoherent

26 Also known in the media as R.A.F. (Red Army Faction). It was an organization that
conducted urban guerrilla warfare and operated in West Germany.
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and dismissive spiel of everything (...) I have the impression that Asimos
carried a form of schizophrenia inside him, he started doing strange
things, which only a bipolar person could do. But when he worked on his
music and played, he changed” (int.3, director).

Some interviewees believed that regardless of the social and political
conditions of the time, Asimos lived in his own world and his essential
problem was solving the internal problems he faced: “I think that Nikolas’
problems were internal, but the socio-political conditions did not help at
all in solving them. On the contrary, they made things more difficult” (int.9,
musician). “As strange as it may seem, Nikolas lived in his own world,
which was not a very happy one, regardless of whether or not anyone
referred to it. Indeed, one would be right in asking whether... his whole life
was strongly influenced from his own opinions and perceptions or even
prejudices. He created with his mind non-existent enemies and windmills
which he fought vigorously and untouchably like Don Quixote. That was
Nikolas and that’s the fact: He was not a fortuitous person” (int.10, director).

3.5. Exarchia without Nikolas Asimos: Can one exist without the other?

The authors L. Christakis (2008) and T. Romvos (2009), consider that
Asimos was one of the most characteristic figures of the Exarchia square.
The poet and psychiatrist Sotiris Pastakas relates Nikolas Asimos to the
cynic philosopher Diogenes, writing that “he established a figure of
attitude, form and behavior that has no precedent in the Greek culture
industry” (Asimos 2020, 10). In art there are often symbolisms and coded
messages in order for the artist to express himself and spread his ‘beliefs’
(Karanikolas 2019, 28) and Asimos criticized everyday life problems in a
way that was unique and special for his time. Many of the interviewees
spoke of the influence he received, but also the way he in turn influenced
various social groups: “Each person is formed in the context of dialectical
interactions with his society, his era, his history and tradition, his position
in production and social stratification, the education and information he
receives, ideological choices and human relationships. We are creatures of
social and cultural conditions and at the same time we are co-shapers to
a lesser or greater degree, positive or negative, of our social relationships
and patterns of life and behavior. The great intellectual creators, scientists,
artists, intellectuals, decisively influence social and cultural life. Asimos,
without being a high-level intellectual creator, influenced many young
people from the marginal and the anti-authoritarian space” (int.7, singer).
“Always, the era in which one lives in shapes him and influences his
perceptions. Life lays the canvas, offers the data, but personal choices are

[ 169 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

clearly the ones that determine the course of each one. And this path is
unique every time, as each of us is unique, and chooses, processes, acts
and deals - successfully or not - with the circumstances he is faced with.
And, in turn, it is also a part of social becoming, which it also affects to a
certain extent in its own way” (int.4, director).

However, Christakis (2008, 31) considers that there was a plan to
alienate and essentially neutralize youths who frequented Exarchia and
who sought their orientation through discussions and free actions. We also
recorded interviewees’ opinions that inevitably compared the Exarchia
of that time with today: “There were political and social events, initially,
which were later falsified, as it always happens where there are young
people at the base, and a fertile ground for exploitation by the authorities”
(int.6, artist). “Indeed, Exarchia experienced a creative period from the
60s to the 80s. But drugs, anger and intolerance prevailed. What should
the artist do about that?” (int.9, musician). “The history of the Exarchia
was quite extensive, but I believe that the real identity of the Exarchia at
that time has been replaced today by a smaller identity” (int.2, singer).

One interviewee tried to delineate and reposition the phenomenon
of the Exarchia area on an objective basis: “Exarchia was a minority
phenomenon... the great anarchist festival of the Exarchia, of which
Asimos was a part, was a minority phenomenon in Athenian society”
(int.5, journalist).

4. DISCUSSION

According to French anthropologist and sociologist Pierre Sansot (in
Meraklis 2021, 180), the true urban place is the one that modifies us,
that is, when we enter it, we also change as people, depending on the
experiences that each of us has (Tuan 1975, 151-152). For an artist, the
environment in which he lives is very important. It is his ‘world’ and the
field in which he will interact, observe, listen and in general, the one
which will give him the stimuli to create (Kyriazakos 2019, 67). Artistic
creation is affected to a certain extent when the space of inspiration and
action of the artist is the urban environment, with the particular, at times,
prevailing socio-economic conditions of the city (Watson, Hoyler & Mager
2009, 856-858; Meraklis 2021, 27).

In the case of Nikolas Asimos, during the period when he lived in the
Exarchia area, in the center of Athens, the conditions were open to the
interaction he was looking for, but at the same time disastrous, after he
could not overcome the problems he was facing and he decided to end
his life on March 17, 1988. Perhaps his effort can be captured through
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in two verses by another suicide poet, Minas Dimakis (in Meraklis 2021,
142) “The life we asked for, has not been given to us. We kept the dream,
only in our hearts”.

Thirty-five years after his death, Nikolas Asimos continues to live on
through his work. He rightfully holds a place among the outstanding artistic
personalities of Greece. To this day, many books, articles, songs have been
written for or dedicated to him. Even television programs have devoted
shows to his life and remarkable work. He is also frequently mentioned by
many people in the arts, mainly through well-known singers who include
his songs in their live repertoire. Even on the Internet, there’s still a very
active online community that follows him (Kyriazakos & Katsadoros 2022,
270-272). After all, art can change our beliefs, our way of thinking and
in general, what we want to be and how we want to live (Kieran 1996).
Artists are admired because they can capture many emotions in a work
of art, which not everyone can do (Tuan 1975, 152). The stake now is
whether his work will continue to exist and inspire future generations.
As one of the interviewees of our research typically states: “While he was
alive, no one paid attention to him and he was just a peculiar figure of
the Exarchia and the center of Athens. When he died, the way he died, he
attracted the attention of people, even more of so those who regarded him
as a good ‘product, that could bring them profits (...) This is the real thing
and I assure you that when his name stops being heard, then he will be
forgotten too (...) No matter how we see it, Nikolas was a brainy but also
quirky person” (int.10, director).

5. CONCLUSIONS

Nikolas Asimos was a charismatic and special artist, a leading figure
with innovative and pioneering ideas and works, but at the same time
uncompromising and quite peculiar. A modern Don Quixote, who all he
wanted was to communicate and spread his ideas through his songs, in
which he was looking for Tedemption’. Regardless of the turn his life took,
his relationships with his friends and artists, remains a bittersweet memory
to those who knew him and to those who dealt with his case. Although
he didn't embrace any ideology, he enjoys, even today, a very special
appreciation and respect from the representatives of the anarchist area.
Helived from 1976 to 1988 in Exarchia, an area of Athens, in a period of
great socio-political changes, where the fermentation of so many different
people and ideas led to an artistic ‘explosion’ Based on our analysis, it is
proven that Asimos was surely influenced by the urban space of Exarchia,
where he found the right conditions for free expression, communication
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and dialogue, as well as the conditions that pushed him effortlessly to the
completion of his artistic work. He interacted with people who frequented
the area and who could express themselves freely and in any way they
wished. It is no coincidence that Asimos created most of his artistic work
during the period he lived there. He was one of the most popular and
recognizable faces of Exarchia square. He was inspired and influenced
by his surroundings and, in turn, those were inspired and influenced by
him. Certainly, Asimos would not be the same artist if he had never been
to Exarchia. On the other hand, the history of Exarchia would not be the
same without him...
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Cumbonnuke pyHKuMje cactaBHMLA ypOaHor
nej3axka beorpaga — peuja nepcnekTmBa’

Y 0BOM Ce aHTPOIIOJIONIKOM pany ypdaHH Iej3ak Beorpama rmocMarpa Kao CHC-
TeM 3HAKOBa, Te Ce CJIeACTBEHO TOME rOBOPH O (DyHKLIMOHAJHUM acleKTHUMa
OHUX cacTaBHHIIA YpOaHOT Iej3aka IJIaBHOT rpafla Kojuma cy Jiella OCHOB-
HO-IIKOJICKOT y3pacTa IIpHUIlkcasia cTaTyc cuMmbosa. Pag ce y MeTO[OIOMIKOM
CMUCIIy OClIaBa Ha pesysiTaTe [Ba TepeHCKa UCTpaskUuBama — I[IPBOT, Koje je Map-
Ta 2021. ronuHe cripoBeneHo y OIIl ,KHeruwa Mununa“ Ha HoBoMm Beorpany, u
Ipyror KojuM je HoBeMOdpa 2022. ronvHe noBehaHa penpe3eHTaTUBHOCT y30D-
Ka, TTIOBUIIIEHA CTAapOCHA I'paHMlla UCITUTAaHUKA T€ ITPOLIHUPEH TEPUTOPHjaTHHA
obyxBaT rpaga y KoMe >KMBe Jiella Koja Cy y4yeCTBOBaJjia y UCTPaKMBamy — Koja
30upHO majy y3opak of 70 pelle y3pacra 7-14 roguHa. Llusb paja je ma mpy>ku
IOIIPHUHOC (3a caJla peTKHUM) IPHUI03KMa KOjH ce HaJjla3e Ha ITpeceKy ABe Cyb-
JUCLUIINHE - ypdaHe aHTPOIIOJIOTHje U aHTPOIIOJIOTHje Aelle/eTUCTBA, Te
Jla MoiCTakHe Jja/ba UCTPa>kKUBaba y 0BOj 06J/IaCTH.

KmyuHe peuu: nenia, beorpan, ypdaHu 1ejsak, CMKMO0JIH, CHMOoTMYKa (pyHKIIHja

* TekcT je pesyntat pana y ETHorpadckom uHctutyTy CAHY Koju prHaHCHpa MUHU-
CTapCTBO HayKe, TEXHOJIOLIKOT pa3Boja U nHoBalvja PC Ha ocHOBY YroBopa 0 peanu-
3alUju U (pUHAHCHPaky HaydYHOUCTpaskuBaukor paga HHO y 2022. roguHu, 6poj: 451-
03-47/2023-01/200173, op 3. 2. 2023.
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Symbolic Functions of the
Urban Belgrade Landscape
Components — Children’s Perspective

This anthropological paper views the urban landscape of Belgrade as a
system of signs, consequently discussing the functional aspects of those
urban landscape components, which children attributed the status of
symbols. In a methodological sense, the work is based on the results of
two field surveys - the first one, conducted in March 2021 in the Prima-
ry School “Kneginja Milica” in New Belgrade, and the second one, from
November 2022, which increased the representativeness of the sample,
raised the age limit of the respondents, and expanded the territorial cov-
erage of the home city of the children who participated in the research
- providing collectively a sample of 70 children aged 7-14. The aim of the work is
to provide an input to the (so far rare) contributions at the intersection
of two subdisciplines — urban anthropology and anthropology of chil-
dren/childhood, as well as to encourage further research in this area.

Key words: children, Belgrade, urban landscape, symbols, symbolic function

Ipag je npocTop KOMyHUKaLMa y Kojem KoMyHuumMpajy /bygu mehycobHo, nojegnHay
ca 2pynom, a 2pahanu ca ypbannm okpy)xerbem y LemHU. OH je HajcoKeHMju Komy-
HUKALUMJCKM CMCTeM, d npe cBead, MaTepujaiHa 1ogsoad, OKpykerbe KOMyHuKaumje.

(Hegedis 2008, 81)

YBO/

ToguHe 2021, 110 OpBU OYT Ccy ce y AoMahoj ypbaHOj aHTPOIIOJOTHjH
IOCTaBWJIa HEKA Ol KJbyUHUX NUTama caryenaBamwa beorpaza Kao BU-
3yeJIHOT eHTHUTEeTa per se. IcTpakuBabe OBe TeMEe, Koje je (Lo Tor Tpe-
HYTKa) OCTaJIO BaH IMIaBHUX aKaJleMCKHX TEOPHUjCKUX OKBUPA, 3aIiovuesia
caM Ha mpeceKy [Be CyOOUCUUNIHWHE - ypbaHe aHTPOMOJIOTHje U aH-
TPOMOJIOTHje fele/IeTUBCTBA — jep CaM BU3yeJHU UAEHTUTET [JIaBHOT
rpaga ogabpasa ga nocMatpaM (M aHaJIM3UupaM) U3 flevje MepCIeKTHU-
Be. [leo pe3ysTaTa MHULIUjaJIHOT TEPEHCKOT MCTPa’kKUBamwka, KOjUM je
mapra 2021. roguHe odyxBaheH y3opak of 60 melie yapacTta 7-11 rogu-
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Ha, objaBuJia caM y unaHKy Children’s perception of the visual identity
of Belgrade (B. Bogdanovi¢ 2022). Ilub paza 6uo je ma, y OKBUPY IIO-
cTojehMX TeOpHjCKUX OKBHPA, pa3MOTPH HEKe OJ K/bYUHHUX aclieKkara
Iedje meplierniiyje BU3yeJIHOT HIAeHTHUTEeTa IJIaBHOT rpaga.! ToMm mpu-
JINKOM Cy €BUIEHTHPaHH OHU ejleMeHTH ypbaHe CTPYKType KOjH Cce,
npeMa MUILLbeY Jelle Koja Cy yueCTBOBaJia y UCTpaKUBalby, Hajla3e
Y OCHOBHY BHU3YyeJIHOT U eHTHUTeTa beorpaja; MapKupaH je Beros rjias-
HU CUMOO0JI Y3 eKCIVIMKALIWjy KPUTEPUjyMa Ha OCHOBY KOjUX Cy aHKe-
THpaHa [ela U3aBOjusia LIeHTPpaJIHU BU3yeJTHU MapKep rpaja y KoMme
>)KMBe; carjelaHa je BU3yeJjiHA LieJIMHA IVIAaBHOT Tpaja y3 Malupame
K/bYUYHHX Tauyaka Ha CHMOO/JIMYKOj Mamnu beorpama uta. (B. Bogdanovic
2022). Pan koju je mpen yMTaollMMa MIpeacTaB/ba HacTaBakK 3aloyve-
TOT MCTpakMBamwa y 00/1aCcTH Aevjux ypdbaHux uckycraBa. OBora myTa,
nocrojeha TepeHcka rpaha 6umhe aHanu3upaHa y KOMYyHHKAIIHjCKOM
KJby4y — KOHKPETHHje, ToBOoprhe ce 0 CHMOOIMUKOj KOMYHHUKALIHAjH KOja
Cce y IpOCTOPYy IVIaBHOT IpajZia OCTBapyje Ha pejaluju fgena — ypdaHo
OKPY>XeHE€, OMHOCHO 0 PYHKUUOHAJTHUM dcleKiUMa OHUX CaCTaBHHU-
1a ypdaHor mejsaka beorpazia Kojuma Cy lberOBY CTAHOBHHIIY y3pacTa
7-14 rogyHa MIpUIIKCAJIU CTaTyC cumbosia. Y yBOOHOM L ey IoTpedHOo
je HaIIOMeHYTH M TO [a je 3a noTpede mucama pajga ypaheHo u nonart-
HO TEPEHCKO UCTpakrBame KOjuM je 1) moBehaHa perpe3eHTaTHBHOCT
Y30pKa, 2) TTIOBUIIEHA CTapOCHA IPaHHULIa UCITUTAaHHUKA Te 3) MPOLIKPEH
TEPUTOPHjaJIHU 00yXBaT rpaja y KOMe >KMBe [ella Koja Cy y4eCTBOBa-
Jla y UCTPa>KUBaY.

TEOPUJCKW OKBUP UCTPAXXNBAHA

Jbyncka je KOMyHHKalllja pa3HOBPCHA, MHTEH3WBHA U Y CBUM CBOjUM ac-
eKTHMa cJIo>KeHa. buiio Aa je medrHHCcaHa Kao pa3MeHa 3Hauekha Mehy
sbynuMa (Krech, Crutchfield & Ballachey; HaBeneHo mpema: Rot 1982, 11),
nzeja u uckycrsa Mehy nojenuHumma (McDavid & Harari; HaBeneHo npe-

! Heka of TTOCTaB/b€HUX IMHUTama 6usa cy: 1) Koju cy BHU3yeJHH MapKepu Beorpapa,
IIpeMa MUIIUbEY Jelle, KJbBYyYHH 3a Fhb€rOB BU3YE/IHU HIEHTUTET U KOje Cy IeHTpaJ/IHe
TauKke Ha CUMO6GOJIMUKOj MaIly TJIaBHOT I'Paja; 2) KOju je rniaBHU cuM6bos Beorpama u
KOjUM Cce KpUTepHjyMHUMa aHKeTHpaHa [ella PYKOBOAEe MPUIMKOM CeJieKliHje LieH-
TpaJIHOT BU3YyeJHOT Mapkepa; 3) Aa Jiu cy (U y KOJIUKO] MepH) IojefUHaUHe [eyje
nepleniiyje BU3ype IJIaBHOT rpaja Mehyco6HO KOMIIaTUOUIHE U KOje Cy KapakTe-
PUCTHKe OIIIITE Aedje CJIMKe I[JIaBHOT I'pajia; 4) Aa Jiv je (M Ha KOju HauWH) Aedja CJIH-
Ka rpaja yckiaheHa ca ,3BaHUYHOM" CJIMKOM Beorpana u 5) [a Jiv je nedja mepiier-
1IMja BU3YeJIHOT MIEeHTUTEeTA IJIaBHOI Tpajia pe3y/TaT HelocpenHOT ypOaHOT HCKY-
CTBa WIH, TTaK, AeYjy CJIUKY Irpasa 061uKyje OKoJIUHA (MeAUjU, COLIUjaTHO OKPY>KeHhe
W/WIK WKOJICKU nporpaM) (B. Bogdanovi¢ 2022).
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ma: Rot 1982, 11) uiu caorminTaBawke HHGOpPMallMja 0 CTBapuMa M 1oja-
Bama (Pecjak; HaBenmeHo npema: Rot 1982, 11), kKoMyHHUKalIIHja je CTaJIHHU
partuial JbyCcKe aKTUBHOCTU U YK/byUeHa je TOTOBO y LIeJIOKYITHO YO-
BEKOBO IOHalIawe.? [[pyrTuM peurMa,

,Kao U3pa3uTo collujasiHo Suhe, KOMe je HeomxogaH KOHTAKT C IPYTUM
ocobaMa, YOBeK CTaJIHO KOMYHUIIUPA C JbyIMMa UJIH 3aMHUII/ba KOMY-
HUKalMjy ¢ muMa. Kaga He KOMyHHUIIMpa ca ApyruMa, obpaha ce ca-
MoMe cebu, KomyHuLupa ca cobom” (Rot 1982, 22).

Y3 NpuMeHY pasJIuUYUTHUX KPpUTEpHUjyMa (TTOmyT hopmMe KOMYHHKA-
1Uje, cpelcTaBa Koja mocpenyjy KOMyHULIUpawe, IIPOCTOPHUX OOHOCA
Mmehy ydyecHUIIMMa KOMYHUKALIHje, BeHOT OKPYy>Kera, MHTeH3UTeTa U
c1.) Moryhe je pa3suKoBaTH BHILIE BpPCTa JbyACKe KOMYyHUKAlIUje — OHa
Mo>ke OMTH BepdasiHa U HeBepOasiHa, [JJaCOBHA U HEIVIACOBHA, MOCPEN-
Ha M HeIoCpeqHa, jefHOCMepHAa U y3ajaMHa, CUTHa/JIHa U CUMOOJIMYKa
uth. [Ipema MUulbey OPOjHUX ayTOpa yIIpPaBo je Mociefmka O HaBeae-
HUX HajBehe nmocturuyhe y pasBojy /byacke BpcTe. Ped je, Jakie, 0 cCum-
bosuykoj KoMyHUKayuju Koja je, Kako HaBogu HuKosa PoT, cBojcTBeHa
caMo JpyIHMa U 3aXBa/byjyhH K0joj ce 4oBeK — Kao animal symbolicum
- pasjuKyje oli CBUX APYyTUX >kuBUX duha (B. Rot 1982, 25).° KomyHUHKa-
Odja myTeM cuMOO0JIa, TBPAH OBaj TeopeTHudap, MTporU3uia3y U3 MEHTaIHE
CIIOCODHOCTH JbyAH 1a 3HAKOBHUMaA IMPUIOAAjy TTocebHa 3HAUEHa, 1a UX
pacmno3Hajy, Tymaude, KOMOHWHY]y Te OpTaHU3yjy Y CUMOOJIMUKe CUCTEME.
C T¥M y Be3H, CUMDOJINYKa KOMYHHUKalWja MoYyrBa Ha

,pPasHHM BpCTaMa 3HAKOBa, a Ipe CBera Ha BeJIMKOM Opojy cumbosia
KOje YoBeK KOPHCTH U MO>Ke caM Ja cTBapa. TH 6pojHHU CUMOOH T10-
Be3yjy ce y CI0’keHe CUMOOJTUUKEe CHCTeMe KOju oMoryhaBajy HUKcH-
pame OTPOMHOT §poja IojMOoBa U caollllTaBarka 0 pa3HUM CTBapyuMa U
ImojaBaMa U 0 BbUXOBUM CBOjCTBHMA, T€ 0 MHOTOOPOjHHUM U CIIOXKEHUM
onHocuMa Mehy buMa“ (Rot 1982, 22).

2 Y nuTepaTypH IOCTOjU BuUlle of 120 gedUHHUIIUja KOMYyHUKAIHje, 1A Ce TaKO MOTY
HabpojaTh HeOMapKCHUCTHUUKe, GYHKIMOHATUCTUYKE, CTPYKTYPIUCTHUKE, TIparMa-
TUCTHUUYKe, 6UXEeBUOPUCTHUUKE, GHOJIOIIKE, TICUXOJIOIIKE, COLIUOIOIIKE, TUHTBUCTUUKE,
uHGpOpMaTHUKe, KOMYHHUKOJIOIMKe U Apyre (Radojkovi¢; HaBemeHo mpeMa: Labudovi¢
2019, 88).

3 Buule o pa3Bojy Te3e U KoHenTa animal symbolicum B. Cassirer 1978.
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Op nocedHe je Ba)KHOCTH HAIJIaCUTH U TO [1a je 32 yIIO3HaBakbe IIpo-
eca CMMOOJIMUKOT KOMYHUIIUPaka O U3Y3eTHOT 3Hauaja KiaacuduKa-
nuja cumOosia, OGHOCHO BbUX0Ba Mofesa npeMa ¢pyHkurjama. Of o caja
noHyheHHX THUIIOJIOTHja, YUHHU Ce [la je Hajliupe IIpUMelhHBa OHa IIpe-
Ma K0joj TIOCTOje IBe OCHOBHE CUMOOINUKe (pyHKLIHje: CUIHUPUKATUUBHA
dyHKUUja pelipe3eHIIOBAHA — KOjOM Ce O3HaUYaBajy CTBapH, OOHOCH, UJIEje,
IOKUBJ/bAjU U IPYTU CafprKaju KOjU ce >kesie GUKCUPATH — Te eKclipecus-
Ha ¢yHKUUja - KOjoM ce 03HadaBajy ocehamwa, MHC/IH, CTAaBOBU IIpeMa
caapskajy Iopyke, IIpeMa CarOBOPHUKY, IIpeMa CUTyal[uju KOMyHUKalIUje
U c1. HOBY TeopHjCKM YBUOHW MOKa3yjy U TO Aa Cy 3a pa3Boj CBUX (Ma U
IOMEHYTHX) CUMOOJINUKUX (DYHKIIHUja Of CYIITUHCKOT 3Hadyaja >XUBOT y
COLIMja/THOj TPYIIH, COLIUjaIHA UHTEPaKIIUja U CeJIEKTUBHU IIPUTUCLIH Y
IpaBLy jayama COLIMja/IHUX CIIOCOOHOCTH U COLIMja/IHE UHTEPAKLUje U
KoMyHUKanuje (B. Rot 1982, 13-15; Ivi¢ 2012).

PasnmuuymuTH Cy OKBUPH (LITO MaTepHUjaJIHH, IUTO HEMATePHUjalHHU) Y
KOjMa ce OfWrpaBajy AUHAMHWUYHU MNPOLIECHU CUMOOINYKE KOMYyHHKa-
11¥je, OMHOCHO Y KOjUMa — IIpeMa MeToeTHOM KOMYHUKAILUjCKOM MOIETY
KOjH je jolll cpeIMHOM ITPOIIJIOT BeKa yTeMesbria TeopHja HHPOpMalidje
(B. Shannon & Weaver 1949) - fiowu/paoyu mopyke KOMYHHUKAIIHUOHUM
KaHaJumMa Upumaoyuma TopyKe IpeHoce uH@opmayuje ca ogpeheHum
uuseem.* IIpocuiop ipaga caMo je jeqHo o[ MOTeHILIHjaTHUX OKpYy>Keka Koje
Jlaje MaTepHjaJIHy IOJIOTY CHMOO0JIMUYKOj KOMYHHKAIIHjHU KOja ce, Y OBOM
(1 oBakBOM) aMOHjeHTY, OCTBapyje Ha pelalikjyu JbyAUu-JbyaH, IojefUHALl -
rpyna Te rpabaHu-ypbaHo oKpy>Keme y 1iesiuHU (B. Hegedis 2008, 81). O
rpagy ce Kao MaTepHjaJJHOM OKBHUDPY CUMOOJIMUKE KOMyHHUKallWje OOC-
Ta OJUCKYTYje ¥ TO Ha UHTEPAUCLUIIIMHADHOM HUBOY. Y KOHTEKCTY OBOT
QHTPOMNOJIOLIKOT UCTPa’KhBaka, ITocedHO Cy BaXkKHe (M KOPUCHE) OHE Te-
OpHjCKe MOCTaBKe y KOjUMa Ce TpaJiCKU ITPOCTOP MPBEHCTBEHO TPETHUPA
Kao cumbostuuku tiosiuioH (B. Azaryahu 1999; Nas 2011; Till 2004; Frisby
2002; Radovi¢ 2013). I[pyruM peuynmMa, y BbIMa ce rpaj IocMaTpa Kao CHC-
TeM 3HaKoBa/cHMMbosia KOju Yy KOMYHUKALIUjU Cca MPpUMAaOllMMa TTOpyKe
CTBapajy pas/inurTa 3Hauewma (B. Radovic¢ 2013, 11-12). [I(peTm)ocTaBKa
Jla Tpaj rmocenyje KarmamuTeT fa odaB/ba KOMYHUKATUBHY GYHKIIHU]Y yTe-
MeJbeHa je yIpaBO y KOHLENTY Ipaga kao cumbonuuku IipaheHol u opla-
HU30BAHOI Upociiopa. Y npoliecy KOMyHHUKalMje Koja ce OBUja Y CUM-

4 CacraBHHULE HaBe[eHOT MEeTO/IeJTHOT KOMYyHHUKAILIMjCKOT Mojiesia Cy BpeMEHOM Mema-
Jie cBOj 6poj, Ha3uBe U QYHKIIW]je, aJii je OH CYyIITUHCKH, y3 U3BECHE MOAUUKaLHje,
U JaHaC IPUMEBUB y CKOPO I1a CBUM TEOPHUjCKUM U METOLOJOIKUM OKBHPUMaA (B.
Shannon & Weaver 1949; Miller 1967; Rot 1982).
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HoIMUKOM ITPOCTOPY rpajia LUPKYJIHIITY UAeje, yBepewma, MUCITH, ocehaju,
>KeJbe, pacIlojiosKerha, eMOIIMOHAIHA UCKYCTBA UTA. by, KOMyHHKAIIH]Y,
rocpenyjy OHU eJieMeHTH CUMOOTUYKOT CUCTEMa KOju UMajy BEJIUKY 3Ha-
4yewCKy Moh - y HajBeheMm 6pojy ciiydajeBa To Cy TpaZiCK¥ TOITIOHHUMH, CIIO0-
MEeHHIIH, MEMODH]ja/IH, apXUTeKTypa (1TocebHO MOHYMEeHTaJIHA), My3ejHu
U ci. (B. Radovi¢ 2013, 14). C 063upoM Ha TO [1a 3HaKOBU KOjHU Ir'paje CUM-
botnuKky HHGPACTPYKTypy ypbaHHUTeTa UMajy ,HeCcTaJHA U TpOMemhHUBa
3Hauema" (Turnbridge & Ashworth; HaBemeHo mpema: Radovic 2013, 27),
KOMYHHKalIHMja Koja ce oiBhja y CUMDOJIUUKHU obesjiexkeHOM ITPOCTOpPY
rpaja Moske UMaTH BeoMa IIPOMEHJ/bHUB KapaKTep:

» [--.] MaKo ce rpan mocMarpa Kao OUCKypC, Hajueurhe ce He pagu O
ypebheHO0j ¥ onuiTe pasyM/bUB0Oj KOMyHUKAIUjH, Beh ce 3Hauewa ITpoc-
TOpa Y JioKallvja y rpaay IIpe pa3dyMejy Kpo3 je3UK 3a KOju CBaKH I1oje-
IWHaL ¥Ma CBOj BJIACTUTH PEUYHUK, KOjU Ce KOHCTAHTHO U ydecTallo
obHaBspa ¥ Mewa" (Turnbridge & Ashworth; HaBeneHno npema: Radovic
2013, 27).

YKOJIUKO Ce OMIITEe HAalloMeHe 0 CUMOOIMUKOM aCIeKTY JbyACKe KO-
MYHUKaLHje, CHMOOIMYKUM (pyHKIHjaMa Te rpafy Kao CUMOOTHUYKHU
rpabheHoOM ¥ opraHM30BaHOM IIPOCTOPY (Koje cy 360r orpaHUUYEHOCTH pa-
Jla y TEOPHUjCKOM [Jejly faTe TeK y LpTHULlaMa) TPaHCIIOHYjy Ha pa3uHy
cuMboIMYKe KOMyHUKalIlMje Koja ce y TIpocTtopy beorpaza ogBuja Ha pe-
JIalikju gelia — ypdbaHo oKpykembe, modujajy ce cineneha Teopujcka mosa-
3UILITA OBOT paza:

1) enemeHTH ypbaHe CTPYKTYype IJIaBHOT I'paja (3rpaje, yJaulle, Tpro-
BU, CHOMEHHULIH, MOCTOBH UTA.) jeCy CHMOO/IN, OLHOCHO 3HAKOBH a) KOjHU
Cy BelITaukH, O) KOju Cy HOCHOLIU 3HAUEHA, B) KOjH Cy eJIEeMEHTH IIUPET
CUMOOJIMUKOT CUCTEMA, T) YUjUM je TIOBe3UBakeM U KOMOUMHOBaHkeM MO-
ryhe CTBOpUTH TEOPHjCKH HEOTPAaHHWYEH OpOj 3Hauewma U [i) KOjHu Cy CO-
IIMja/IHU 110 KapaKTepy (B. Rot 1982, 23);

2) ypbaHu mpocTop A0dHja CUMOOINYKO 3HaUeHhe UCK/BYUYHBO Ha OC-
HOBY HETOBUX COLIMOKYJTYPHUX KapaKTEPUCTUKA — LITO YK/bYUYje Bpel-
HOBame IPOCTOpa U BEeroBy yrotrpedy, a/id U BpeLHOBAaKE Te yIoTpede U
OHOC IIpeMa aKTepruMa CBera Tora, a TO y KpajlkeM Cly4yajy 3Hauu — Ha
OCHOBY MecTa Koje moduja y onpeheHuM obirLIMMa JbyICKE KOMYHHKa-
uuje (. Ziki¢ 2007, 85);

3) pella cy M3y3eTHO BakHa KapHKa Y KOMYHUKaAIlMOHOM JIQHILY, jep
nocenyjy KamaluTeT Ja MpUMJbeHEe MTOPYKe MpeBeNY Yy BJIacTUTe GOpMe U
Jopese UM crieliurYHa 3HaUeHha, OOHOCHO KaJpa Cy [la CXBaTe CYIITH-
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HYy IOpyKe, MOTHBE IOIIN/bAaolla, Te HeroBe UHTepece; UMajyhu y BULY
Ia ce ypbaHHU Ilej3ak rpajia carjiefgaBa Kpos ,duiaTepe” Koje IocTaB/bajy
KyJITypa, LPYLITBEHO OKPY>KEHE, IIPETXONHO UCKYCTBO, CTeueHe HaBUKe
U/WIU TPeHYyTHA UHTEPECOBAKA, Tj. 1a [lella Y3 BeJIUKY IIPUIaroa/buBOCT
U Y CBETJIy COTICTBEHUX LIn/beBa U HaMepa Oupajy, opraHusyjy U Ipuaajy
onpeheHu 3Hauaj oHOMe WITO BHUe (B. Lin¢ 1974; Bryson, Holl & Moxey
1994; Radovanovi¢ 2011), oHa cy caMoO yCJIOBHO pedeHO XOMOreHa KO-
MYHHUKAIIMOHA IpyIia 3a KOjy Ce MPeTIoCcTaBsba Aa, IpeMa KpUTEPUjyMY
CJIMYHOT y3pacTa U KOTHUTHUBHOT pa3Boja, KMa yIIoOpeauBo ypbaHO UC-
KyCTBO/MEMODH]Y.

METOLOJTOWKWN OKBUP NCTPAXVBAHA

Kao mTo je y yBogHOM Aeny Beh HaroBelwTEHO, paj ce Y METOAOIOLIKOM
CMUCITy OC/Takba Ha pe3y/iTaTe ABa TEpeHCKa UCTpa>kuBamwa. [IpBo iiepeH-
CKO uciipa>kusare obaBusia caM y MapTy 2021. roguHe y OIll ,KHeruma
Mununua“ y HoBobeorpaackoM 610Ky 62.° cTpaskuBamwbeM je odyxBaheH
y3o0pak of 60 feile y3pacTta 1-4. paspena. Mmajyhu y BUy KOTHUTHBHE
U U3pa’kajHe CIOCOOHOCTH Jelle y3pacTa 7-8 rooyHa, 3afaTak na Hayp-
iajy (1 0boje) 1ieHTpa/IHU ciMboJ1 Beorpazia mocras/beH je rpen 17 haka
1. 1 2. pa3pena koju noxahajy nmpoay>keHHu bopaBak. Ca Ipyre CTpaHe, 43
y4yeHUKa 3. ¥ 4. pa3pea je TOKOM peJOBHE HaCTaBe MOMYHWU/IO0 YUUHUK®
IIpU UyMjeM caM KOHLIUIIUpawy BOAW/Ia pauyHa [a fella y3pacra 9-11 ro-
JOUHa MOTY Ha jeJHOCTaBaH U jacaH HAaUUH U3Pa3UTHU COIICTBEHY BU3YDY
rpazga y komMme >kuBe (Bogdanovic¢ 2022, 109).” [IpuIHMKOM KOHIIUITHPakkha
YIIUTHHUKA, KaO OIIEpaTUBHHU y 0fadupy U hopMyIalvjhd aHKETHUX ITU-
Tama - Koja Cy Ha IPBOM MeCTYy MopaJia OUTH JIaKo Pa3yMJ/bHBa, TIOTUUKHU
pacnopebheHa Te dpojuaHO OrpaHUUYEHA — ITOKa3aJiv Cy ce JINHYOB KOH-
LIeNnT CcAuKe rpazga, 3aTuM HacoBa uaeja ypdaHux cumdosia Kao U UCKy-
cTBa gomMahux ypdaHHX coLiMoiora y 00/1aCTh EMIIHUPHjCKOT UCTPasKH-

5 HcTpa’kuBame je pea/iIi30BaHO Ha C/Iy4yajHOM y30pKYy OCHOBHE ILIKOJIE U yYeHHKa.

¢ Hus daxTopa yTUIIA0 je Ha TO Aa yUuiliHuk dyne omadpaH Kao MeToA NPUKYI/baka
rnojaraka: ¢ 003UPOM Ha TO Jia je peu O MPBOM UCTPa>kMBaky Jedje Neplieniiyje BU-
3yeJIHOT ulleHTUuTeTa beorpana y okBupy noMmahe eTHO/JIOTHUje U aHTPOIIOJIOTHje, IPU-
MapHHU LIUb je 610 y HCTpaskMBamke yK/bYUUTH 1ITO Behu 6poj melle, Tj. ,4yTH" IITO BU-
1le aQyTeHTUYHUX JIeYjuXx ,M3jaBa“; APYyro, UCTpa’kuBaka aHKETHOT TUIla omoryhagsajy
NpUKyIJbakhe yIIOpeIUBHUX [IoJaTaKa [IOrOAHUX 3a fa/by aHanu3y U Tpehe, He U Haj-
Marbe BaXKHO, jecTe clielluUYHa eNiIeMUjcKa CUTyalllja TOKOM Koje je HCTpakKhBabe
BPIIEHO - THUCAHO aHKETHUPake, OHOCHO ,1alluP-0JI0BKA" YIIUTHULIU IIPOLIEHEHH CY,
y CKJIa[ly ca ITpOIMCaHUM MepaMa IIpeBeHIIHje, Kao HajIorogHUjU U Hajbe3benHUju
TOKOM ITaHAemMuje dosectu KoBuz 19 (Bogdanovi¢ 2022, 109).

7 Buie o CTPYKTYPH U CaZipKajy YIUTHHUKA B. Bogdanovic¢ 2022, 109-110.
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Bama uaeHTUTeTa rpagoBa (Linc 1974; Radovic¢ 2014; Spasi¢ & Backovic
2017). 3a maBame oAroBopa Ha 10 aHKeTHUX ITHTama (6 OTBOPEHOT U 4
3aTBOPEHOT TUIIA) AEllM je Ha pacliojiarake CTaB/beH jefaH LIKOJICKHU Yac.
Zlpyio (DOIyHCKO) iepeHCKo uciipa>kusdare odbaBua caM y HOBEMODPY
2022. roguHe. Y HAcTaBKy IIpoyJyaBama Jieuje Ieplieniiije ypdaHor Iiej-
3aka beorpana ysopkom je obdyxBaheHo 10 merne ctapujer ImKOJICKOT y3-
pacTta (5-8. pa3pena OCHOBHe IIKOJIe), OMHOCHO Jiella CTapocTH 11-14 ro-
IVHa, KOja >)KUBe y rpaZiCKuM HacesbuMa MepakoBuh (1 merte crapocTtu
13 roguHa), MupujeBo (2 gene ctapocTu 12 roavHa, 1 gete ctapoctu 13
rogvHa U 1 mete cTapocTu 14 roguHa), Bpauap (2 gelie ctapoctu 12 roau-
Ha U 1 merte crapoctu 13 roguHa) U HoBu beorpap (1 mete ctapoctu 12 1
1 mete crapoctu 14 roguHa). [leo HCIHUTaHHKA KOje caM TOM MIPHUINKOM
UHUWepBjyucasia jecy nela MOjUX IIpUjaTesba, OOK je APYTUd Oeo y30pKa
IodujeH Io mpuHOUNY ,I'pyaBe cHera“ (snowball sampling).® Kako dux
Zodwuiia nopgaTke KOjUu TOKOM aHaslM3e TepeHcKe rpahe Mory OuTH (y IWTO
Behoj MepH) yriopeAuBH, IpU Bohewmy NOMYCTPYKTYPUPAHUX MUHTEDPBjya
KopHucTuia cam Beh rmocrojehu yliutiHuK (KOHLIUITMPAH 3a IoTpede mpeT-
XOIHOT UCTpa>KUBama). PasroBopu 3adesieskeHH y BUAY 3ByYHHX 3aMKca
Cy HeyjeqHaueHe Oy>KUHe U KBanuTeTa.’

MNPEACTAB/bAHE TEPEHCKE I'PABE

I'paha HacTa/sla TOKOM IPBOT TEPEHCKOT HMCTpa’kuBaka Beh je meTasbHO
usHeTa y pany Children’s perception of the visual identity of Belgrade (B.
Bogdanovi¢ 2022, 110-117), Te ce y TOM CMHC/Iy OHa Ha OBOM MECTY H3-
HOBa M3HOCH, aJIi U OOIymYyje rpah)oM HACTaJIOM TOKOM IPYTOT TEPEH-
CKOT MCTpaskuBama. Jlakie, Beh#Ha felle Koja Cy yuyeCTBOBaJIa y UCTpa-
>kuBamy beorpap (y LeJIMHHM) OMTUCYjy Kao JIel, TPOoCTpaH U BeJIUK Trpaf.
[NlemaHO M3 BHUXOBE MepClHeKTHUBe, [JIaBHU Ipall mocenyje ulys3eTaH ec-
TETCKHY MOTEHIIHjaJI 1a Ha IToCMaTpaye OCTaBH MTOBOJbAaH BU3YEJITHU YTH-
CaK: IeroB CIoJballllbU U3IJIE]l Kpace MIUPOKe U Jiere yJIulle, IBe peKe U
IUIaHWHA ABaJia, BeJIUKH 6poj objekaTa UMITPEeCUBHE CITOJ/bAIIEbOCTH (MY-
3ejH, TT030PHILTA, cCakpasiHe rpaheBUHEe), MOCTOBH, MOHYMEHTAJIHU CITI0-
MeHULHU... MehyTHM, Heka [ela OMIITH U3IJIe[ I'paja y KOMe XXUBe He

8 Bwuie o HaBe#eHOj MeToau B. Vucini¢ Neskovi¢ 2013, 33-34.

9 Tlotpe6Ho je uctahu fa cy o6a TepeHCKa MCTpa>kuBakba y CBUM CBOjUM daszama Cripo-
BefleHa y MOTIIYHOCTH y CKJIany ca EmHuukum kodekcom EmHoepagdckoe uHcmumy-
ma CAHY (YnaH 9) Koju ce TeMe/bH Ha MehyHapOAHUM MMpaBHUM aKTUMa KojuMa ce
LITUTE TIpaBa Y0BeKa, YK/byuyjyhu, usamehy ocranor u KoHseHyujy YH o npasuma Oe-
mema (mocTyriHO Ha https://etno-institut.co.rs/storage/635/61c36ce7bde09_5f33deefclc
ef_eticki-kodeks-srpski-SKENIRANO.pdf).
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epUIUNHpajy Kao AONa/bHUB, OOHOCHO IIpHUjaTaH - oHa IpumMehyjy aa je
Beorpan u3y3eTHO IIp/baB, a KMa JI0CcTa CTapuXx rpaheBHHa Koje du Tpe-
DaJio MOTIPaBUTH WX YKJIOHHUTH, la UMa NpeBHlIe DETOHCKUX MOBPILIH-
Ha, fa cy dacane deorpaAckyx 3rpajia jefHOJHMUYHE U CUBE U A Cy Ioje-
IUHU OeJIOBU rpaja ,JIpeTpIlaHu”, Te 3aK/byuyjy na y Cpduju (1 BaH me)
I0CTOje W ,,MHOTO JIETIIIYU I'pafoBH of beorpaga“!® CariemaHo U3 mepc-
neKTHUBe Aelle y3pacTa 7-14 roavHa, y BU3ypHu beorpajia OMHWHAHTHHU
cy usrpaheHu eneMeHTH (PU3NUUKE CTPYKTYype Irpaja, JOK Cy IPUPOSHU
eJIeMEeHTH IPONOPLIUOHAIHO Make 3acTyIybeHU. HajyreuaT/sUBUje Irpa-
IVBHE eJleMeHTe BU3ye/IHe I10jaBHOCTH beorpaga mena paHTUpajy ciie-
nehum pegom: IpKBe, IPUPOAHE OIJINKE, YCTAHOBE KYJITYPE, CIOMEHUITA
U TIPOCTOPHE KYJITYPHO-UCTOPHjCKe 1esinHe. Kao mocebHo (Y BU3yeTHOM
CMUCITY) yHaasbuBe, epeKTHE U Apyraudje deorpaJicke KBapToBe gena (y
HajBeheM Opojy ciiyuajeBa) HaBoe JieJIoBe I'pafa y KojuMa >XHBe. Y KOH-
TEKCTY ceJieKlIMje BU3yeJHUX LiejinHa beorpaja fena nmperno3Hajy v Ha-
BOJie Kao K/byuHe (M JUCTUHKTHUBHE) pa3IMuUTe ejieMeHTe ypbaHe CTpyK-
Type. [IpuMepa panu, Hajuenrthe HaBoheHU 0CcOOeHU eleMeHTH ypbaHe
ctpyktype HoBor Beorpaza cy peka CaBa u CaBCKH Kej, ciiefe HOBOOe-
OrpafiCK¥ MApKOBH, 3aTUM IIWPOKE M paBHE YJIHIIe, UTPAJIMINTA, BUCOKE
3rpajze ¥ OpOjHU TP>KHU LIeHTpU. YaK U y cilydyajeBUMa KaJa He MOry Ja
KOHKPEeTU3yjy BHU3yeJIHE MapaMeTpe Ha OCHOBY KOjUX BpILE CEJIEKIIHjY
nocedHO ynaas/bUBOT fejia beorpazga, HEKM UCIIMTAaHUIIU CBOje OATOBOpE
jenHOCTaBHO 0Opa3sia’ky TUMe Aa Ty >KhuBe. Ha OCHOBY YKYITHO 23 BU3y-
eJIHa MapKepa, Aella U3Ijief rpajia y KoMe >KMBe MIpero3Hajy Kao ocobeH,
OLHOCHO Pa3/IMUMTy y OOHOCY Ha ApyTe rpafoBe. Y yKyITHOj AeYjoj CTULIHU
Beorpapga cBoje mecto nnpoHasia3e: Topaw Ha ABaiiy; KasemermgaH; XpamMm
Csetor CaBe; peka CaBa; CaBckH Kkej; [TobenHuK; beorpag Ha Boou; Ana
urannuja; KHes MuxauioBa ynuia; beorpahanka; HapogHa CKyniTH-
Ha; HaponHo no3opuinte; CnomeHuk Credpany Hemawu; Yirthe Case y Iy-
HaB; Mysej nwiny3uja; LipkBa CBetor Hhopha (kKoja TepuTOpHjaTHO ITpUNaa
T3B. "CTapoj bexkanuju“); peka JlyHas; My3ej Hukose Tecie; MocT Ha Any;
boraHnuka batirta; Ol ,KHeruwa Mununa“; Iletuia“ (HoBousrpaheHu
cTaMbeHO-II0C/IOBHYU KOMILJIEKC Yy HOBODeorpaackom OJI0Ky 63, IPUM. ayT.)
U ,0/10KOBCKe 3rpaze” (ctambeHe 3rpajie y HOBoOeorpaJcKum 6J10KOBUMaA
62 1 63 - T3B. ,CTerneHHIle", TpUM. ayT.). CUMOOJIMYKO ,YBOopHIlITE" Beorpa-
Ja je, yCJIOBHO PeUY€eHO, IMHeapHU IoTe3 of Xpama CBetor CaBe o Kase-
MergaHa, y>K Kora je KOHAEeH30BaHO Yak 9 (0 yKyIHO 23) CTPYKTYPHHUX

10 TTpuMepa paay, HEKH O TPafioBa Koje Cy Jella U3[IBOjusIa Kao Jemnile of beorpama cy
ITapus, Jby6/paHa, Y>kulie v Kpyiiearl.
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eJleMeHaTa BHU3yeJIHe M0jaBHOCTH IVIaBHOT rpaga. OgadpaHe cumboiie
rpaja gelia Iepuunupajy Hajpe Kao ,Bu3yejiHe BpeIHOCTH CaMe TI0 ce-
du" 1 mocMmarpajy ux, y BeJIMKOM Opojy CcllydajeBa, BaH ,,COLIMOUCTOPHjCKOT
KOHTEKCTa U ca3Haka 0 HaCTaHKY U U3Tpaamu”. [IpeMa MUIJbERY Aelle,
HeHTpaJIHU cuMboi Beorpazna je Xpam Cetor CaBe. OBa rpaheBrHa ce
Yy BU3YypH IJIaBHOT Tpajia U3 Baja CBOjUM KapaKTEpUCTUUHHUM H3TJIeJOM,
MOHYMeHTaJIHOIIThy ¥ crielfu(pHUUYHHM I10/103KajeM y ypbaHOj CTPYKTYpH:
1) meua nop KapakKTEPUCTUYHUM H3IJIELOM MOAPa3yMeBajy CIO/bALIbY
€CTeTUKY LIEeHTpaJIHOT BU3yeJIHOT Mapkepa — XpaM Csetor Case je ,,MHO-
ro jieria rpaheBrHA" KOjy Kpace ,IIpejierne KymnoJse“ 1 ,BeJIUKU 3JITaTHU KP-
CTOBH"; 2) IPUJIMKOM CeJIEKIIH]je IVIaBHOT CUMOO0JIa rpajla Ha OCHOBY KPH-
TepujymMa MOHYMEHTA/IHOCTH, [iella ce II031MBajy Ha MoAaTak fa je ,Xpam
Csetor CaBe HajBehH ITpaBOC/IaBHU XpaM Ha CBeTY", a He rpaheBHHa Koja
3ay3HMMa HCTaKHYTO MeCTO Ha HeorpaZickoM XOpPHU30HTY U BUJbHBA je ca
CBUX ITpWJa3a rpanay, 3) AOK je MecTo Koje Y (pu3uUKoj ypOaHOj CTPYKTY-
pH rpaga 3ay3uMa CBETOCABCKH IIJIaTO (Ha YHjOj ce MOBPIIMHH Ha/la3u
Xpam Caetor CaBe) 3a [ielly K/byuHa MMO3UIIMOHA Tauka, jep je JOBOJbHO
¢dpeKkBeHTHA U JIaKO AOCTYITHA BEJIMKOM OpOjy jbyau. OCUM eCTETHUKE, MO-
HYMEHTA/IHOCTH ¥ TTO3UIIMOHUPAHOCTH Kao GHU3UUYKUX ITPEeHCIIO3UIIH]a
Koje XpaMm Ceetor CaBe CBpPCTaBajy y paHT LIEHTPaJIHOT BU3Ye/JTHOT MapKe-
pa IJIaBHOT I'pajia, IIOCTOjH joIII jefiaH (IPOLIeHTYya/JIHO Make 3aCTyIIJbeH)
KPUTEPUjyM KOjUM Ce aHKeTHPpaHa Aelja pyKOBoJe IIPUINKOM CeJleKLHje
IJIaBHOT BU3yeJIHOT MapKepa beorpaza - To je HeMep/bUB 3Hayaj KOju
Ceetu CaBa MMa 3a CBEYKYITHY CPIICKY KYJITYpPY U, CXOOHO TOME, K3Y3€THO
BHUCOKA MNO3ULIMOHMUPAHOCT IIPBOT CPIICKOT apXUEIMUCKOIIa, CBETUTEbA U
MIPOCBETHUTEbA Y OMIITEM CUMOOJIMYKOM CUCTEMY Halller ApyIITBa. [Apy-
TUM peuyrMa, aHKeTHpaHa [gela 3a IJIaBHU CUMDOJ rpaza y KOMe XKUBe
dupajy Xpam CBetor CaBe 3aTo IITO je carpaheH y yacT ,Halller BeJIMKOT
CBeTUTe/ba, yuHuTe/ba U CMHa CTephaHa Hemame", ,MHOT0 HOOpOT ¥ Ba>KHOT
JoBeKa“ KojH je ,ypanuo camrTa 3a Cpdoujy”. [IoTpedHO je HaBeCTH U TO
Ia je y ripeko 80% ciydyajeBa Oedja MeplLeniyja [JiaBHOT rpaja pesysi-
TaT HEIOCPEeAHOT ypdaHOT UCKYCTBA — [iella BU3YeJIHY [I0jaBHOCT rpaja y
KOMe >XMBe UJIeHTU(DUKY]Y, BepUDHKYjy ¥ CMeIITajy Y KOHKpPeTHe MaTe-
pujanHe (popMe Ha OCHOBY a posteriori (ca)3Hama. IpyrumM pedynma, gela
Cy U3 BOjeHe BU3yeJIHe MapKepe rpaja y KoMe >KUBe MOCETH/IA, Y’KUBO
BUeJIA U JOKMBeJIa HEMOCPEeAHO ,MCKYCTBO MecTa“. MehyTumM, rmocroje
U Jela Koja pejalnujy ca IoCMaTpaHUM eJleMeHTUMa ypbaHe CTpyKType
rpaZia y KoMe >XMBe YCIIOCTaB/bajy HAa OCHOBY IMOCPENHOT UCKYCTBA CTeUe-
HOT KOH3yMHUpakeM MeJIWjCKUX caZip>kaja, UHTepPaKLIMjOM ca CBOjOM He-
IOCPESHOM OKOJIMHOM (MTOPOAUIIOM/BpIIballiMa) WIH I1aK yCBajakheM
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LIKOJICKOT mporpaMa. TauHuje, nHGopMalivje fodrjeHe HaBeJeHUM KO-
MYHUKAIITMOHUM KaHa/IMMa (6110 XOPU30HTATHHUM, OUJI0 BEPTUKATTHHUM)
omMmoryhaBajy [ia ielia ycriocTaBe OCHOBHE peJsialHje ca IIPOCTOPOM HEIPOo-
JKUBJBEHOT Te I10CTajy OllepaTUBHE y IIPOLIeCy IIpUjeMa, cejieKLiuje U UH-
TeprpeTalyje BU3yeJlHUX HH(popMaluuja. [I[pyMeTHO je U TO Aa Cy OATO-
BOPH Ielle Koja He Moceayjy HermocpeaHa ypbdaHa UCKyCTBAa YHUGDOPMHU
- HeHTpa/JIHU cuMmboJi beorpaza je, 6e3 nsysetka, Xpam CBeTor CaBe, ILITO
HaBOAHY Ha MPETIIOCTAaBKYy Ja y CBA TPY HaBefeHa WHGOpMaLOHA CHUC-
TeMa Koja Cy IellM Ha pacliojaramy II0CTOjHU jefMHCTBEHA CUMOOIHUKA
MaTpullia Ha OCHOBY KOje aHKeETHUPAHU YUEHULIU TPOMUIULITY COTICTBEHE
CJIMKe TJIaBHOT Tpaja.

OUNCKYCHIA

[Ipe Hero mITO ce Ma’kkha YCMEPHU Ka CUMOOTUUKUM PYHKUUjAMa OHHUX
cacTaBHHULA ypbaHOr Iej3aka beorpaga kojuMa cy gerna y3pacra 7-14
roguHa IpUIlHCcaia cratyc cuMmoojia, TpedaJjio OH, 3a roueTak, 1) mpeacra-
BUTH (YCJIOBHO PEUYEHO) MOHOJIUTHY [e4jy CUMOOJIMUKY CJIUKY IVIaBHOT
rpajia - HacTajy Kao IIpoayKT CUMOo/inuke KOMyHHUKallkje 70 melie oc-
HOBHOIIIKOJICKOT y3pacTa ca ypbaHUM OKDPY>KEHeM I'pajia Y KOME >KUBe
(m vice versa), Te, carjiefaHo U3 Jievje IePCIeKTUBE, IPOKOMEHTAapUCATH
OITIIITE KapaKTEPUCTUKE BU3yeJTHE [10jaBHOCTH IJIaBHOT I'pajia Kao 3HaKO-
BHOT CUCTEeMA, OLHOCHO OLIEHUTH 2) jacHOhy, pa3rOBETHOCT M YUT/bUBOCT,
Te 3) coXkeHOCT beorpaga Kao CHMOO/JIMUKOT MexXaHH3Ma.

1. (YcioBHO peueHO0) MOHOJMIUMIHA geyja cumbosiuyuka cauka iiasHol Ipa-
ga'! IpooyKT je cMMDOJIMYKe KOMYHHKallHje Aele ca ypdaHHUM OKpy-
XewmeM (M vice versa). Ta jeqMHCTBeHa CIHKa HHje HUIITA APYro 0 U3-
rpaheHa npepcTaBa IZie Cy U3BojeHe IojefuHe 0COOMHE KOje Cy IOBOJBHO
IOMHUHAHTHe Ja cTBope IpencTtaBy (Hegedis 2008, 83). Haume, yKyITHO
23 eneMeHTa ypbaHe CTPyKType IJIaBHOT rpaja, IpeMa MUL/beRY Jele
y3pacTa 7-14 roguHa, UMajy KamalluTeT [1a mpeBasul)y cBoje HHHUIH]jaI-
He yHKIIY]je pa3MeHe fodapa, yIipaB/baka, CTBapaka pejialivja, yuemna,
3abaBe, UTH. - Koje Ccy BUXOB raison détre (Cappuccitti & Piroddi; HaBe-
IeHo peMa: Spasi¢, Petri¢ & Kruni¢ 2005, 41) - u mocTaHy cacTaBHHUIIE
CUMOOJIMUYKOT CUCTEMA KOjHU Ce Hajasu y Uo3dguHu (pU3UYKe BUOJbU-

11 Tlompa3yMeBa ce J1a oBa (4 OBakBa) Jleuja cMMOoJINYKa C/iMKa beorpazia Huje reHe-
pasiHa/KOHauyHa, IIPBEHCTBEHO 300T Tora LITO y30pakK Aelle HUje NOBO/baH Aa 6U ce
Ha OCHOBY Hera, ca Hay4yHOM CHUTypHolIhy, MOTJie U3HOCUTH aIlCOyTHO UCTUHUTE
TBPI€, Kao ¥ 360T Tora ILITO, 10 CaZia, He II0CTOoje pea/In30BaHa UCTpaKUBamwa fevje
neplieniyje yp6aHor rej3aska IJ1aBHOT I'pajja Kao CMMO60JIMYKOT CKJIoIIa Koja 61 oMo-
ryhuia KoMIlapaTUBHY aHau3y, @ CAMHUM TUM U U3BODHeme OMIITHjHUX 3aK/byyaka.
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BOCTH ypbaHor nej3aka beorpaza. ManupameM U34BOjeHUX CACTaBHUX
eJleMeHaTa geuje cumbostuuke ciuke iiiasHoi ipaga - on Topwa Ha ABaJik
KOjU ce Ha/1a3U Ha jy>KHOj cTpaHU beorpaza, mpeko CliOMeHHUKa, yIULia,
jaBHUX yCTaHOBA Y APYTHUX BHU3YEJTHUX 0Dejierkja y caMOM LIEHTPY I'paja
(Koju Yy aiMHUHHUCTPAQTUBHOM CMUCITY TIpUIIaZiajy onWTHHYU CTapu rpan),
10 OHUX BU3yeJIHUX MapKepa KOju Cce Hajla3e Ha 3allaJHOj CTpaHU rpaja
y HoBobeorpaackoM 610Ky 62 - youaBa Ce [a je, y CHMOOJIMUKOM CMUCITY,
Jledju TepuTOpHjaiHU 00yxBaT beorpana y3ak/orpanudyeH. CHMOOIHUUKO
,2ABOPHILTE" je, YCJIOBHO PeUYEHO, IMHeapHU moTe3 o Xpama Cetor CaBe
o KasmemergaHa, Ay>K Kora je KOHAeH30BaHO YakK 9 (o[ YKYIIHO 23) CTpyK-
TYPHHX eJieMeHaTa Jedje cuMOoinuke ciuke beorpaga. Fberos rimaBHU
cumbdor je XpaMm CBetor CaBe KOjH, IpeMa MUILJbeWY [elle, KMa TakKBa
ecTeTUYHa, MOHYMEHTAIHA U NUCIIO3ULIMOHA CBOjCTBa [la Ca BEJIMKOM Be-
poBaTHOhOM MO>Ke TTIPOU3BECTU CHa’KaH yTHCaK Ha OUJI0 KOT TTocMaTtpaya.
2. ITocmaTtpajyhu oBy (M 0BaKBYy) (YCJIOBHO pedeHO) MOHOJIUTHY AeYjy
CUMOOJIMUKY CIIMKY Y LIeJIMHHU, UMHHU ce [a je Beorpa, Ha ITpBOM MECTY,
jacaH, pasioseltiaH U YUW/bUB 3HAKOBHU CcuclieM, OOHOCHO [1a TJIaBHU
rpaz nocenyje oOHaj KOMyHUKAaTUBHU KBaJIUTET KOjU oMoryhasa ,Jiako
criopasyMeBame” ca CBUM KaTeropvjama ,CaroBOpHHUKA". [Ipyrum peuu-
Ma, cMMOOJ/IM KojuMa [ela ,0TeJIOB/bYjy" rpaj y KOMe >KUBE, CBOje MECTO
IpoHa/Ja3e U y APYTUM U APyradyujuM (3a caja JOCTYIHUM U MO3HATUM)
CUMOOJIMUKUM c/iMKaMa beorpana. [IprMepa paiu, OHU Cy y BEJIUKOj Me-
PH MTOAyapHU Ca CaCTaBHUIIaMa UHCTUTYLIMOHAIHO OOJIMKOBaHE CUMODO-
JIMUKe CJIMKe IVIaBHOT rpaja (yi. Bogdanovic¢ 2022, 120-122) Wi, Kako je
oKasaJo UCTpaKMBamwe COLUONMOMKUba MiBaHe Critacuh v Bepe baniko-
Buh, ,MaTepHjaJIHUM KOHIeH3allljaMa“ KOjuMa CTaHOBHUIIU Beorpama
(JTIoKa/sTHY JKUTEJbU Y CTPAHLIM) Yy KACHUM [BaJeCETUM U PaHUM UYeTpe-
CeTHM TofiHaMa OCJIMKaBajy CUMOOJIMUKU IIPOCTOP CPIICKe TIPECTOHUIIE
(ym. Spasi¢ & Backovi¢ 2020).12

3. MehytuM, ypdaHu nej3ak beorpaza carsieqaH U3 MepCIIeKTHBE Aelle
y3pacTa 7-14 rooguHa Huje CJIo)keH cumobosuuku MexaHusam. Ha oBy (3a
caZla caMO) MPETHOCTaBKYy HaBOJe ABa apryMeHTa. [IpBO, ManmupameM
U3[IBOjeHUX CUMODOJIa IJIaBHOT Tpaja - O[ U30JI0BaHe Tauyke Ha jy’KHOj
crpaHu (Topak Ha ABajiM), IPeKO BU3YeJHHUX obejekja KOHOEeH30Ba-
HUX OY>K JIUHeapHOr rnoresa XpaM Ceetor CaBe - KajsiemernaH, 4O peT-
KUX cUMDOOJIMYKUX Desiera KOju ce HaJlase Ha 3allalHOj CTpPaHU rpaga y

12 Yak 14 (op ykymHoO 23) efieMeHarta ypbaHe cTpykType Beorpana koje cy fgeiia yspacra
7-14 roguHa W3[BOjUIa Kao BHU3ye/lHe MapKepe rpaja y KOMe >KUBe, Hajlasze ce U y
3BaHUYHO] TYPUCTUYKO] MOHYAHU rpana beorpaaa (B. https://www.tob.rs/sr).
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HOBODOeorpazckom OJIOKy 62 — yodaBa ce [a je, Y CHMOOJIHUYKOM CMHUCITY,
Jleujyu TepuTOpHUjaiHU 0DyXBaT 3HATHO MakbH y OAHOCY Ha YKYITHY ITOBP-
LINHY Tpajia y KOMe >KMBe. [Ipyro, fela Koja Cy yUeCTBOBasia y UCTPasKH-
Balby HM3M1Bajajy cBera 23 cumboJia rpajia IITo HAaBOAW Ha 3aK/byyak Jia je
JIedja cMMOOIMUKa C/IMKA IVIaBHOT rpajia pe/iaitiuBHO jegHociiasHa.'® Yu-
HHU Ce [1a Cy 3a, Y CHMOOJIMYKOM CMHUCITY, ,[1I0jeTHOCTAB/beHY " TIPECTABY
Beorpama nmpBeHCTBEHO ,KPUBHU"“ 0ipaHUUEHO ypOaHO uckycitiso (hbopMHu-
PaHO Y KOHTEKCTY MHCTUTYLIMOHA/IM3allkje U (paMUIn3alivje Kao CTPyK-
TYPHUX Ipolieca 06/IMKoBaka U MCIlo/baBaka NJeTUHCTBA Y CAaBpeMeHOM
IPYILITBY) M, CXOOHO TOME, pesldiliuBHO CKpOMHA ypdbaHa memopuja. Ha-
Be[leHO Hajbosbe WTyCTPyjy ciienehu nuckasu aele:

,Ja PeTKo uJieM y Apyre AejioBe Ipaja ra He 3HaM IlITa CBe UMa Ja ce
BUAM" (Deuak, 12 roguHa, HoBu Beorpan).

,Ha KasemernaHy MH je HajJeriie OHO MeCTO, Ha befleMHMa, Ha OHOM
LIMPOKOM 33Uy, OfaKJIe je JIell TToTJie/], oaakie riiegqam peke. Ha To me-
CTO MEHe M CecTpy MaMa yBeK IOBOAM KaJ mohemo Ha KanemermaH”
(meBojunna, 13 roguHa, MegakoBuh).

,HajBHUllle ITI03HajeM 0Baj Je0 y KOMe XUBHUM U Ty dall UMa JIe[UX Mec-
Ta. [...] 3HaM u ueHTap rpaga. [...] U 6una cam Ha ABanu. Tamo une-
MO HeKaJla Ha U3JIeT, aJIu TO KaJia je JIello BpeMe U Kaja HeMaM MHO-
ro ga yuuM. OcTasie fejioBe U He 3HaM bai” (geBojumiia, 12 roguHa,
HoBu Beorpapn).

Kapaje y nutamy @yHKUUOHATHOCI IPaiCKUX CUMO0JIa, OMHOCHO HHU-
XOBa yJiora v AOIMPUHOC Y [IeJIOKYITHOM KOMYHHUKAIITMOHOM MIpoIlecy Koju
ce Ha pasIMUUTUM peJialijaMa (Y 0BOM CJTydajy Ha HUBOY Jiella — ypbaHo
OKpYy>KeHe) OfIBUja y ITPOCTOPY IJIaBHOT rpajia, YNHHU Ce [la Cy IB€ OCHOBHE
(mogpasymeBa ce He U jelnHe) QyHKIHje Koje TPaAUBHU eJIeMeHTH yp-
baHe cTpyKType bBeorpazma Mmajy Kao cacTaBHHIIE IIHMPEr CUMOOIMUKOT
cucreMa. Peu je o gBeMa (y TeOpHjCKOM eIy paga Beh moMeHyTUM U YK-

13 JleIiy je TOKOM HMCTpa’kMBama Ipy>keHa MOryhHOCT fa HaBeAy TpU (y aHKETH) U TIeT
(TOKOM MHTEDBjya) BU3yeJTHUX MapKepa KOjH Cy, IpeMa BbUX0BOM MUILJbEHY, K/bYU-
HU 32 BU3YeJIHU UIEHTUTET rpafia y koMme xuBe. C 063MpoM Ha TO [ia Ce [10 OBOM IIH-
Taly aHKETHO MU3jacHUIIO0 43 U ycMeHUM nyTeM 10 felle, TEOPETCKHU je Ha [AeYjoj CTULUA
rpazia Moryio 6UTH yIIKMcaHo 179 MOTeHIIUjaTHUX BU3yeTHUX MapKepa. HapaBHo na
oBaj 6poj Huje 610 OUEKHBaH, /U Ce UCTO TaKO HUje MOIJIO IIpefBUAeTH fa he nena
U3ABOjUTH TeK 20-ak cuMbosia Beorpana.
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paTKo objalimeHUM) PyHKIIMjaMa CUMO0Jia — CAHTHU(HUKATUBHOj QYyHK-
IIMjH perpe3eHToBakha U eKCIIPeCUBHOj (PYHKIIH]jH.

[IpBa o BUX - CUlHUGUKATUUBHA pYyHKUUja pelipe3eHilioBarbd — ,IIpe-
y3uMa Ha cebe cuMbosiMuKke KOHOTAllUje pelipe3eHToBama I'pajga Kao
TaKBOT", OJHOCHO KOM Ce yoOsruaBa IMpeacTaBa OHOTa IITa KOHKPETHO
Beorpaz, Kao 1aBHU I'pall, KOHOTHUpA Y HallleM COLIMOKYJITYPHOM KOH-
tekcTy (Ziki¢ 2007, 88). JIpyruM peurMa, CUTHU(HUKaTHBHA (GYHKIIH]ja
perpe3eHTOBama Be3aHa je 3a OHY JUMEeH3H]jy BU3YeJIHe [10jaBHOCTH be-
orpazia Koja mpencTaBsba ,TPEHYTHY BPEIHOCHY COLIMOKYJATYPHY aCKpU-
nuHjy ‘omosro’™ (B. Ziki¢ 2007, 90). C TUM y Be3H, Y IPOLIeCy CUMOOIHYKe
KOMYHUWKallWje, CTaHOBHULIMMa beorpaza y3pacra 7-14 rogvHa Ha pac-
roJiarame Cce CTaB/ba YUTAB CIIEKTAp 3HAKOBA, O KOjHUX Jella, Ha IPBOM
MecTy, dupajy oHe cuMOO0IMUKe desiere Koju Hoce mopyke 1a je Beorpan;:

a) sell ¥ wapeHoJIuk Tpaj - BEeroBy BHU3ypy Kpace usrpaheHu eine-
MEHTHU (pU3UUKE CTPYKType: LIUPOKE U JIETIE YIULle, 00jeKTH UMIIPDECUBHE
CIOJBbALIOCTH (MY3€jH, MO30PHUIITA, CaKpasiHe rpaheBUHE), MOCTOBH, UM-
MO03aHTHH CIOMEHULIH... [IpyrMM peurMa, felia y BU3ypu beorpaga ca
JJakohoM yo4daBajy U CeJIeKTYyjy OHe caCcTaBHHUIlEe ypOAHOT Mej3a’ka urja
M0jaBHOCT Ha HHX OCTaB/ba CHa)kaH (BU3ye/JHHU) yTHCaK. [lakie, nevja
C/IVKa rpaza odyxsaTa IIPeTEXXKHO ,,0HO IITO je JIeTO, yTOAHO U IIPUBJIAYHO,
OHO IIITO Ce MO>Ke JIaKO IPETOUUTH Y pasIyIefHUITy U cyBeHUp” (Spasic¢
& Backovi¢ 2017, 23);

0) yleuaui/pus Tpaj - y OedYjoj CIHLOM IJIaBHOT rpaja HU3aBajajy
ce ejeMeHTH ypbaHe CTPYyKType ymaA/bHMBe BeJUUWHE U pACKOIIHE
CHOJBAIIBOCTH, UHja je UMIUIEMEHTalUja y ypdaHy CTPYKTYpPY IVIaBHOT
rpaja u3BeaeHa BeJIMKHUM ypOaHUCTUUKKUM 3aXBaTHMa, ITOMYT LIeHTpaJl-
HOT rpaackor cuMmbona (Xpama Ceetor CaBe) KojU, IpeMa MUIJbERY [e-
11e, UMa TakBa eCTeTUYHA, MOHYMEHTa/IHa U JUCIIO3UI[MOHA CBOjCTBA A
ca BeJIMKOM BepOBaTHONOM MO>Ke TTPOM3BECTU CHAa’KaH yTHCaK Ha OHJIO
KOT IToCMaTpayva,;

B) guHaMuyaH Tpam — jep ’beroBa CUMOOJIMUKA CTPYKTypa HHje jem-
HOM U KOHAUHO AaTa, Beh je momsokHa nmpoMeHaMa. C TUM y Be3H, Ha
JIeujoj CHMOOJIMYKOj CJIMIIY I'paZla CBOje MEeCTO IMpoHaja3e ¥ HOBU HIHU
HOBHUjH CUMOOJIMUKY besie3H, IOy T cnoMeHHKa CTedaHy Hemamu (Koju
je ceeuaHOo OTKpHBeH Ha CaBuHAaH 2021. ronuHe), beorpaga Ha BoOoU U
Jletruue” (y TpeHyTKy MHUcamka paja MOCI0BHO-CTaMOEHU KOMIJIEKCH Y
U3TpahH).

Ha xoju he HauMWH - KP03 OMO3UIIHje JIeIIO-PY>KHO; yIIeuaT/bUBO-Hey-
nevyaT/bMBO; ITMHAMUYHO-CTaTUYHO — Aella (P)OpMHUPATH COTICTBEHE CUM-
donnuke c/iMKe rpafla 3aBUCH Ol HU3a (paKTopa IMOMyT JIMYHOT yKyca,
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COLIVjaJTHOT OKPY>KeHa, yKYITHOT ypOaHOT UCKYCTBa (Koje oMmoryhaBa KOM-
napauujy), TPeHyTHOT PacIioioXKeHa, OIIITUX UHTepecoBaa UTH. CTora
je cnuka Beorpazma KosMKo | [ielle Koja IoCcMaTpajy U TyMade CUMO0TAYKA
MIPOCTOp IVIaBHOT rpaga.'* MehyTum, HHOUBUOYAIHE evje CHMDOoIHUKe
CJIMKe MIaK yCIloCcTaBsbajy oapeheHe obdpaclie, ca 3HaTHUM TTOHAB/babH-
Ma ¥ mpeKjianambuMa y Iomieay INIaBHUX ,japKHUX MecTa“, OMHOCHO CUM-
donnuky ontepeheHux iokaiiyja, objekaTa, IIojaBa 1 II0jMOBa KOjH CITy>Ke
Kao OKOCHHIIA HeroBor uaeHTUTeTa (Spasi¢ & Backovic¢ 2017, 24). TTope-
nehu nx mehycobHo, Hamehe ce 3ak/byuak [a Cy HHUXOBU CTPYKTYPHHU
eJleMeHTH y BEJIMKOj MEPHU IOAYyAapHH, ajik [a UX Aella Ha pas3Ihu4YUTe
HauuHe IToBe3yjy y eJauHy (B. Bogdanovi¢ 2022, 120). inak, mOTKa UM je
3ajemHHYKA - CPIICKA MPecTOHHIla KMa TaKaB eCTETCKU IOTEHLIH]jasl, Te
yIeyaT/bUBYy U JUHAMUUYHY YHYTpallBy CTPYKTYpPY Aa he ca BeJIMKOM Be-
poBaTHOhOM OCTaBUTH IO3UTHMBAH YTHUCAK Ha CKOPO CBAKOT ITocMaTpaya.

Ha mocrojame apyre - ekciipecusHe — GyHKIIHje KOja U3pa>kaBa YHYT-
paiima ctama (B. Rot 1982, 14) Hajnipe yka3yje rmoAgaTak Aa Aela OCHOB-
HOIIKOJICKOT y3pacTa KopucTe emouyuje (y Hajsehem Opojy ciydajeBa 1o-
3UTHBHE, pehe HeraTUBHE) KaKo O OMHcasia U3IJIe[ rpajia y KoMe >KUBe
- TojaBHOCT Beorpana y LleJIMHU W/WUJIM OeJ0BUMa Iely agekiiupa, Of-
HOCHO OHa M3TJIe[l Tpafa y KoMe >KHBe ,BoJie”, OH UM ce ,cBuha"“, ,mora-
Ia“ UM ce U C:'°

~Xpam Cetor CaBe dall Jielo ¥ 3aHUMJbUBO H3IJIe[la; HAIIpaBJ/bEH je
M 0[] 371aTa M daIll MU ce CBMIa KaKo U3ryeaa Kaja ra cyHile obacjaBa”
(meuyak, 12 ronuHa, HoBu Beorpapn).

14 JIpyTUM peyrMa, He OCTOoje Be UIeHTUUYHE Aedje CUMOOJIMUKe CIUKeE TJIaBHOT Trpa-
la - CBaKa 0/l BHUX IpefCTaB/ba jeNIUHCTBEHY KOMOWHALIM]y I'PaICKUX CUMOOINY-
kux 6enera. Yak cy Mehyco6HO pa3iMuuTy U HAUUHU ,0C/IMKaBamka“ jeTHOT Te UCTOT
cuMbosia - y HeKMM je CUMOOIMUKUM C/IMKaMa HaljlallleHa ’berosa ¢gopma, y HeKUM
HBEeroBa MOHYMEHTAJ/IHOCT, y HEKUM je ITIOTeHLIMpaHa HheroBa JUCIIO3UIIUja Y OKBUDY
nate du3nUKe CTPYKTYype I'pajia, y HEKUM je MOABYYEHO TO LITO je OH ,IIPOXKUBJBEH",
Y HEKHM Cy aKlleHTOBaHa creludUYHa pacloioKemha HHAYKOBaHA HENIOCPEeAHUM
,ACKYCTBOM MecTa" U c1. (Bogdanovic¢ 2022, 119).

15 Ha OBOM je MeCTy 3aHUMJbUBO TE€K ITOMEHYTH TO [1a [Iella CTapHjer MKOJICKOT y3pac-
Ta UMajy KpUTUYHUjH CTaB 110 TUTamky U3IViefla Tpafa y KOMe >KUBe ofi felle Miabher
IIKOJICKOT y3pacTa: mera y nobu 11-14 roguHa rmopeq perpe3eHTaTUBHUX MECTa, Y
M0jaBHOCTH Tpajia y KOMe >KuBe mpuMehyjy U CHBe, jeTHOTUYHE 3Trpajie, IIp/baBe YiIr-
11e, opoHyJie dacaae Te ce He Mbe a Kaxky a UM je Beorpazn py>kaH, Aa UM ce He
[oIrtajia, Te Ja UMa ¥ MHOTO JIETIIIIHX TPaioBa Ofl CPIICKe ITPECTOHHUIIE, IOK je TVIaBHH
rpan BuheH ouuMa fele y3pacta 7-11 romuHa OHaj ca pa3rieqHHUIIE — JIell, MOHY-
MEHTaJIaH U yIIeYaT/bHB.

[ 191 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

Takobhe, Ha Aedjoj CIUIM rpajia CKAUIIUpaHa Cy U ,Jevja MecTa“ — OHa
MecTa ca KojuMma cy GHU3MUKU II0Be3aHa, 3a Koja ce fella Be3yjy, Koja Hc-
THYY U 0 KOjUMa roBOpe, KOjuMa MpUIIHCYjy 3HaUeme CBOjux MecTa (B.
Rasmussen, 2004). To HUCy OHH eJleMeHTH ypdaHe CTPYKType KOju cy
IJTAaHCKY HaMeHWeHU [elly — TIOMYT AeYjUX UTPATUIITA, TEMATCKUX ITapKo-
Ba, 00pa30BHUX yCTaHOBA U C/1.16 - Beh oOHe cacTaBHUIle ypdaHOT Iej3arka
YHja II0jaBHOCT U OKpY>Keke Ipy>Kajy yrogaH aMOUjeHT 3a UIpy, BaHIII-
KOJICKE aKTUBHOCTH, peKpeallujy U CJI. Y TUM U TaKBUM IIPOCTOpUMa Jielia
OCTBapyjy KOMYHHUKaIIWUjy Ha Ba HUBOA: [ella-[ella U Aella-IIopoguLa:

,Hajnenmu mu je beorpaz Ha Bonu jep je y [anepuju (Tp>KHU LIeHTap y
CKJIOMY CTaMbeHO-IT0CJIOBHOT KOMILJIEKCA, TIPHUM. ayT.) CosmoJump (Wr-
paoHwulla, MpuM. ayT.). Ty dalll BoJIUM [1a U[IeM ca ApyrapumMa, Maja je
MHOTO0 cKyma“ (gevak, 12 roguHa, HoBu Beorpan).

,Kej Ha CaBu obokaBaM. Ty Bo3uM bajc ca MaMOM, TaTOM U dpaTom”
(meBojunna, 9 romuHa, HoBu Beorpan).

C TUM y Be3H, Aella Y COIICTBEHE CUMOOIMUKe CIHKE Tpaja y KoMe
JKMBE, OCUM OHUX I'PaJMBHUX ejieMeHaTa ypdaHe CTPYKType KOju UMajy
TakBe (pu3nuKe (eCTETUUHE, MOHYMEHTA/IHE W/WUJIU IHCIIO3ULIMOHE) ITpe-
Iucrio3unyje na he ca BeJIMKOM BepOBaTHOhOM OUTH yIIHCaHe Uy pyre
U [Jpyrauuvje CUMOOJIMUYKe CIuKe beorpana, yIpraBajy U OHE Mame BU-
IJbMBE, TELIKO YIaJ/bHBE, HEyIleuaT/bBe (hHU3HUUKe cCacTaBHMIIE ypbaHOT
rej3a’ka KojuMa IMpUIHCyjy mocedHa 3Hauema. Tako cy y (YC/I0BHO peue-
HO) MOHOJIUTHY Ae4jy CMMDOOJIMUKY C/IMKY beorpaja ynvucaHu U, ipyuMepa
pany, OIlI ,KHeruwa Munuia“ (kojy moxahajy mema Koja cy yuecTBoBaJia
y UcTpaxkuBamwy), LIpkBa CB. hopha (cakpasiHa ycTaHOBA KoOja Ce HaJIa3u y
dnn3uHU OJI0OKOBA y KOjUMa >KMBE aHKeTHUPAHH YUEHULIN) UJTH, TakK, My-
3ej WiIy3Hja, OMHOCHO OHE CacTaBHUIIe ypOaHe CTPYKType IJIaBHOT rpaja
3a Koje Ce, BaH OKBHpa OBOT MCTpa’kMBama, He OU MoOTJIo pehu na umajy
BEJIMK/U3y3eTaH CUMOOJIMYKH KanauuTeT. [1o CIMYHOM NIPUHLUIY — Ha
OCHOBY KpHUTepHjyMa iloucitioBeheHOCIiU ¢ MeCcioM KOju ce medHuHHUIIIe
Ko CTelneH Be3aHOCTH, TPUBP>KEHOCTH, YKJby4eHOCTH U Opure (Relph; Ha-
BedeHO npema: Spasi¢ & Backovi¢ 2017, 128) - y BU3ypH IJIAaBHOT rpaja
M3[IBajajy ce UWTaBe TEpUTOPHja/iIHe CUMOOJINUKe 1iejinHe. Haume, joIn
Ha NOYEeTKYy aHKeTe/pa3roBopa HeKa Aella Cy Kao IT0CedHO Jierie KBapToBe

16 H3yseTtak mpencrassba Olll , KHernma Mununa“ y HoBo6eorpaZickoMm 6J10Ky 62 Koja je
yIHcaHa Ha [edjy CITHCaK [eHTPAJTHUX IPaiCKUX cuMmboria.
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Beorpapa usaBojusia yripaBo [e/IOBe rpaja y KojuMa >kuBe. Yak U y CIly-
JajeBUMa KaJa HUCY MOTJIa a KOHKPEeTU3yjy BU3yeJHe MapaMeTpe Ha
OCHOBY KOjHUX Cy M3BpIIMJIA CceJeKLHjy ImocedHO yrnedyaT/bUBOT Aena be-
orpaga (IOmyT eCTETUUYHOCTU H/WIM OHCIIO3HUIIMje), HeKa [ella Cy CBoje
OATrOBOPE jeJHOCTAaBHO 00pa3oykKuia TUMeE Aa ily kuse. [IpuMepa paay,
Iedak (11 rogrHa) KOju >)XMBU Yy HOBODeOoTrpaACcKoM OJI0Ky 62 Kao Haj3Ha-
YajHHje eleMeHTe ypbaHe cTpyKType Beorpana usnBaja: 1) pexky Casy, 2)
JlleTuiy” (HoBoudrpaheHu cTaMbeHO-IIOC/IOBHU KOMILJIEKC Y HOBOOeo-
rpazckoM 6J10Ky 63, ITpUM. ayT.), 3) ,,0/I0KOBCKe 3rpade” (ctambeHe 3rpaje
y HoBobeorpaackum 6i10KoBHUMa 62 U 63 — T3B. ,,CTelleHHIIE", IPUM. ayT.),
4) CaBckH Kej u 5) beorpag Ha Boau. Jlakie, 4ak 4 of 5 U3[IBOjeHUX eJjie-
MeHarTa Ce HaJla3e y [Iejly rpajja y KOMe UCIIUTaHUK CTaHyje.

UuHM ce Oa je of nocedHe Ba>KHOCTH yKpaTKO (300r orpaHUYeHe
KBaZpaType paZia) MpOKOMEeHTapHCcaTH jollI IBE CTBApPH 3a Koje ce IpeT-
IOCTaBJ/ba A CYy Yy AUPEKTHOj BE3U Ca HAaBeAeHUM OCHOBHHUM CUMOOINY-
KHM (pyHKIIMjaMa cacTaBHHIIA ypbaHOTr Iiej3ayka beorpaza.

[IpBa of ®HUX je Ta Aa Cy MHOWBUIOYA/IHE Aedje CUMOOINUKe CIIUKe
[JIaBHOT I'paja, y HajseheM 0pojy citydajeBa, pe3yaTaTh HellocpegHOol yp-
baHol uckyciia - gelia CMMOOIMYKHY MIPOCTOP rpafa y KOMe JKHMBE UIIeH-
TU(DHUKY]yY, BepU(DUKY]jY U CMEIITAjy Y KOHKpeTHe MaTepHjaiHe (hpopMe Ha
OCHOBY a posteriori (ca)3Hama - IPYTUM peurMa, npeko 80% nelie Cy U3-
IBOjeHe cMMboJie TpaZia Y KOMe JKHMBE IMOCETHUIH, Y>)KUBO BUIAETH U I OXK-
HWBEJIM HETMOCpeaHo ,MCKYyCTBO MecTa” (Bogdanovi¢ 2022, 122). icTo Tako,
M0CTOje U Jela Koja ca ypdaHHUM OKpY>KeHeM, Ha CUMOOTMUKOM HHUBOY,
KOMYHMUIINDPAjy UOCpegHO — ielja OCHOBHE peJialidje ca IPOCTOPOM HeIlpo-
KUBJBEHOT YCITOCTaB/bajy KOH3YMHPAKkeM MeQHjCKHUX caprkaja, UHTEpaK-
LUjOM ca CBOjOM HENOCPEAHOM OKOJMHOM (MIOPOAMLIOM U BpIIkhallkMa)
U yCBajameM IIKOJICKOT ITporpaMa (Bogdanovic¢ 2022, 122-123). [IpumeT-
HO je ¥ TO la UHAUBHUAYa/IHEe CUMOOJIMYKeE CIIMKe rpajia Aelle Koja He I10-
cenyjy HemocpenHa ypbaHa MCKYCTBa MMajy BEJHMKU OPOj MPEKJIOITHUX
Tayvaka, LITO HaBOAM Ha IPETIIOCTaBKy (IIpe Hero 3ak/by4vak) Aa y CBUM
HocpegHUM (BepPTUKAJTHUM/XOPU30HTATHUM) UHHOPMALLUOHUM CHCTe-
MHMa KOjU Cy JIelId Ha pacrojiaramy IOCTOju ollwiilia cuMboiuyuka mMa-
Wipulya Ha OCHOBY KOje CTAaHOBHUILIM beorpaga yspacra 7-14 rogydHa Iipo-
GHUIHIITY COIICTBEHE CMMOOJIMUKe CIHKe Ir'pajia. HaBeneHo uae y Ipujor
muIbey bojaHa JKukuha ma ce CMMOOJIMUKKMM IIPOCTOPOM I'pajia OBJia-
IlaBa IPBEHCTBEHO UCKYCUWIBEHO U TO HAa TPY OCHOBHA HAaUMWHA: HEeIloCpe-
HUM, IUUHUM yIIO3HaBakeM ca (pU3UUKHUM aCIIEKTOM COLIMOKYJITYPHOT
IIpocTopa - fJaKkije, COIICTBEHUM MalluparmkeM OHOra LITO CMO BUAEIU U
rae cMo DWIH; 3aTUM HeIlloCpeJHOM KOMYHHKALIUjOM ca APYTHUM JbyAUMa
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- 3HayH, yBohewmeM HBUXOBOI Mallhpawa y COICTBEHO; TE€ HAIOKOH, KO-
puithemkeM pa3HOBPCHUX Me[Hja, OOHOCHO HH(pOopMaliyja 3a Koje ImpeT-
OCTaB/baMO A Ofpa>kaBajy HeKaKBY ,3BAaHUYHY BEP3Ujy" — HCTOPU]jCKY,
€THOJIOLIKY, apXeOJIOLIKY, JeMorpadcky 1 ToMme ciauuHo (Ziki¢ 2007, 84).
C TvM y Be3H, Tpebasio 61 M3HETH 3amakame (Koje 300r orpaHUYEHOCTH
pana Huje moryhe nyb/be aHaJIU3UpaTH) a Cy y ClIy4dajy Oele y3pacra
7-14 rogrHa HenocpeaHa ypbaHa HCKYCTBa — OHa Koja OTBapajy AodaTHHU
CUMOOIMUKY IIPOCTOP Y TO OHAj ,,eT3UCTEHLIWja/THU KOjH je UMIIPETHUPaH
ocehamUMa U 3HaUeHEeM, Iie Ce CMHUCao U ocehaju Ha criellMpHYaH Ha-
YUH y3ajaMHO KOHCTUTYHILY, TIIe Cy Uleje HapOUUTO MIpOoKeTe eMOoLirja-
Ma, Iie Cy KOHIIEIITHU JOKUBJ/bEHU, U UCTOBPEMEHO, I0KMB/bAjU KOHIIETI-
Tyanu3oBaHu" (Prodanovi¢ 2016) - y AUPEKTHOj Be3H ca eKCIIPeCHBHOM
GYHKUIHjoM CUMOOINUKUX Dejiera, IOK CHTHU(GHKAaTUBHA (pyHKIIH]ja pe-
Ipe3eHTOBama CBOje yTeMesbelhe MPOHala3yu Y ONIITUM CUMOOTUYKUM
MaTpullaMa Koje, IoOCpefHMUM ITyTeM, YCBajajy (M3mebhy octanux) u geua
OCHOBHOIIIKOJICKOT y3pacTa.

Jpyra on BUX TUUYE Ce HauWHAa Ha KOjH je, U3 [JeUje MepCIeKTUBE, U3-
BpIlleHa Tojesa (Te Tpajanuja) CAMOOIIMYKOT MPOCTOpa IJIaBHOT I'pafa.
HaumMme, pa3iMuyuTH [e/I0BU CBAKOT rpaja - na ¥ beorpaga — HUCY, Y CUM-
DOMUKOM CMUCITY, IOAjefHAKO ,BpeNHOBAaHHU ", OOHOCHO HEMajy UCTOBE-
TaH/jeAUHCTBEH CUMOOJIMUKY cTaTyc. Jlocajaliba Cy aHTPOIIOJIOIKa HC-
Tpa>kuBamwa y CMMOOJIMUKOM NpocTopy beorpana rnokasasa fa je eHTap
rpazia - MoJ KOjUM ce KOJIOKBUjaJIHO moapa3ymeBa Tpr Penmybdnuke, Te-
pasuje (ca KoymapueBom ynuiioM), KHe3 MuxauioBa yiuiia, Kajemernax
¥ OKOJIHM ToTe3 (B. Ziki¢ 2007, 87-88) - yjelHO ¥ HEroBO CUMOOTHUYKO
je3rpo, Te Ia My, y OIIHOCY Ha Apyre AejoBe rpaaa, beorpahanu tpanu-
MOHAJHO ITpuaajy (Haj)Behy cumMbdonuuky BpedHOCT.!” C TUM y Be3H,
3aHHMJBHMBO je ToIyiefaTy aedjy CMMOOJIMUKY Many beorpazia - Ha 10j,
YKOJIMKO Ce U3y3My H30J/I0BaHa Tauka Ha jy>)KHOj cTpaHHU rpaja (Topamk Ha
ABanu) u Apa llurannuja (Koja je y TepUTOpHjaIHOM CMHUCJITY TaKohe H3-
IIBOjeHa), TIOCTOje ABE IJIaBHE CUMOOIMUKE LIeJINHE: WUpPU UeHillap ipaga
Y OKBHPY KOra ce Manupa Hajsehu Opoj U3IBOjeHUX BU3YeJTHUX MapKkepa
Beorpana (KanemernaH; XpaM CBetor CaBe; [TodeqHUK; Beorpaa Ha BoOy;
Kue3 MuxaunioBa yaula; beorpahanka; HaponHa ckyminTtruHa; HapongHo
no3opuinte; CnoMmeHUK Ctedany Hemamwu; My3ej unysuja; Mysej Huko-
Jie Tecsie u boraHMuKa dailTta) Te HoBobeoipagcka cilipaHa ipaga (peka
CaBa; CaBcku Kej; Yirhe CaBe y [lyHaB; peka JlyHas; LlpkBa CBetor Hhopha;

17 HaBepmeHo bojaH JKukuh o6jallibaBa MpOIIeCOM COLIMOKYJITYpHE eBa/lyaTHBHE ac-
xpunuuje (8. Ziki¢ 2007, 86).
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Mocrt Ha Any; Ol , KHeruwa Mununa“, ,610KOBCKe 3rpafe” u ,Iletuna”).
[IpyMeTHO je Aa IIPBYU CUMOOJIUUKHM MIPOCTOP Tpajie CUMOOJM U3y3eTHOT
KamaluTeTa, Ydja je pyHKIIHja Ia pelipe3eHTyjy, OHH KOjHu CTOje YMeCTO
LleJIMHE Ipaja, AOK APYTY CHMOOIMYKY LIeJIMHY YUHE OHE CAaCTaBHULIE Y-
baHor mnejsayka beorpama KojuMa cy melna yspacra 7-14 roguHa IpHIo-
Jlajia 3HaUeHwe CBOjuX CUMOO0JIa, OHU KOje Aella CBaKOJHEBHO KOPUCTE, ca
KOjuMa Cy II0Be3aHa Ha eMOTUBHOM HHBOY. [I[pyrUM peurMa, Ha [eYjoj
CUMOOJIMYKOj CIULIY rpafia CKOPO I1a paBHOIIPaBHO - ,paMe y3 pame” -
CTOje peillpe3eHlaiiUuBHU cuMOOJTU y IIKPEM LeHTPY rpajia U JIOKAJIHU,
pesugeHyujasHu cumbdonu Ha HoBom Beorpagy. YnHHU ce, cTora, Aa Aya-
nu3anuja (mpe Hero IoJjapusalyja) cuMOomuyKkor npocropa beorpaga
U3 Jledje TIepCIeKTUBE ITPOHU3UIa3U U3 IBe OCHOBHE (hYHKIHj€e TPalCKUX
cumOoJia - Ha TIPBOM MECTYy CUTHU(HUKATUBHE (PyHKILIHUje pENPE3eHTO-
Bama Te 0JIMax 3aTHM M eMOTHUBHe (pyHKIIH]je — UHhjH je MehyCOOHH 0[THOC
noTpedHO feTa/bHUje cariefaTh y HEKOM O HapeJHHUX paZoBa.

3AK/bYHYAK

Cymupajyhu u3HeTO, y 3aBPIIHOM je Aejly paja Moryhe M3BeCTH map OcC-
HOBHHX 3aKk/byuKa KOju he BUTH caMoO TaKCaTUBHO HaBeAeHHU (jep cy y
OpPEeTXOOHOM O e/bKy paZia Beh yKpaTKO MPOKOMEHTapUCaHH), Y3 Hallo-
MeHYy Ja UX je y bynyhuM ucTpakuBambHUMa Nevjux ypdaHUX HCKyCTaBa
NOoTpedHO NOAaTHO ITPEUCITMTATH (M3HOBA IOTBPAUTH UJIH OTIOBPTHYTH)
[IpBU o BUX IJIaCU: geuya y3pacuwia 7-14 ioguHa tiocegyjy katuayuiiel
ga yueciliByjy y CUMOOUUYKOj KOMYHUKAUUjU IOCPegoBAHOj eJleMeHU-
Ma ypbaHe clipykuiype u vice versa - cumbosiuuka ypbaHa ciipykiiypa
Feoipaga uma uottieHyujaa ga KOMyHUUUpa ca gey,omM OCHOBHOULKOJICKOIL
y3paciia. JpyruMm peuyrMa, gena cy (y KOTHUTUBHOM CMHCIY) Kagpa fa
caryienajy, CTpyKTypUpajy U HHTepIIpeTHpajy IIpoCTop y iio3aguHu ¢u-
3UUKe BUJ/bBUBOCTHU I'pajia, C jelHe CTpaHe, [I0K je, C ApyTe CTpaHe, IIpocC-
TOp IpaZia y 4OBOJbHOj MEPH jdCdH, pa3ioBelliaH U YUTL/bUB 3HAKOBHU CUC-
weM KOjU Iocenyje u3yseTaH KOMYHUKATUBHU IOTEHLHjal. Jpyru of,
BUX I1acu: beorpan, mocMaTtpaHo U3 [edje MepCclekTUBe, Huje C/I0KeH
cuMboIUYKU MexaHu3am, 0 YeMy TOBOPH (YCJIOBHO pPeUeHo0) ,jeJHOCTaB-
Ha" medja cuMOOJIMYKa C/IMKa IJTaBHOT I'paZa Ha KOjoj je yImrucaHo CBera
23 cumbosia. Tpehu o HUX IJIaCH: IBE Cy OCHOBHE CUMOOINUKe QyHK-
Uuje cacTaBHMIA ypbaHe cTpykType Beorpazga: c jenHe cTpaHe, To je cul-
HUpuKaAWuBHA pyHKUUja pelipe3eHI0BAHA — KOjOM Ce€ Yy CUMOOIUYKO]
KOMYHMKAIIMjH Ha pejlalidjy fella-ypdaHo OKpy>Kewe IIpeHoCce MopyKe
Jla je cpIicka mpecTOHHULA 1) jiel U MWapeHOosIuK, 2) yIeyaT/buB U 3) Ou-
HaMHW4aH rpal, fOK, C IPpyTe CTpaHe, eKcipecusBHd (pyHKUUjd TpafCKUX
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cumbosia oMoryhaBa cTBapame OHOJIUKOT Opoja pa3IuuUTUX UHIUBULY-
AJTHUX CUMDOOJIMUKUX CJIMKa Beorpajia KoJHKo je U Jielle Koja Cy y4ecTBO-
Bajia y UCTpa>kuBamwy. YeTBPTHU Of, HbUX IJIaCH: Jela Ce y MPOCTOpy M3a
MaTepHja/iHe I10jaBHOCTH ypbaHe cTpyKType ,Kpehy” momohy 1) ofiwitiux
CcUMOOIMYKMX MATpULA, Te 2) TUYHUX eMOLIHja, ocehaja, Jo>KUB/baja U
pacriosiokema. [leTu o HHUX IVIaCH: HemocpeaHa ypbaHa UCKYCTBa Cy Y
IHUPEeKTHOj Be3u ca eKCIIpeCHBHOM (pYHKIIMjoM CHUMOOJIHUKHX Oejiera,
JIOK CUTHHU(HUKaTHBHA (pyHKIIHMja perpe3eHTOBamka CBOje YTEME/bEHE
MIpoHaJia3| y ONUITUM CUMOOJIMUKHUM MaTpHIlamMa Koje, IIOCpeTHUM ITy-
TeM, yCcBajajy (u3meby ocranux) U mena y3pacra 7-14 roguHa. lllectu
Ol BUX IVIaCH: Ayaau3alivja (IIpe Hero moJjapuialivja) CUMOOTHUYKOT
npocropa beorpaga Ha wupu yeHwap Ipaga (y OKBUDPY Kora ce Mallu-
pajy Hajpemnpe3eHTaTUBHUjHU CUMOOJIN) Te HOBobeolpagcky ciipaHy (Taoe
npeosaabhyjy JIOKaJIHH, pe3ueHIIUjaJTHU CUMDOOJIN) IPOU3U/Ia3U U3 [IBE
OCHOBHe (pyHKIIHje rpaJcKuX cuMboJia — CATHUGHUKATHBHe (QyHKIIHje
penpe3eHTOBama Te EMOTUBHE (pyHKIIH]E.

HeomnxogHo je, 3a Kpaj, HAIIOMEHYTH U TO A je CBaKU O[ HaBeOeHUX,
C U3BECHOM OITpe3HOolIhy M3HETHUX 3aK/by4yaKa (O KOjUX HU jefaH He
MoO>Ke ODUTH HUTH OIIITH HUTH KOHauaH, UMajyhu y BULY y30pakK Jele
obyxBaheHe HMCTpa>kMBameM, Te HETIOCTOjalbe PeaIM30BaHUX KBAaJIHUTa-
TUBHHUX UCTPaKHBama Jieuje rnepiieliiyje BU3yeaHor uaeHTuTera beorpa-
Iay OIpYyTMM M OpyraddjuM KOHTEKCTHMaA Koja bu (MoHeKsie) oMoryhusa
KOMTIIapaTUBHY aHaJIM3y), HEOIXOAHO MOMAaTHO U U3HOBA MPEeUCIIUTaTH
U TO Ha BeheM y30pKy, IIUpe carjiefaHo, Te ca APYTUX U ApyTrauHrjuxX Teo-
PHjCKUX U METOJOJIOLIKUX [Mo/1a3uilTa. Ha Taj 0¥ ce HAaUWH UCTpaskKuBamba
y obstactTrMa ypbaHe aHTPOIIOJIOTHje Te aHTPOIIOJIOrHje nelle/qeTUhCTBa
OpOLINPHJIA, @ KOPITYC paioBa y KOjUMa Ce HEKHU Off acliekaTa JeTUHCTBA
pasMaTpajy y KOHTEKCTY ypdaHOr mpocTtopa nosehao.
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Ghosts in the Streets of Athens:
Ghostlore and Social Media

Ghostlore or ghost-lore is, in short, a subgenre of folklore that focuses on ghost-
ly tales which can be found in both pre-industrial and contemporary contexts.
The majority of these stories are connected to houses and other buildings that
are either dilapidated or inhabited but can be described mainly as private plac-
es. Due to the nature of public places -whether they are connected to people’s
experiences or could be described as non-places- it is odd to ‘find’ ghosts there,
as it is odd to ‘find’ them in parks or streets. However, they remain social plac-
es open to multiple interpretations and symbolisms. Through pertinent online
entries, mostly uploaded by groups describing their practices as ‘investigating’
the paranormal or the occult, this paper aims to discuss the connection between
ghost-lore and public places, mainly from the city of Athens. Furthermore, a
very important aspect demonstrating the effectiveness of these online entries
are the comments made by the netizens following these ‘investigations, which
result in the formation of new groups. These groups are created online, but are
driven by a common interest in ghosts in the offline world. Thus, in order to
study how the physical public space is being reinterpreted in light of the super-
natural, the paper intends to approach the digital public space of social media.

Key words: Gostlore, public places, supernatural, social media, netizens

[ 199 |



MmacHuk ETHorpadckor nHctutyta CAHY LXXI (2)

JlyxoBu Ha yimuama ATuHe:
Ghostlore n ppywTBeHe mpexe

Ghostlore unu ghost-lore je, yKpaTko, Ioa>kaHp ¢oJsikiaopa ycpencpeheH
Ha IIpHYe 0 AYXOBHMMa Koje ce Mory Hah¥ M y NpegHuHOYCTPUjCKUM H y
caBpeMeHHM KOHTeKCTHMMa. BehyiHa oBUX mpuua cy IoBe3aHe ca Kyhama U
IPYTHUM 3rpaZlaMa Koje Cy WM MpomaJlie WM joll HacTakeHe ajikd Ceé MOTY
Hajbospe omMcaTH Kao NIpyUBaTHa MecTa. 300T IpUPOJie jaBHUX MecCTa — OUJI0
Jla Cy roBe3aHa ca MCKYCTBHMaA Jby[AH UJIN Ce MOTY OIIHMCAaTH Kao He-MecTa —
HeoDOHUHO je ,Hahu"“ IyXxoBe Ha HHUMa, jefHAKO Kao IITO je He0OU4YHO Hahu
UX y MMapkKoBHMa WJIH Ha yauliaMa. MIak, oBakBa MeCTa OCTajy ApyIlITBeHa
MecCTa, OTBOPEHA 3a pa3/InuMnTe MHTepIIpeTalltje U cuMbosir3me. Kpo3 aHamusy
onpeheHUX OHIajH cajAprkaja, yIJIaBHOM allJIOyAOBaHUX O CTpaHe rpyna
KOje CBOje mpakce OIMHCYjy Kao ,HMcTpare” mapaHOpMaIHOT UJIH OKYJITHOT, y
oBOM pany he duTH pacripaB/beHa Be3a usMehy ghost-lore-a ¥ jaBHHUX MECTQ,
yIJIaBHOM y ATHHH. Haflasbe, BadkaH acIlekT IeMOHCTpHpakha e(heKTHBHOCTH
OBHMIX OHJIAjH cajpkaja UYMHe KOMeHTapHu Koje HeTu3eHH (rpahaHU OHJIAjH
CBeTa) KOju IpaTe OBe ,MCTpare” 0CTaB/bajy, @ KOju pe3yaTUpajy bopMHUpambeM
HOBHX rpymna. OBe rpyre ce GopMHpajy OHJIAjH, aJid Ce BoMIe 3ajefTHHUUYKUM
UHTEPECOM 3a MHUTamwe AyxoBa y odiajH cBeTy. CTora, Kako 8UCMO UCTPa>kUIHU
Kako ce (GHU3UUKH jaBHHU IIPOCTOP PEUHTEPIIPETUPA Y IYXY HATIIPHUPOIHOT, OBAj
pan ¥Ma HaMepy [a IIPUCTYIU OJUTHMTAJIHOM jaBHOM IIPOCTOPY APYIITBEHUX
Mpeska.

KmyuHe peuu: Ghostlore, jaBHa mMecTa, HaTIIPUPOLHO, APYLITBEHE MpEKe,
HETU3eHU

INTRODUCTION

The concept of place -whether public or private, urban!, or rural- encom-
passes more notions than just geographical locations (Valk & Savborg
2018, 7). The terms public, and space, implying an image of accessible ur-
ban, suburban, rural, and wild landscapes, can be used to describe place.
The term public connotes the idea that these settings are accessible to
everyone. Altman & Zube (1989, 1) however, recognise that the term pub-
lic does not necessarily refer to ownership, but rather to use. Public ac-
cess is permitted in some privately owned places but not in all publicly

1 On urban or city folklore in Greece, see the most mainstream works of Loukatos 1963;
Vozikas 2009, and Varvounis & Kouzas 2019.
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owned ones. Streets, squares, playgrounds and parks are the most notice-
able public lands in cities (Altman & Zube 1989, 1).

When used in storytelling, a place serves as both a site of memories
and a venue for extraordinary encounters. It takes on meanings - both
personal and shared - through people’s lives, experiences and narratives
(Valk & Savborg 2018, 7). Although the terms space and place are relat-
ed, space is more abstract than place. As space gains a psychological or
symbolic meaning, it becomes place? (Altman & Zube 1989, 2). But space,
as a concept, cannot exist independently of the events and actions that it
isinvolved in (Tilley 1994, 10). As Tilley (1994, 10) mentions, “there is no
space, only spaces, that, as social productions, are meaningfully consti-
tuted in relation to human agency and activity. A humanized space result
forms both the medium and the outcome of action”

Every area of a landscape becomes accustomed to human activity
because of how deeply it is ingrained in the landscape?® (Tilley 1994, 27).
But for this to happen, narratives involving and presenting previous ex-
periences in present contexts appear to be required. A narrative connects
places, landscapes, actions, events and experiences to provide a frame-
work for understanding and describing the world. In simple terms, a nar-
rative involves a story and a storyteller, but, in a more analytical man-
ner, narratives seek to express actions not only by describing them, but
also as a re-description, through the relation of the actions to the space
in which they occurred (Tilley 1994, 31-32). Since places have distinctive
meanings and values for individuals, they are more than just points or
locations, and the limits of place are, thus, grounded in the limits of hu-
man awareness. According to Tilley (1994, 15), both personal and cultur-
al identity are shaped by place and fuelled by affectionate recollections
told through stories.

This whole discussion adds to the concept of placemaking, that Pierce,
Martin & Murphy (2011, 54) define as “the set of social, political and ma-
terial processes by which people iteratively create and recreate the expe-
rienced geographies in which they live”.

In short, places are empowered through narratives which are repeated
countless times and mark them out as extraordinary locations. Hence, we

2 On the relationship between these concepts, see Tuan 1977; Sime 1986, 49-63; Canter
1977; Dovey 1985, 93-110.

3 The landscape is not a random natural environment, but a framework structured by
collective myth and history (Nitsiakos 2003, 27-30). On the term, see Nitsiakos 2006,
159-175.
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can discuss the social pull that certain locations exert through narratives
(Valk & Savborg 2018, 10). Places preserve collective memories, even those
of mythical times* (Valk & Savborg 2018, 9). Those narratives, according
to Remmel (2014, 67), “that are strongly bound to some toponym, site or
landscape object and which include (place) legends, place-bound beliefs,
descriptions of practices, historical lore, memories etc”, could be defined
as place-lore. Still, place-lore is not an analytical term that denotes a cer-
tain genre, but rather a synthetic concept that highlights a variety of ex-
pressive forms that manifest strong bonds between humans, places and
the environment (Valk & Savborg 2018, 9).

A partof this place-lore is based on narratives about human misdeeds
that trigger the dramatic reactions of places and those events, even the
extraordinary ones, are remembered in and through local legends (Valk
& Savborg 2018, 9). Some refer to ghostly appearances, adding to ghost-
lore, and since ghosts are frequently connected to specific locations due
to their hauntings, they are also a part of place-lore.

GHOST AND THEIR LORE

Every aspect and manifestation of the phenomenon of ghosts can be
attributed by the term ghost-lore/ghostlore®. Therefore, ghostlore or ghost-
lore, is a subgenre of folklore concerning narratives about ghosts that
occur in both pre-industrial traditional world and contemporary contexts.
The concept of ghostlore refers to the avocations with “ghosts” in all forms
of popular and folk culture in the international folklore literature. The
term has been in use since Jones (1944, 237-254) pointed out the tension
that the “ghost” phenomenon continues to hold in popular culture.

It is a prevailing assumption that ghost stories are simple, trivial
stories that are told by unintelligent, uneducated, “superstitious,” pre-
modern or antimodern “folk.” This assumption ignores the fact that people
from all social classes and educational levels tell supernatural narratives
(Goldstein, Grider & Banks-Thomas 2007, 18).

4 See on Bacchilega 2007.

5 On Ghostlore see Tucker 2007; Elliott 1984, 549-565. Another term that has been ac-
tively circulated for this subject is “hontology”. The term derives from Derrida (1993).
In the field of cultural studies, the discipline of horror studies has been established,
which is dedicated to the study of the “scary” in its various manifestations - from lit-
erature to film and television, magazines to comics and more formats, such as video
games or music. See and Clasen (2017), but also the journal of the same name, Horror
Studies https://horrorstudiesjournal.com/ (Accessed May 19, 2023).
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METHODOLOGY: THE RESEARCH AND ITS LIMITATIONS

Even though, ithasits roots in tradition, contemporary ghostlore is also linked
to and incorporated into mass culture. Ghost narratives and supernatural
beliefs are the starting points of mass-mediated® forms (Goldstein, Grider
& Banks-Thomas 2007, 2) such as those examined in this paper.

The research focuses on audio-visual material published in online en-
vironments’. These days, TikTok and YouTube are the main platforms that
make it possible to view such content. These platforms are a part of the
public space of the internet. Due to their popularity and technical features,
they help to form the digital public space of social media. Even though,
these platforms might be social media, where the internet user needs to
log-in, download or register in some way, whatever is posted online on
them, becomes a part of a collective and a shared ownership that allows
the mobility of information and its diffusion in the wider internet. After
all, the purpose of using those platforms is to make whatever the user up-
loads spread as much as possible, becoming viral. In this case, technol-
ogy not only serves as a means of “recording” and proof of supernatural
activity®, but also as a setting for any such recordings.

YouTube (http://www.youtube.com, Accessed May 19, 2023) was de-
veloped as a video-sharing service for the average user, based on us-
er-generated content, and has grown in popularity since its launch in
2005 (Arthus, Drakopoulou & Gandini 2018, 3). YouTube is a digital place
of participatory culture (Papakostas 2016, 292). This means that YouTube
is a platform which not only serves as a repository for user-generated vid-
eos’, but it also hosts and promotes user engagement in visual culture!®
(Burgess & Green 2009). The fact that the stored digital films (videos) are

6 “Folk horror” is a newly defined phenomenon in movies and television. The term is
mostly used to describe narratives featuring folkloric elements such as witchcraft
and ghosts. Cult and academic audiences, as well as film and television producers,
are taking notice of a broad resurgence in interest in texts on folklore and contempo-
rary legend. So, “folk horror” can be considered a subgenre. Still, folklore is essential
to how folk horror evolves and is disseminated through the media (Rodgers 2020, 57).

7 On digital folklore see also Nounanaki & Kakampoura 2021, 125-139; Kakampoura
& Nounanaki 2022, 153-182; Kakampoura & Nounanaki 2022b, 46-78; Nounanaki &
Kakampoura 2022, 61-78.

8 See on Clark 2000.

9 Recently several scholars from various disciplines have examined the role of YouTube
as an archive. See Burgess & Green 2009; Gehl 2009: 43-60; Kessler & Schofer 2009,
275-291; Prelinger 2009, 268-274.

10 See on Burgess 2008, 101-109.
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accessible for free, justifies their inclusion in the public domain of the
internet. It is regularly perceived as a social networking tool since users
have a personal “profile”.

A novel application, debuted in 2016, with similar function to YouTube
is TikTok (http://www.TikTok.com, Accessed May 19, 2023). TikTok is a
video-sharing application that enables users to create and share brief
videos (3 seconds to 10 minutes) on any topic. It is primarily mobile-based,
which means users download and install the app on their cellphones, but
italso works as a web application. TikTok scrolling enabled a personalized
entertainment experience and an opportunity for interaction through the
sharing of TikTok content and memes (Schellewald 2023, 2). TikTok is also
perceived as a place for individuals to create a shared sense of intimacy.

As Livingstone (2003, 337-359) observes, the capabilities of the Internet
have made it readily apparent that media consumers are “active” in the
sense of interpreting, commenting on, discussing, or producing their own
media content. That is why scholars such as Jenkins et al. (2013) contend
that even those who are still “lurking”, that is, primarily consuming rather
than creating their online content, now experience the internet and social
media with a constant awareness of their potential ability to participate
and recognize the lower barriers to contribute (Jenkins et al. 2013, 159).
Thus, conducting research as a “lurker!'!” is indicated. This is the non-
participatory observation method, which is used in social media research
and in any digital environment that encourages user interaction, like blogs
or forums, for example!? (Kozinets 2015, 23-78).

The internet enables interaction between cultural products created by
different groups. However, due to high mobilities beyond national borders
and the global nature of the field, many types of popular culture often
cease to contain only the characteristics of a local tradition and, instead,
follow the new path of a multimodal diffusion that is now global (Bred-
nich 2001, 7). Nevertheless, a portion of the Internet becomes “local” as a
result of the activity of users, who imbue it with their own cultural traits.
We, therefore, focused our interest on groups that are active in Greece
and use the ‘Greek’ internet to promote their research activity’ in order
to locate posted material from the Greek region.

11 As evidenced, the term emerges as an emic practice in the social media environment.

12 There are several other methods to conduct digital research. Internet and social me-
dia can be a field of archival digital ethnography, see Kapaniaris & Varvounis 2019,
11-18. The internet can also be utilized to create digital repositories for various gen-
res of folk culture, see on Karachristos & Potiropoulos 2019, 305-320.
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This research focuses on the TikTok profiles of five paranormal in-
vestigator groups and five profiles of such groups on YouTube. Due to the
fact that two of those groups have profiles on both platforms, we includ-
ed them both in the study. These groups, also, have Facebook pages, but
they use them to upload the TikTok videos, so we excluded Facebook from
this research, because it did not seem to add anything to the content. The
main selection criterion of the specific groups was whether they have up-
loaded Tecords of phenomena’ in the contexts we seek to highlight in the
present research. That is, if they have conducted their ‘research’ in pub-
lic urban areas of Athens.

The number of recordings in publicly accessible sites was obviously
lower than those in privately owned or abandoned ones. Given that access
to private spaces either requires some sort of permission or is illegal, this
seems paradoxical. On the contrary, public places are largely described
as being open to everyone. The sensation sought to be evoked through
this type of research may, of course, be enhanced by irregular access to
a private space while being subdued by the easy and unrestricted access
offered by a public place.

THE RECORDINGS ON THE SITES

The most common way to ‘capture’ a ghost on camera is by accident. That
is, several security camera footages are believed to depict the appearance
of some sort of paranormal activity, or even a ghost. Such videos can be
found in those uploaded by the Greek paranormal investigators. Most of
them show an interior space, usually one that is inhabited, but some also
‘show’ paranormal activity in outdoor settings!'s.

However, there are other sorts of videos taken, aiming to capture or
to explain the paranormal activity of a very specific sight, such as a street
of the city. One such video is about the Agras Street, in a rather central
spot of Athens!'. The nearby buildings, which are allegedly ‘haunted,
are the main reason for the ‘strange-paranormal energy’ of this street.
It is as if the “negative energy” is transferred from such places due to

13 See such a video:
https://www.tiktok.com/@parafusikafainomena/video/7193475561879129349 (Ac-
cessed May 19, 2023). In this video, a shadow moving outside of a house, on the street,
is caught on camera. There are no specifics or additional information about this site;
it is located on a street, in front of a random house, somewhere in the country.

14 See the video:
https://www.tiktok.com/@dark_tourism_society/video/7213821371443449094
(Accessed May 19, 2023).
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particular incidents that stigmatized them, sending a miasma into the
depths of time that continues to infect it and poses a threat to the lives of
any future inhabitants. In the case of this street, this ‘energy’ is attributed
to the existence of an ancient cemetery underneath the area. However,
the majority of the information about this location can be found in the
legends associated with this place.

Based on this example, three points can be made. The first is the fact
that this is just one of a small number of reports of paranormal activity in
a public place in such a prominent location of the city. There are two more,
one involving a park, and the other involving the streets close to a cemetery.
The remaining public places connected to ghosts are located within the city’s
perimeter, that is the streets on the mountains surrounding it. The second
point to be raised is the method and rationale used by the groups to visit
these places. The last one, which highlights the connection between those
places and urban legends, can be found in the comments of the videos.
These three issues are the aspects we are going to focus on in this paper.

TO CTOIKELWMEVO
awpatoroyiko !l

Ortav 1q Hnxavipara, |, (
XTunotoay oay rpeng |\

OF £pguvall I \

Arroorraopa armo

YouTube kavaAi: Dark
tourism society

01:46/03:16

https://www.tiktok.com/@dark_tourism_society/video/7217527669116734747
(Accessed May 19, 2023).
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It is important to mention that paranormal investigation groups
(PIGs) generally believe they are the only ones, in a world that doubts
the supernatural, who show genuine interest in it (McNeil 2006, 99).
Additionally, they think they can communicate with the spirit that haunts
the place and act as a medium. They, also, believe they can use technology
to demonstrate and prove ghosts’ existence to those interested in the
subject. Therefore, the ghost-hunting investigations include gathering
several types of audio and video footages. Videos of paradoxical images
and sound recordings, often interpreted as a form of spirit communication,
are among the footages that have been gathered (Kinsella 2011, 37). An
illustration of this is the footage below. It is the result of an investigation
into a haunted place and depicts the ‘activity’ of the ghost’s energy that
is captivated by a gadget. This video is a part of a much longer one that
documents the entire investigation; however, this one only focuses on the
moments when the lights of the device turn on, proving the existence of the
haunting. The intriguing aspect of these videos is that the PIGs provoke or
compel the ghost to turn on the gadget to show its existence. As a result,
the investigators are forced to prove that the place is in fact haunted and
that they can interact with the ghost.

Therefore, the experiences of the various PIGs'®> are usually depict-
ed in their videos. A footage p.e. of an exhibition from such a group in a
haunted place, captured the moment when one member of the groups is
‘attacked’ by the ghost!¢. His reaction is captured on camera and featured
in the video, showing just how much the group members were willing to

15 The need of the living to contact the deceased seems to have expanded. In the 19th
century the stream of “spiritualism”, which is, essentially, the desire but also the “re-
alization” of communication with the afterlife, emerges (Aries 2006, 241-249). This
connection could initially be achieved at the place where the body of the deceased
is located. Therefore, the spiritualists of this period search cemeteries, where their
dead are interred, for their ghosts. In the 20th century this connection is broken.
From this point forward, the connection of the spirit with the body is not a prereq-
uisite. Spiritualists thus direct the search for the deceased first to familiar places,
mainly to his home (Aries 2006, 245). A “scientific” interest arises in the 19™ century
as a result of the search for and interaction with spirits. This interest aims to study
supernatural phenomena using scientific methods free from religious ones (for more
on the relationship of the church with the issue of spirits, see Aries 2006, 247-248)
and spiritual axioms. This is how the “science” of parapsychology, which includes the
aforementioned ‘ghost hunters’ first appeared (Aries, 2006, 249). On spiritualism see
also Fritz 1875; Conan Doyle 1926; Nelson 1969; Pimple 1995, 75-89; Brandon 1983;
Barrow 1986; Hazelgrove 2000; Oppenheim 1985.

16 See the video https://www.youtube.com/watch?v=gQfBOUpGgl0 (Accessed May 19,
2023), footage on 11:06.
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risk. In addition, the footage is frequently blurry because it was captured
using night vision while shooting in the dark, which enhances the atmos-
phere of menacing and terror. In any case, the night and the darkness
have been given a terrifying dimension, just like the terror and the po-
tential for supernatural exposure that have also been attributed to them.

Still, the locations they selected to visit and record their findings are
mostly surrounded by urban/contemporary legends or legendary narratives
about hauntings'’. As showed above, in order to transform a random space
into a location that holds significance for a group of people, it is essential to
tell and listen to stories (Valk & Savborg 2018, 7). That is, legend scholars
generally concur that the key characteristic distinguishing a legend from
other types or stories is that it functions as both a mode of social behaviour
and a channel for it. Legends and similar stories are communicative acts
that serve specific purposes for the communities in which they are circu-
lated. Moreover, they convey the connections that individuals develop with
these narratives, beliefs, perceptions and concepts that represent universal
apprehensions, expectations or fears (Kinsella 2011, 5). As a result, one of
the distinctive features of the genre of legend is the fusion of the boundaries
between the narrative plot and its physical and social environment (Valk &
Savborg 2018, 11). Places associated with legends have already been given
a meaning, so they trigger such groups to visit them. To do so, two different
types of actions arise. The one is to ‘relive’ the legend. This is called an os-
tensive!® action. Ostensive action or practice is to behave in a certain way
or alter one’s actions as a consequence of belief in a legend (Rodgers 2020,
59-60). The term was given by Dégh and Vazsonyi (1983, 5-34) in their arti-
cle “Does the Word ‘Dog’ Bite? Ostensive Action as a Means of Legend-Tell-
ing” According to these legend scholars, ostensive actions crib behaviour
based on, or influenced by, folklore and legend*®. This behaviour, they add,
can create or perpetuate folklore (Dégh & Vazsonyi 1983, 9).

Ostensive action or behaviour, thus, is based on a story that, when
acted out, assumes the status of truth. Because facts can be turned into
narratives and narratives can be turned into facts, action and belief affect
and influence one another (Dégh & Vazsonyi 1983, 12).

The following video is a shortened version (on TikTok, the whole video
is uploaded on YouTube due to the features of the platforms) of the ‘reliv-

17 See on the subject also Tucker 2007; Goldstein, Grider & Thomas 2007; Hooper 1982.

18 The word “ostension” comes from the Latin ostendere, meaning “to show”.

19 That is because legends and legendary tales might not literally be true, but they have
the possibility of truth.
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ing’ of such a legend. It is one of the Greek adaptations of the most well-
known urban legend, ‘The vanishing Hitchhiker??. In this version, that
bears the title ‘The ghost of Hasia) it is said that on this street (Hasias),
many accidents have happened causing people’s lives?!, despite the fact
that it is neither a very busy nor a particularly challenging route. Legend
has it that a ghostly young woman appears suddenly on this street caus-
ing car crashes. Although no other details are provided in the following
video, it is stated that the woman known as ‘the bride, probably because
the legend refers to a young woman wearing a white dress, was also killed
in that area and her body was thrown in the ravine that runs below. The
PIG visits the spot to document the existence of the ghost rather than at-
tempting to prove that car accidents do indeed occur there.

They ask questions to the ghost, whose answers are picked by a spe-
cial microphone they carry. The ghost utters her name in the following

ZTOIXEIWHEVN Xaola
To pavtacua tng

Zuvedpia 2n spirit box

&

—

- ‘ Oeodwpa ()

ia

ATOCTACPA ATTO TNV
£pevva pag oTto
YouTube

01:05/01:09

https://www.tiktok.com/@dark_tourism_society/
video,/7211247594721266949 (Accessed May 19, 2023).

20 See on Brunvand 2012, 686-689.

21 This is depicted by the footage
(https://www.tiktok.com/@dark_tourism_society/video/7211247594721266949,
00:03, (Accessed May 19, 2023) showing the tiny church on the edge of the street.
Placing such a memorial object in honour of those who perished there is a traditional
practice in Greece. These usually contain a picture of the deceased person along with
some religious items, such as the picture of a saint, a candlestick and so on.
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footage. The name is Theodora and to ensure that viewers are aware of
the answer, it is depicted in writing in the video (it is the word in white
letters next to the face of the surprised ‘researcher’).

It is often necessary to visit the haunted places because they are usu-
ally located somewhere specific. So, legend tripping?? is required. A leg-
end-trip entails travelling to a specific location and/or carrying out spe-
cific tasks that have the potential to elicit a supernatural experience. The
narration of those legends, which claim a particular location is haunted,
is where legend-tripping begins. Most typically, several legends and/or
legend variations are told, which strengthens the credibility of the over-
all narrative (Kinsella 2011, 28). Legend-tripping is a specific kind of os-
tensive practice that can evoke both wonder and fear, making it different
from a straightforward re-enactment of a legend (Kinsella 2011, 32). How-
ever, Lindahl asserts that ostensive practices may, also, arouse feelings of
religious and spiritual awe (Lindahl 2005, 164-185).

It becomes clear that the stories that are ‘relived’ and documented by
these PIG, are usually locally defined urban legends. The recording style
is similar to “documentaries?”, while the themes are not necessarily per-
ceived as metaphysical and are attributed to other kinds of “insidious”
forces. They do not only document the location, but they also contain
“testimonies” from people who are familiar with the stories surrounding
each place or who have first-hand experiences to share®.

Still, the interest seems to be focused on what is ultimately recorded
by their ‘equipment’ or what the ‘researchers’ themselves experienced,
although questions are raised about who is behind the “phenomena”
and what has happened at the point from which these “phenomena”
arise.

Legend tripping is what PIGs do when they explore sites associat-
ed with fabled ghosts and legendary events in the hopes of having their

22 On the term, see Ellis 2018, 61-71.

23 The term ‘Mockumentaries’ has been coined to describe these ‘recordings’ reminis-
cent of documentaries; it results from the association of the verb ‘(to) mock’ and the
noun ‘documentaries’. Although the first part of the word translates as mockery, the
term could be rendered as pseudo-documentary. See on, Roscoe & Hight 2001; Rho-
des 2002, 46-60.

24 See p.e. https://www.tiktok.com/@dark_tourism_society/video/7222701310330637594
(Accessed May 19, 2023). In this video, the screen is split in half; the lower part de-
picts the group’s visit to the location, while the upper part features the testimony of
two young men who recount on a television show their own experience with the ghost
in that place.
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own personal experience. Thus, it seems that their objective is to follow
up on old stories expecting to add new stories of their own to the narra-
tive. As such, PIGs ultimately draw inspiration from narratives for their
work and seek to create narratives as part of their evidence (Goldstein,
Grider & Banks-Thomas 2007, 224-225). On this concept Gabbert (2015,
162-164) mentions the “performative landscapes” that contribute to the
creation and shaping of the liminal reality where this world and the “oth-
er” world meet. In fact, Stewart (2008, 159-169) gives the dualism attrib-
uted to space (world of nature - supernatural world) also a horizontal
dimension, based on the process of consecrating or demonizing specific
spaces. Therefore, those who enter this environment outside the realm
of ordinary reality turn themselves into fictional characters and become
participants in legendary realms. In this way, the story world, including
both the surrounding environment and the characters, contributes to
the creation of this realm and the super naturalisation of places (Valk &
Savborg 2018, 10).

WHAT PLACES ARE INCLUDED IN THESE ‘RESEARCHES™?

The haunted fountain of the witch on Penteli mountain, where a witch
called ‘Caracanta’ once resided, is one of the places in Athens that seems
to have sparked a ghost hunt (or, more accurately, a ‘supernatural inves-
tigation’). This place is a sort of a park, in a wooden area and next to a
street. In the footage of such a video, the group visits the place and asks
the ghost for its name and to name the location they are at. The ghost
obeys, so the team notes the responses?.

On a street in the same mountain range, is also located the haunt-
ed spot of the variation of ‘The Vanishing Hitchhiker’ motif, mentioned
previously, the ghost of Hassia. But, yet another place that is thought to
be charged with supernatural energy can be found on the mountain. It is
the cave of Davelis, a famous bandit, who lived in the 19th century and
used this cave as a hideout. It is even said that it was where he passed
away, surrounded by the army that threatened to capture him. However,
the supernatural energies in this place are not connected to this person
and are of other reasoning?®.

25 Dark tourism society (@dark_tourism_society) | TikTok (Accessed May 19, 2023). The
answer is, also, recorded in writing in the video (02:07) to emphasize that it did, in
fact, answer and it named the location. The witch’s ghost said the location is in Penteli.

26 See p.e. the videos (@paranormal_vt) | TikTok (Accessed May 19, 2023) and https://
www.youtube.com/@theunexpected9180/videos (Accessed May 19, 2023).
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So, the mountain of Penteli (one of those surrounding Athens and
inhabited due to the expansion of the city) strongly functions as the
dangerous border of the community. Nonetheless, some other places
within the boundaries of the city are linked to supernatural activity and
they also intrigue the interest of ghost hunting groups. These are the
previously mentioned streets close to a cemetery and the park (which is
known as the ‘grove of Logginos’, as shown in the following example). It
is said that you can hear drums at night in the park, which is, also, close
to another cemetery.

To GTOIXEIWHEVO TTAPKO
g ABrvac!!
Fuvedpia spirit box :

ifé“;}"puvoi ()

E’

https://www.tiktok.com/@dark_tourism_society/video/7229029376891833626
(Accessed May 19, 2023).

Furthermore, the ghost of a girl is rumored to be wandering the streets
next to the Amarousion district cemetery?’. At first glance, the girl seems
normal, but as you get closer, you notice that she has glassy eyes. PIGs
roam the streets in this area in search of her, so they can look into her
eyes. The following two videos are recordings of ‘paranormal investiga-
tor groups’ at those places.

27 See the video Dark tourism society (@dark_tourism_society) | TikTok (Accessed May
19, 2023).
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All these places are somewhat removed from the urban core but re-
main too close to be perceived as outside of the city. Although they are
used, in fact they are not, that is they function as in-between (liminal, to
borrow van Gennep (1965, 15) term) spaces connected to liminal expe-
riences. Even the parks in Athens were not a destination that the inhab-
itants would choose to go for a stroll. They tried to avoid them because
they were considered to be dangerous, due to thief activity. Consequently,
they were abundant and connected to loneliness and misfortune. Even
though they are used by locals, who now choose them to walk there with
their children or pets, their former significance still seems to spark the
collective imagination.

On this account, it seems that modern city dwellers still have a sense
of security about the “inside” in relation to the “outside”, perceiving their
own city as a familiar space, in which they can move around -relative-
ly-undisturbed, because the outside of it, even what is on the verge of their
city, is beyond their control. So, anything that is “out there” can endanger
the members of the community. Therefore, it is evident that there is a dis-
tinct division between the space of “security”, which involves experience
of some kind- what Foucault (2012) would describe as “the perceptual and
lived medium”- and an “other space”, the dangerous, the non-human, the
“outside”, the one in which people do not have experiences.

Consequently, it is not really surprising that haunted locations are
found in peri-urban areas or places that people avoid, which then serve
as the backdrop of such stories. The experience is, therefore, the concept
that draws a line between one context and another. The familiar is close,
embedded in everyday activity, which in turn is situated within a precise
boundary. So, the absence of experience, at least in the daily sense, is what
can give meaning to the unfamiliar (Freud 2017, 9). “We live inside a set
of relations that define locations..”, as noted by Foucault (2012, 83), and
it seems that places, even urban ones, are amenable to various readings
by their inhabitants.

THE OPEN PLACES OF THE CITY WITHIN
THE OPEN PLACES OF THE INTERNET

Observing how urban locations are given supernatural meaning on
social media, Dégh’s (2001, 325) observations on the rising fame of local
psi practitioners, whose activity is heavily media-commercialised, are
brought in mind.

Mass media, in this case social media, enhance not only the dynamic of
the transmission of the action of such groups, but also the contact of users
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with the practices that these groups promote. To describe this, Koven’s
notion of ‘mass-mediated ostension’ (2008, 139) seems accurate. Koven
(2007, 183) recognises that ‘mass-mediated ostension’ is a useful term
to employ, as it can refer to the blending of folklore and popular media
in general. Any media text, even if it is just a more straightforwardly
dramatized ghost story, can be viewed as mass-mediated ostension
(Rodgers 2020, 61). In other words, the audience debates and negotiates
the content of the recorded’ experience.

On social networking and media sharing websites, ghosts hunting
recordings —as with any kind of legend performances- include discussions
about video and audio “evidence,” descriptions of other people’s relevant
encounters, related legends and, eventually, the development of a sense of
connection with events transpiring in several locations and eras. Besides
returning multimedia presentations of the supernatural to oral or text-
based narrative, Ghost Hunters’ activity on YouTube and TikTok, and their
accompanying viewer comments, foster the emergence and flourishing
of new narrative forms within previous space-time constraints (Kinsella
2011, 39). Through the act of presence, these mediated performances
convey the experiences they produce. Within the context of computer-
mediated communication, Lombard & Ditton (1997) suggest that presence
may be defined as the feeling of “being involved, engaged, and engrossed”
by the environment the computer has created.

THE COMMENTS OF THE GROUPS

The comments made by users on the content of social media, also, support
the idea that these platforms will eventually become the public space of
the internet. The concept of presence, then, in this context, encompasses
the reflexive production, reception and evaluation of individual and
group experiences in any environment. This means that all mythical
journeys promoted online require participants to experience both the
mediated environment and the supernatural (Kinsella 2011, 40-41). This
is confirmed by the remarks left on the videos this paper examined. The
example that follows comes from the comments of a YouTube video, where
a user writes: ‘It feels as he/she is there himself/herself!’.

In these coments, the users attempt to get involved in the procedure
as well. They closely examined the video, ‘locating’ ‘activity’ that was un-
seen by the group at the time they were filming their exhibition. As a mat-
ter of fact, one viewer claims to have seen something that is not actually
there at the 20:08 minute of the video and then reappears two seconds
later in another spot.
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e 6 * 1 Reply
. i tfn®mt®n ¢ months 200

|ﬁ| 2 f;] @ Answer
R e * 1 Reply

eIt & months ago

| feel like I'm there

3 Answer
Elﬁ ll?] q WE WENT AT 00:00 FOR FOREST
~ e * 2 responses RESEARCH - ( Paranormal investigator ) LIVE
- YouTube (Accessed May 19, 2023).

Some users, like those in the example below, use only emoticons to
express their approval or disapproval of the videos. This is a very under-
standable method of online communication nowadays, but it is still im-
portant to note that nettalk/net-speech?® remains active. Still, it seems that
the new meanings of those emoticons are omitted or ignored. Par exam-
ple the ghost (&) from the above example is mainly used by younger us-
ers to say that someone ‘ghosted’ them, that is, disappeared from their life
without explanation?. In this case it is used only because the emoji fits
the topic of the discussion.

Certainly, there are mocking remarks that make fun of the content
of the videos and question their credibility. In such comments, one user
even makes a political joke by referring to the ‘evil spirit’ with the name
of the Greek prime minister at the time3° (Mitsotakis), who is regarded
as a jink, or evil, as did his father, also a politician, to whom the desig-

28 The terms used to describe this kind of ‘digital speech are ‘computerlore’ (Beatty 1976,
223-24) ‘cyberlanguage’, ‘netspeak’ (Crystal 2006 [2001],18), but the most prevalent
terms are nettalk (Rosenberg & Sejnowski, 1986, 72-89) and netspeech (McCulloch,
Bedworth & Bridle 1987, 289-301). Communication in this manner is perceived as in-
formal and oral (Foot 2007, 27).

29 See on the meanings of emojis https://www.bark.us/slang-word/ghost-emoji-mean-
ing/ (Accessed May 19, 2023).

30 Such comments are to be found on this video:
https://www.tiktok.com/@parafusikafainomena/video/7203169212217560326 (Ac-
cessed May 19, 2023).
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nation was first attributed. Another viewer laughs and observes that the
depicted is false.

Stil, the researchers’ personal beliefs®! serve as the foundation for the
creation of records of supernatural phenomena’ The following comments
show how the videos are taken up by a group of people that - at most
- share similar concerns. So, seeing the investigator groups experienc-
es, feeds back their own interest®?, if not their own beliefs. The feedback
through comments as:

Nice narrator the voice and stories he tells travel me, bravo guys for
the composure without mlsleadmg with the sound or with the effects of
the camera we live it with you ¥ QUG VIVIVIV] . o2 &

Perfect job!! The only thing I have to agree with others here is that
perhaps the questions you ask should be more about him and not about
whether the Americans dug a tunnel... Besides, the spirit that speaks to
you may be much older...

Not many investigators do such professional work in the sense that from
the beginning to the last second captivated me so much that I expirienced
it as if I was with you. Many congrats to the team and a very good job is
coming out. I would also like to follow one of your investigations. You are
gods, keep it up!!

VERY GOOD JOB GUYS...*

reveal that audiences of the group’s activities®, support the Tesearchers’
in their quest to find the malicious ghosts, thereby reaffirming both their
personal belief in their existence and the efficacy of the action of the re-
searchers.

CONCLUSIONS

According to Dundes (1980, 6), legends and other kinds of legendary
narratives, such as ghost stories, circulate among popular groups or
groups of people who share at least one element in common. Nevertheless,
they can lead to the development of groups among individuals with
common interests, that is, these groups are new forms of communities,

31 See McNeill 2006, 96-110; Cowdell 2006, 69-82.

32 On the subject of audiences; see Peli 2007; Hill 2011.

33 https://www.youtube.com/watch?v=qC50PosFaq4 (Accessed May 19, 2023).
34 See Staiger 2005, 95-114.
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including digital interaction. In this case study, the groups created have
similar supernatural experiences or fervent believers in the supernatural
(Kinsella 2011, 7-8). The formation of groups is evident on the internet,
particularly in its public spaces. The comments that groups post offer one
way to determine how they perceive issues presented within those groups.

The placing of the ‘haunting’ does not concern the viewers, based on
the analysis of the user’s perspective on the ghosts that were shown. They
appear to be most familiar with the ‘paranormal’ activity that occurs in
these locations. Their main concern is still the proof and the record of
the ghost, which is also the concern of the ghost hunting groups. There
are comments presenting the personal experiences of the viewers in the
same places, mostly mentioning their contact with them. These comments
support the ‘records’ of the ‘researchers’ as captured in the videos they
upload. Even so, neither the group presentations nor the comments from
the viewers provide any justification for the existence of ghosts in the
mentioned places. No one seems to link the environment to the ‘activity’
in it. Everybody assumes that a ghost appears at a certain place because
of a wicked act that took place there in the past and, at this point, the
investigation into the haunting stops. The ostensive act, thus, seems to be
the main issue. This might also happen because significant ontological
and spiritual questions regarding death and the afterlife are reflected in
supernatural narratives. Paranormal narratives sometimes prompt legend
trips to the locations featured in the stories, where the participants have
first-hand encounters with nature. Consequently, being in a more natural
environment might enhance the pleasure of the trip (Thomas 2007, 51).
Still, technological advancements are a key component of ghost lore,
whether they serve as a medium for ghosts to communicate with the living
or vice versa. After all, storytelling remains a central aspect of the ghost
hunters’ work and technology assists in this process (Goldstein, Grider &
Banks-Thomas 2007, 221, 226).
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In our opinion, the scholarly and general ways of perceiving the emigrants from
the Czech lands are based on methodological nationalism, which identifies the
concept of society with the modern national state. Based on this, Bohemian
resettlers who founded several settlements on the southern border of the
Habsburg Empire in present-day Romanian Banat in the early nineteenth
century have hitherto been divided, in the spirit of ethnicism and methodological
nationalism, into Czechs (Bohmen) and Czech Germans (Deutschbéhmen).
Against this, an alternative research perspective, represented by the concept
of national indifference, can be applied. The object of this article is hereby
to re-assess of the collective identity of emigrants resettlers from the Czech
lands towards its nationally indifferent character. We propose to overcome the
ethnicist framework of the research on Bohemian resettlers by introducing
what we term as the inclusive approach to expatriatism. This article is based on
archival and local written sources and ethnographic field research (interviews)
collected during the years 2010-2017.
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Hu Hemuu HM Yecu. Uce/beHnumn
U3 YellK1X 3ema’ba y PyMYHCKOM baHaty
y 3aMUM eTHULU3mMa

[Ipema HalleM MUIJbEWHY, HAYUHH, KaO U OIMIUITH NPUCTYIH OlNa’kakha eMHU-
rpaHaTa U3 YelllKUX 3eMaJjba, 3aCHUBAjy Ce Ha METOL0/I0IIKOM HalluOHAIU3MY,
KOjH rorcToBehyje KOHIIENT APYLITBA CA MOAEPHOM HAIlMOHATHOM [AP>KaBOM.
Ha ocHOBY Tora, UellKy J0Ce/beHHUIIH KOjH Cy IoueTKoM 19. Beka (popMHupaiu
HEeKOJIMKO Hacesba Ha jy>KHOj rpaHUIIM XabcOyplIKoT [apcTBa y AaHAIFbeM
pyMyHCcKoM BaHary, 61 Ccy ne/beHU Yy IyXy eTHUI[M3Ma ¥ MeTO/I0JIOIIKOT Ha-
nuoHanu3Ma Ha Yexe (Bohmen) u vemike Hemile (Deutschbéhmen). Hacymnport
TOME, MOXe Ce MIPUMEHUTH aJITEpHAaTUBHA UCTpa>KUBauKa IepCIIeKTUBA,
npeAcTaB/beHa KOHLIETITOM HallMOHa/IHe WHAW(epeHTHOCTH. Hamepa oBor
panaje ma rnpercrnuTa KoJIeKTUBHU UAEHTUTET EMUTPAHATa U3 YELIKHUX 3eMajba
Y OMHOCY Ha BHUXOB HAllMOHAJIHO MHAWGEPeHTHU KapakTep. Y paay ce Aaje
Ipensor NmpeBasujiaXkKemha eTHULUCTUUKOr OKBUpA UCTpakMBama YEUIKUX
Jloce/beHHKa YBOheweM MPUCTyIIa KOjy Ce MOKe Ha3BaTH MHK/ITY3UBHU IPUCTYIT
HCeJbeHUIITBY. Paj je 3aCHOBaH Ha apXUBCKUM HU3BOPHUMaA, JIOKA/IHO]j LITaMITA
U eTHOrpad)CKHMM TepPeHCKHM HCTpakKHBamHUMa (MHTeEPBjyruMa) obaB/baHUM
on 2010. mo 2017. roguHe.

KmyuHe peuu: Xabcdypuika umnepuja, Yemke 3emspe, baHat, Mmurpanuja,
eTHULIMTET, HallHOHAaJIW3aM, HallMOHa/IHA WHAN(EPEHTHOCT, eTHULIM3aM

1. INTRODUCTION: EXPATRIATES UNDER THE INFLUENCE
OF NATIONALITY POLICY AND ETHNICIST RESEARCH
FRAMEWORK

Czech ethnography and historiography were endowed with an interestin
Czech emigration from the very beginning of this scholarly discipline in
the late nineteenth and early twentieth centuries. At that time, research
and state interest created a unified corpus, which expressed the ideological
orientation of the national community and state. Ethnography is rightfully
criticized for its political role when the first ethnographers tried to study
what could support the “project of Czech culture”, independent of the
German one.

“For most of the twentieth century, [...] Czech ethnographers acted as if
it was just Czech culture that was intended to be researched in the Czech
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lands. The only acceptable behavior of Czech ethnographers [...] was to
search obstinately for a difference between the declared and certainly
culturally constructed Czech and non-Czech systems. This resulted in
the efforts to search for and emphasize the distinctions of Czech national
and [Czech] folk culture” (Kandert 2002, 162).

The almost exclusive interest in Czech folk culture related to the
idea that this was the basis for the forming national culture. “The Czechs
needed to have an image of themselves, which would have helped them
to defeat Germans at least symbolically, and ethnographers delivered
tools for that” (Scheffel & Kandert 2002, 218). This ethnicist framework
was also typical for the subsequent decades of research during the period
of the communist regime in Czechoslovakia (1948-1989). The search for
authentic Czech folk culture, antiquated Czech roots, and confirmation
thereof did not target only the geographical area of the Czech lands, but it
was also Czechs living abroad - the “expatriates” - who became part of this
search for the entire twentieth century. Bohemian resettlers living in the
Balkans were not an exception; they were presented as “remote patriots”.

Czech ethnographers and historians approached the research on
Bohemian resettlers similarly to the German “Volkskunde”, meaning
through the tradition of “Sprachinselforschung”! - they viewed the
resettlers (colonists) as a kind of external island created by members
of their own nation, a “colony”, or a “branch”. In these foreign “language
islands” of theirs, both groups of researchers projected period ideals of
ever-stronger nationalist movements, both the Czechoslovak and the
German ones. In the past, several researchers argued, based on a lot
of ethnographic and historical research, for the necessity to leave this
nationality paradigm by substantiating the fact that emigrants built on
other (mainly religious) sources of collective identification than those
strictly national ones (e. g. Jakoubek 2010) and that they “became Czechs”
in the national sense rather later on between the world wars due to the
activities of national agitators sent from Czechoslovakia (Pavlasek, 2013).

In our opinion, the scholarly and general ways of perceiving the
emigrants are based on methodological nationalism, which identifies the

1 Meaning the research into (German) language islands, in which German ethnographers
tried to describe and typologize German enclaves in non-national environments (in-
cluding the Czech lands). The German ethnographer and historian Walter Kuhn tried
to convert this approach, popular with (Sudeten)German ethnographers in Czecho-
slovakia (e. g. Gustav Jungbauer, Adolf Hauffen), into an independent sub-discipline
termed “Sprachinselvolkskunde” (Kuhn 1934).
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concept of society with the modern national state (Chernilo 2011). Against
this, an opposing research perspective, represented by the concept of
national indifference, can be applied. National indifference ranks among
the most innovative concepts shaping research on nationalism in the
past two decades. This concept was primarily allied and developed by the
researchers who dealt with the history of Bohemia under the Habsburgs
in the late nineteenth and early twentieth centuries (Miller 2019) when
they cast doubts upon the mass character of nationalism in East Central
Europe at the turn of the nineteenth and twentieth centuries. In contrast
to the self-proclaimed success stories of nationalists, these scholars argued
that most “ordinary people” were not in thrall to the nation; rather, they
were indifferent, ambivalent, or opportunistic when confronting issues of
nationhood” (Ginderachter & Fox 2019, 3). The option of applying national
indifference as an analytic category for the modern history of Central and
Eastern Europe was dealt with mainly by the historian Tara Zahra, who
subjected it to critical reflection.? Zahra describes national indifference as

"a new label for phenomena that have long attracted the attention of
historians and political activists. What we might call indifference has
gone by many other names (often derogatory) in the past: regionalism,
cosmopolitanism, Catholicism, socialism, localism, bilingualism,
intermarriage, opportunism, immorality, backwardness, stubbornness,
and false consciousness, to name a few” (Zahra 2010, 98).

Our goal is to follow this national indifference research perspective
and to re-assess of the collective identity of resettlers from the Czech
lands in the first half of the nineteenth century towards its nationally in-
different character with the level of cultural identity, meaning with cul-
tural similarity and ethnic affinity (Brubaker 1998, 1047) of Bohemian
resettlers who have hitherto been divided, in the spirit of methodological
nationalism3, into Czechs (B6hmen) and Czech Germans (Deutschboh-
men)* according to the nationality key. We will try to do this by compre-

2 This research discourse which was criticized as well (see Toshkov 2010; Lieberman
2020).

3 The term methodological nationalism is used for an assumption when a nation/state/
society is a natural social and political form of the modern world (Wimmer & Glick
Schiller 2003).

4 From the 1840s, the German form of the ethnonym (der Tscheche) was more and more
often used to term the national-conscious Czechs, while Deutschbéhmen was used to
name German-speaking Czechs.
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hending the context of the colonization of the southeastern border of the
Habsburg Empire by emigrants from the Czech lands in the first third of
the nineteenth century, with a focus on their cultural identity. Based on
this we will document that their designation and definition as Czechs and
(Czech) Germans according to the ethnic and nationality key do not corre-
spond to their period culture, largely shared to a large extent, which was
based on their common origin, and on the local, regional, and provincial
awareness, bilingualism, and shared Catholic confession which proceed-
ed from that origin.’

For this reason, our target is to think about the cultural identity of
expatriates in a different way, to “disenchant it”¢ in the sense that the
ethnology takes off its “nationalism glasses” and grants the expatriate
statute also to those whom we have not considered being expatriates
to date, meaning to the “Deutschbéhmen” , who left the Czech lands to-
gether with the Béhmen resettlers for the south-eastern corner of the
Habsburg Empire to find a better life there. We rely on the assumption
that this kind of perception of expatriatism should be problematized al-
ready at the level of the used term “expatriate/s”, which was, due to the
practice of the Czechoslovak interwar “politics of the care of expatriates”
(see below), identified with ethically exclusivistic meanings. Against this
ethnically exclusive model, we suggest an alternative interpretation in
the form of an inclusive approach to expatriatism, which is based on the
assumption of the shared religious identity (confessional affiliation) of
colonists.

Applying this, we want to avoid the danger of practising methodo-
logical nationalism as well as the practice of “groupism”, under which
Rogers Brubaker understands the “tendency to represent the social and
cultural world as a multichrome mosaic of monochrome ethnic, racial
and cultural blocks” (Brubaker 2002, 164). We also respond to Brubaker’s
call not to view national identities as a logical outcome of an already ex-
isting ethnic identity or to conceptualize the nation as a real group but
rather as a contingent event (Brubaker 1996, 7). We use the term “ex-

5 In the Czech lands, the differentiation between “Czechs” and “Germans” in the national-
ity sense appeared particularly after the influence of ethnification through the spread-
ing nationalisation of society in the second half of the nineteenth century. About this
process, see below.

¢ With this “enchanting” we refer to Max Weber’s concept “the enchantment of the world”
(1922), by which he explained the rationalization and desacralization of society. By this
I mean that the expatriates were “sacralised” too much in the past in the sense of their
ethnic/national mythization.
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patriates” as a category of analysis, not a category of practice (Brubaker
& Cooper 2000, 4; Brubaker 1996). We came to the necessary reflection
on the use of the above term because we also consider the concept of
identity to be problematic. Identity, as a category of scholarly analysis
(which abstracts the reality), is too vague without a necessary analyti-
cal quality; another problem with it consists in the fact that is it simul-
taneously a social and a political praxis (a kind of objective element of
reality) (Brubaker & Cooper, 2000).

The theoretical and conceptual framework presented above seems to
be the best fit for the interpretation of the research data collected during
the years 2010-2017. This research relied on archival sources (the Ar-
chives in Temesvar), local written sources (village chronicles and teach-
ers’ chronicles) and ethnographic field research that was conducted in
the villages of Svata Helena, Weitzenried (Gernik), Ravensca (Rovensko)
and Weidenthal (Brebu Nou) in Romanian Banatin 2010,2013 and 2017.
The main method of on-site data collection was the implementation of 30
semi-structured interviews (informants were anonymized in case of ci-
tation in order to keep the identity of individuals hidden and protected).

2. EXPATRIATE CARE

After the formation of Czechoslovakia, the matters relating to Czechs living
abroad were administered by the interwar Ministry of Foreign Affairs
and National Enlightenment. The activities directed at the expatriate
diaspora were an integral part of the state politics of that period (Pavlasek
2011). Numerous expatriate enclaves came into the limelight of national
agitators and workers in the sphere of public education, and later on
of ethnographers and folklorists. All these people, supported by the
state, visited the Czech minority living abroad to report on it in a rather
romanticizing spirit, but also to condemn it.” The workers from the sphere
of public education considered the trends of “denationalization”, captured
in several expatriate communities, to be deplorable. The nationality, or the
awareness of the own nationality origin, was assessed as a de facto moral
category. If this was not present, the repatriate community was assessed

7 A number of national agitators and workers in the field of public education, who, espe-
cially in 1927-1939, visited their compatriots abroad (their reports were in some cases
published a few years later - during the Second World War, see the travel report of Jan
Hribek cited below), also visited the Romanian Banat. These “amateur ethnographers”
were followed by professional Czechoslovak ethnographers from the 1960s onwards
with their interest in the compatriots.
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negatively, as obsolete, lost, and doomed.® For this reason, Czechoslovak
state institutions® were obliged to support Czechs abroad in every possible
way to increase their low nationality awareness and to prevent the danger
of their assimilation with the domestic population. This is demonstrated
by one of the educative workers and national agitators, who worked with
expatriates in south-eastern Europe: “It is an obligation of every nation
to take care of all its members, whether they live in the bosom of the
nation, or outside it. And every human speaking the language of his or
her nation and claiming allegiance to it has the right to be borne in mind
by the nation” (Folprecht 1940, 5).

Travelers, workers in the sphere of public education, and national
agitators, who were reporting about Czechs living abroad, understood
them to be an automatic part of the Czech nation. This is exemplified by
one of the first published reports on Czech emigrants living in Romanian
Banat, which was written by the traveller Josef Hiibek. In the “Czech”
village of Svata Helena, he took part in a wedding which he assessed in
his report as a representation of the “national ceremony” with “surviving
Czech character” and elements of “national life” which had survived
despite “fierce repressions”. His description of expatriates’ lives contains
a fascination that it is possible to find “remote patriots” in Romania, one
thousand kilometres far from Prague, where “Czech golden hearts are
hidden beneath their coarse blue shirts!” (Hribek 1940, 3). The nationality
appeal is also obvious in his subsequent narration. When he, for example,
wrote about how the expatriates tolerate a German priest in their village,
he declared with pride about the expatriates: “The patient Czech soul; only
the faithful and open-hearted Czechs can resist the denationalisation”
(Hribek 1940, 5).

The spread of national culture from Czechoslovakia across its borders
to particular expatriate communities proceeded from the conviction that
the national state has to take care of its diaspora and to secure its future
life in the host country. This policy directed at Czech emigrants was to be
based on sending educators to provide “folk education”. Teachers as well
as priests were supposed to deliver lectures about national geography

8 In this context, the historian Tara Zahra (2010) remarks that the term “national indif-
ference” does not implicitly include pejorativeness or negativity - we usually translate
that as “indifference”, which evokes apathy or disinterest.

9 The most important role in this was played by the Czechoslovak Foreign Institute, the
task of which were the awareness-raising activities connected with the collection of
information about expatriate enclaves, and the coordination of Czech expatriate asso-
ciations abroad to spread the national consciousness (Comp. Zahra 2010, 98).
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and history in the spirit of national education. Czechoslovakia found
inspiration in its national neighbours. Jan Auerhan, a long-time director
of the Czechoslovak Foreign Institute, proposed the following aspect: “We
have to learn from Germans who used their organizations to take care of
them [foreign Germans]” (Auerhan 1920, 4).

The policy aimed at Czech enclaves abroad is expressed by the
formulation “expatriate care”. In principle, it includes a complex system
of efforts made by the foreign policy of inter-war Czechoslovakia to “save”
the descendants of emigrants from the Czech lands from their assimilation
in the host countries (Pavlasek 2011; Pavlasek 2013). The group identity
of local expatriate communities was safeguarded by emphasizing the ties
to their former homeland, “the ethnic fatherland” (Capo Zmega¢ 2010).
The educators’ activities led “the expats-the likes of us” to preserve or to
“awaken” their national awareness through creating emotional ties to the
newly formed state identity - Czechoslovakia. This was the reason why they
taught the expatriates about the cultural, social, and political context of
Czechoslovakia, which became more and more ethnic due to ever stronger
nationalism. It is only a slight exaggeration to say that between the world
wars, the expatriate care was another stage of the Czech National Revival,
when the Czech diaspora abroad was nationalized with a reference to the
nineteenth-century language perception of national identity.

For many subsequent decades, ethnographers approached “Czechness”
and the entitlement to “expatriatism” in the same way that the state and
the Czechoslovak Foreign Institute considered the emigrants who spoke
Czech to be “the likes of us”. They mostly understood them as a reflection of
the disappearing archaic world of traditional Czech (rural) culture which
was expected to perish under the influence of modernization trends and
migration to towns. This “rescue” approach of Czechoslovak ethnologists!®
alongside the previous interwar expatriate care, which focussed on
nationalization of the expatriates, created an “ideal expat’, meaning an
active member of a local minority cultural club (called Ceskd Beseda), to
practise Czech traditions and annual customs, to eat traditional Czech
foods, and, of course, to speak archaic Czech.

We do not include the German-speaking emigrants - “Deutschb6hmen”
among them, although they shared the common homeland, so they were
also “expatriates” in the true sense of the word (Lozoviuk 1998, 39). The
“Deutschbohmen” seem to have represented a sort of strange (or hybrid)

10 In addition to Czech ethnologists, colleagues from Slovakia, such as Jan Botik (2016)
also followed the issue of compatriots.
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group when German-Bohemian and Czech-Bohemian mutuality has
appeared unclassifiable in the face of the national-centered order, when
its “subethnic ambiguity” and ethnic “impurity” (Douglas 1966), did not fit
into the national view taken by Czech and even by German researchers.
We think that they found themselves in the position of a “double exclusion”
as they were considered to be neither Banat Czechs, nor Banat Swabians.!!

3. (DEUTSCH)BOHMEN IN THE TERRITORY
OF PRESENT-DAY ROMANIAN BANAT

The migration of people from the Czech lands who went to south-
eastern Europe especially in the nineteenth century with the much
larger migration wave from Central and Western Europe!? is one of
the realms observed by researchers in this territory. These migrations
from Western and Central Europe had involved so many people already
from the eighteenth century that the European South-East went through
considerable demographic transformations at social, economic, ethnic,
and religious levels. After all, the present-day multi-ethnic face of the
destination of these migrations is a strong piece of evidence thereof.!?
One of the migrants’ destinations was also the historical territory of Banat
in present-day Serbia and Romania, which was part of the Habsburg
Monarchy (Austria-Hungary between 1868 and 1918).

Resettlers from the Czech lands settled in the historical territory of
Banat more systematically from the 1820s. On the southern border of the
Habsburg Empire, the Banat Military Border was created in the eighteenth
century at the suggestion of the Military War Council. This military border
extended the broad strip of the already existing sections of the Military
Border, which the Habsburgs used as a buffer zone for Ottoman expansion.
The military administration invited then colonists from many corners of
the Habsburg Empire to Banat to defend the borderlands in the case of
attacks (Stépanek 2002; 2005).

The colonization also touched the Almas and the Semenic Mountains,
and Clisura Dunarii, which was located in the area of the Wallachian-

11 Deutschbohmen were far from being a culturally homogenous group even prior to
their departure from the Czech lands. This was formed only through German efforts
to create a unified group of “Sudetendeutschen” in the 1930s in Czechoslovakia.

12 Tn South-Eastern Europe, there are still many locations with residents who claim their
allegiance to Bohemian land origin. They are generational descendants of those who
participated in these colonization processes and migration trajectories.

13 About inter-cultural dialogue in Banat, a symbolic intersection of Central and
South-Eastern Europe, see Neumann 2015.
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Illyrian Regiment’s activities. Colonel Michael Drasenovi¢ ordered a
survey of the land for fifteen new settlements there, which were settled
by colonists from the Pilsen, Prachatice, DomaZzlice, and Klatovy areas, and
by the Czechs and Germans from the Cheb area and Bavarian borderlands
between 1826 and 1830 (Unzeitig 1853'4). The colonists from this wave,
initiated by Colonel Andreas Schneller, settled in Banat with the promise
of a journey at the expenses of the state, financial contribution until
the first harvest, and tax exemption for ten years; the military border
administration gave them material to build a log house (Stépanek 2005).

Czech and German researchers have differentiated individual
mountainous villages according to the assumed ethnic and nationality
division of the colonists. Taking into consideration the above-mentioned
colonization, the villages of Weitzenried (Gernik), Ravensca (Rovensko),
Schnellersruhe (Bigr), Eibenthal (Eibentdl), Schonthal (Panasky), and
Schumitza (Sumice) are considered to be “pure Czech” and Weidenthal,
Wolfsberg, Lindenfeld, Wolfswiese, Frauenwiese, Neu Schuppanek, and
Alt Sadova to be “pure German”.!'®

Felix Milleker, one of the most important Banat historians of German
origin, wrote in one of his books dealing with German-speaking residents
in Banat that “the Wallachian-Illyrian Regiment’s area was settled by
altogether 1036 families, 3424 “Czechs and Germans” (Milleker 1926, 25).
The perspective that divides the resettlers into two nationality groups
was accepted by Czech ethnographers (Secka 1995; Jech et al. 1996), and
after that this view was reified, due to the permanent reproduction of the
nationality differentiation of the colonists, into the ethnically differentiated
reality of resettlers. In this place, however, it is necessary to reflect the
fact that the intellectual and educator Felix Milleker wrote the text one
hundred years after the colonists from the above-mentioned migration
wave had settled in Banat. It was a period between two world wars, when
the ethnizing and national-emancipatory trends had already “re-branded”
the everyday social reality both in Czechoslovakia and in Banat. While
at the time, when Milleker wrote his text, the resettlers supported their
identity with their national awareness formed by the educational efforts of
teachers, this does not apply for the period of their arrival and subsequent
first adaptation in the new environment, as nationality gradually came

14 This is a manuscript of the parish chronicle from the village of Gernik.

15 As the first one, I mention their official German typonym mentioned in maps and
sources of the military administration, stored in the National Regional Archives in
Timisoara (TNRAT, fond Comandamentul General Banatean, box n. 810).
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to the foreground of the individual and group identification of the Banat
(and Czech lands) population only two or three generations later.

Many similar reports describing the “condition” of expatriates in
South-Eastern Europe show the national perspective from which the
educators saw and evaluated the expatriates. Similarly, the effort to make
a picture of expatriates as national-conscious Czechs is also present in
other historical sources written as local (parish, school, club) chronicles
by national awakeners from Czechoslovakia (teachers, priests), who acted
in particular expatriate communities as workers in the realm of public
education.

We think that these descriptions corroborate much more the national
enthusiasm of the authors of these reports and the facts they desired to
see than the more varied reality of expatriates’ lives. We will now try to
suggest that it is possible to offer an alternative to this exclusive ethnized
understanding of expatriates’ social reality, i.e. the inclusive approach
to expatriatism. We support this approach with cultural similarity and
affinity given by the identical origin of “Deutschbéhmen” and “Béhmen”
in that migration wave. What can an alternative interpretation of the

Picture 1. Cemetery at the outskirts of the village of Wolfsberg.
Photo author (2016).
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Picture 2. Gravestones in the cemetery in the village of Wolfsberg
with Czech names (Eduard Pankratz) are not exceptional.
Photo author (2016).

settlement in Banat look like when we try to reflect on the ignored
resettlers -Deutschbéhmen - from the position of a researchers?

Villages which were not strictly divided in terms of ethnicity/nationality

We know from available sources the number of inhabitants of the four
largest settlements: 597 people settled in Weidenthal (Brebu Nou in
Romanian), 444 people settled in Wolfsberg (Garana in Romanian),
256 people settled in Wolfswiese, and 166 people settled in Lindenfeld
(Czoernig 1855, 108; Klaube 1972, 1984). Thanks to the chronicler Peter
Grassl, the enumeration of the first residents in Weidenthal has survived
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(Grassl 1904, 24-26). There we can find many Czech-like names (e.g.
Johan Dusek, Johan Szahorzek, Johan Slup, Johann Wesselak, Jakob
Peczak, Georg Buchal, Johan Pankratz, Wenzel Hronek, Josef Kronek,
Wenzl Bartl, Johann Peczak, Michael Kral, Johann Pankratz, Petr
Wesselak, and Mathias Pavlik). We could also find names like this among
colonists in Wolfsberg and Lindefeld (e.g. Balthasar Pankratz, Peter
Kral, Adam Resniczek, Josef Mener, Johan Adam, Wolfgang Resniczek,
Georg Ruschitzka, Georg Janda, Johann Proschofsky, Franz Millota, Josef
Pankratz, Adam Ruml, and Georg Wesselak).

Just as we could find “Czechs” - bearers of Czech names - in “German”
villages ignored by Czech ethnographers, we can also find many “German”
names among the first colonists in the “pure Czech” villages. This could
lead to the conclusion that the villages were not ethnically homogenous,
as has been assumed to date. This could lead us to problematize the
assumption concerning the division of colonization settlements strictly
according to the ethnic key.'®* We believe that those arguments do not have
the effect of anything productive, and they do not prove much. In addition
to active language skills, loyalty to an “ethnic group” was strengthened by
the Czech or the German form of a name in the nineteenth century, but
this does not apply in general. When taking into account their names,
we certainly would not consider the significant Banat priest Unzeitig or
the teacher Schlogl from the “Czech” settlement of Svata Helena to be
Czechs. Let us mention a contrasting example - Czechs with German-like
names (Dobner, Voigt, Jung, and Rieger) were among leading figures of the
Czech National Revival. The Czech lands of the first half of the nineteenth
century did not consist of closed ethnic islands of Czechs and Germans,
formed by the social rules of endogamy, and families with similar social
status and class were often ethnically mixed.!” For this reason, the form
of the name cannot be a clear criterion for ethnicity in the first half of
the nineteenth century, and it cannot give evidence of allegiance to one
or the other nationality group.

Shared Land Origin

The shared place of origin and the assumed land citizenship and cultural
identity are an important argument to relativize the assignment of a

16 During the field research, we could find German and Czech names on gravestones at
cemeteries in particular villages. See photo 2.

17" The “Deutschbéhmisch” and “Béhmisch” villages were also interconnected by local mi-
gration, and “it is highly probably that this process was bilateral” (Lozoviuk 1998, 59).
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distinctive ethnic category to the colonists and division into two groups.
The origin of the observed resettlers was geographically situated in the
Czech-Bavarian borderlands. Moreover, the colonists with Czech-like and
German-like names often came from the same locations. Most of these
original locations have ceased to exist - the Weidenthal chronicle places
the origin of colonists in locations, such as Rothenbaum, Neuern (Nyrsko),
Flecken, Wassersuppe, Schwarzach, Pirschau, Hirschau (HyrSov). Josef
Schmidt also mentions e.g. Rossbach in the district of Ellbogen (Hranice
in the Loket area), St. Katarina (Svata Katerina near Nyrsko), Vollmau
(Folmava) in the Klatovy area, Loburg, Stubenbach in Bavaria, Stanetietz
(Stanétice), Holletitz (Holedec in the Louny area), Neuklitschau (Klicov
in the Domazlice area), Grafenried (Lucina in the DomaZlice area, now
disappeared), Paschnitz (Porici), and Liptau (Liptov) (Schmidt 2003, 49).

The word “Boemi”!®, used in period sources, refers only to the country of
origin, and it does not differ between the Czech and the German ethnicity
/ nationality because this simply did not exist. Similarly, the descendants
also used ethnically indifferent terms for themselves Deutschbéhmen or
just Bohmen. During our research stay in Garana (Wolfsberg), we noticed
historical awareness of the arrival directly from the Sumava region. On
the other hand, in a “Czech” colonization village we recorded a testimony
of a surviving contemporary who made a remark about Garana residents:
“In Garina [Wolfsberg], Doj¢bémi lived there. They were neither Germans,
nor Czechs...”! The native level of the designation is supplemented with
names given to them by the neighbouring autochthone Wallachian
inhabitants, who, besides the common term “Deutschen”, refer to them
using a derivative of the originally non-Slavic name for their original
fatherland (Pémi, Piemule), which is obviously not used exclusively for
the present-day Czech minority in Romania.

Shared Faith and Folk Culture

The anticipated emphasis put on the national consciousness of the
expatriates often ignored further levels of expatriates’ collective
identification, especially the religious one. But it was the confessional
affiliation that played the role of the most important distinguishing
sign in the first half of the nineteenth century. This was also translated

18 Several sources speak about “hard-working Bohmen from the Czech-Bavarian bor-
derlands” (TNRAT, fond CGB, 810, n. 88, 248).

19 Dojcbémi=Deutschb6hme. A record from field log (Svata Helena, Romania, October
2017).
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Picture 3. Multilingual signs have survived in most colonization villages in Banat.

Photo author (2012).

into the evaluation of resettlers by the mostly Orthodox autochthone
population of Banat which reflected not only the shared land origin of
the colonists but also their Catholic faith. The affiliation to the Catholic
community once again served as a social tie inwards the colonist group,
and also towards the neighboring inhabitants. At the practical level, the
grouping was implemented based on the principle of religious endogamy.
Confessional affiliation played the role of a key identity-creating factor
through which the particular confessional groups built a long-impassable
barrier between each other. But, on the other hand, within the observed
group of resettlers with the majority-shared Catholic faith it produced,
alongside their common folk (rural) culture and bilingualism, a “certain
degree of mutual assimilability” (Lozoviuk 1998, 68). For this reason,
we understand those arriving from the Czech lands rather as bearers of
shared cultural similarities,?® when the emphasis is put on their ethnic
affinity and indifference at the expense of each other’s difference. The
shared cultural b6hme-identity evolved through inevitable blending of
Bohmen and Deutschbohmen in the Czech lands.

20 Tn some cases, the cultural similarity was demonstrated by wearing significant sim-
ilar folk costumes.
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The unified local community, defined by church / confession, which
gradually became interconnected also based on blood kinship, generated
a sense of cultural belonging among the members thereof. In contrast to
the Orthodox Wallachians, the shared cultural identity was demonstrated
by the common annual cycle of Catholic festive days according to the
Julian calendar. The church year with annual repeating events gave the
rural community its order and sense. The Imperial kermesse - Kirchweih
- was the most important event related to particular locations; Kirchweih,
meaning the day of the church’s consecration, was celebrated on the
third Sunday in October. In Alt Sadovd, Weidenthal, and Wolfsburg, the
“bémische Kirchweihe” were expected long in advance and they were
well-known in the environs? for dance parties at which the polka was
danced, which also referred to the country of origin. Kirchweih also
commemorated the construction of the church, and the arrival of colonists
from the Czech lands.

In 2012 and 2017, I used the occasion to participate in the kermesse in
Wolfsburg. During the festival, a “Slovak brass music band” from the border
town of Nadlak performed outside the church. The music band played many
Czech folk songs that accompanied dancing visitors who came all the way
from Bavaria. The reply to the question as to why they came from Bavaria
can be found in the historical development of emigrants’ descendants in
the Romanian Banat in the twentieth century. In the 1930s, the descendants
of resettlers - Deutschbohmen, under the influence of nationalization,
declaratively claimed their allegiance to German nationality, and they
joined the developing German kulturbund?? and, the men then the German
army.?® After the war, German inhabitants in Romania were dispossessed,
and in the year 1945, Romanian Germans born between 1899 and 1928
were forced to work in the USSR because of their activity in Wehrmacht.

21 The word “Kirchweih” was even taken over by colloquial Banat Czech and Serbian
(“Kirvaj“).

22 These cultural and awareness-raising associations of Germans living abroad were
established in the 1920s and 1930s, and they were supposed to develop their cultural
and national activities. It is interesting that it was Deutscher Kulturverband, cultural
associations of Sudeten Germans in Czechoslovakia, that served as a model for the
organization of German associations in Banat (Janjetovi¢ 2009, 212).

23 During the research carried out in the multi-ethnical environment of Serbian Banat,
I recorded many statements of the local Czech minority members who justified the
nationalization of Banat Swabians and Deutschbohmen by their conviction that they
would benefit from that in the future. By joining the clubs, the members got German
Reich citizenship, they became “Volksdeutsche” (Glajar 1997). On the issue of Germans
in Serbia, see the contribution by Aleksandar Krel (2014).
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The descendants of resettlers - Deutschbéhmen began to leave Banat in
the 1960s, and the largest wave of the “return” co-ethnic migration from
Romania to the Federal Republic of Germany followed after the fall of the
Communist regime in the year 1989.

The participants came to Kirchweih from eastern Bavaria, where they
were the last generation of Deutschbohmen from Banat to find their home.
It is certainly interesting that they live near the locations which their
ancestors left for Romanian Banat two centuries ago. The native villages
of their parents and grandparents in the mountainous countryside of
Romanian Banat became a place where they spend their summer holiday
or where they travel to as organized groups within “Heimat-Tourismus”
to commemorate the life of their ancestors.

Picture 4. Interiors in several houses in Weidenthal still include traditional
decorations, reminding of former residents.
Photo author (2012).

Shared Language vs. Nationalist Rhetoric of Unilingualism

Although in the nineteenth century linguists and even politicians
accentuated the language more and more as an indisputable ethno-
differentiating hallmark of the evolving nationality group of Czechs
(Tschechen) and Germans (Deutschen), we think that this did not apply
to at least the first generation of resettlers from the Czech lands, and that
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Picture 5. A Museum of Ethnography for visitors who are interested in
Deutschbohmen’s way of life has been built in Wolfsberg.
Photo author (2017).

the parallel use of the regional form of German spoken in the Czech-
Bavarian borderlands in addition to Czech did not lead to the formation of
strictly separated groups, divided into Czechs and Germans according to
the spoken language.?* On the contrary - the colonists (and generational
descendants of them) could easily communicate with each other in the
observed locations. We know that many families were still bilingual even
in the “Czech” locations in the 1960s (Jech et. al. 1996, 80).

Despite this fact the observed communities of resettlers were perceived
through the lens of ethnicist perspective as being linguistically separated
pursuant to the same model, as this can be seen in the example of the
assessment of the co-existence of Czechs and Germans in the Czech lands.
The reason is that in the ethnicist framework, unilingualism was always the
norm, and bilingualism was always suspicious (Ginderachter & Fox 2019,
3). This “nationalist rhetoric of unilingualism hides the fundamental logic of
local communities in multilingual regions”, where it was not exceptional at

24 The surviving dialect is witnessed by the descendant of emigrants who currently live in
Bavaria and visit native villages of their ancestors to celebrate kermesse and to spend
summer holiday there: "I am a German, but I don't understand them at all, they speak
proper German”. A record from field log (Garana, Romania, October 2017).
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all that Czech-speaking farmers, for example, sent their children to German
families and vice versa to learn the other language (Judson 2006, 3).
Czech-German bilingualism was widespread in the Czech lands, and
it is presumed to have existed at least in the 1830s and 1840s. It was
also common to use the second language in certain situations, when one
language was spoken, for example, within the family, and the other was
used for communication with staff and in the public.?® It was also crucial
for everyday life in the countryside including the multilingual regions to
be able to communicate with neighbors or employers. This changed at
the end of the nineteenth century when the development of the system of
Czech secondary schools was finished and when Charles University was
divided into a Czech Charles University and a German Charles University.
This and the subsequent successes of the nationalist movement gradually
led to a decrease in the number of those speaking bilingually. However,
this happened much later than could be reflected by the language skills of
the observed resettlers. If we summarize what was said above, in the case
of the observed group of resettlers, the language did not fulfill the function
of a mutually separating boundary marker after their arrival in Banat.

Picture 6. Memorial
tables reminding of
financial support
from Germany
(Bavaria)

for the former

DB village of
Wolfsberg.

Photo author (2012).

25 In was a widespread form of bilingualism, also called “Kucheldeutsch” or “Kuchelbdh-
misch”, which were specific forms of the language used by Czech servants in Prague
and Viennese German households on the one hand, and on the other hand by German
higher classes when they spoke to their employers and staff (German with a simple
idiom of Czech to speak to lower classes) (Kien 1990, 45).
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Picture 7. The local
Romanian population
replies to the
ongoing trend of
Heimat (Tourism).
Photo author (2012).

4. BECOMING “CZECHS ABROAD”

Philologist Pavel Josef Safafik termed Czechs “a philological nation” and it
was the philologists whose linguistic studies provided the first supporters of
the nationhood movement with tools for argumentation. It is a well-known
fact that Czech nationalist circles emphasized the language already in the
first stage of the National Revival; the situation with the other nationalist
movement in Europe was identical (Hroch 1996). The concept of ethnic-
language self-identification as a central classification framework of society
was not a predestined result of the social and political development in the
nineteenth century in the spirit of evolutionism when society leaves the
pre-nationalist stage to automatically reach a more progressive stage,
i.e., a nationally conscious one. This approach to the theme of national
movements in the nineteenth century and to the formation of national
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states and societies can be called “ethnicism”, with reference to the work by
Jeremy King (2001). He understands ethnicism as a vague perspective that
considers the nations of Central and Eastern Europe to have originated
from mutually exclusive ethnic groups defined by culture and language
(King 2001, 123; Cole 2007).

But in fact, the cultural identity of the population of the Czech lands
in the early nineteenth century was based on local and regional sources -
especially on the connection of particular families to the land, local church
community, religious practice, and personal piousness (re)produced by
family upbringing. In the local micro-world, family ties were significantly
reflected by everyday interaction, and they were a basis to create further
cultural symbols, important for the identification of individual and larger
communities. The specific “b6hmisch” culture, the contours of which
could develop due to the identical rural educational and cultural level of
“Czechs” and “Germans”, was formed in a manner like this.

The project of land-style nationality (Bbhmen) was not implemented
in the Czech territory, and in the second half of the nineteenth century,
the “b6hmisch” inhabitants began to define each other based on the ethic-
language principle. The enforcement of ethnically defined nationality,
provided with the necessary arsenal of romanticizing myth-creating
historical narrations, became the only generally accepted historical
alternative (Kren 1990, 61) and later on even a classification grid that
automatically conceptualized the historical culture-creating processes. After
the end of World War I, this also applied to the resettlers who “suddenly”
found themselves in the position of a national minority after the formation
of independent Czechoslovakia - Czechs living abroad (emigrants).

5. CONCLUSIONS

The previous passages were to document that ethnic/national identity,
which the folk and scholarly discourse automatically attribute to
expatriates these days, is neither “a matter of course” nor unambiguous,
and for this reason, it is necessary to problematize the perspective like this.
It is the resettlers from the Czech lands, who founded several settlements
in Romanian Banat in the 1820s, who exemplify the unsuitability of these
ethnicist categories being used in practice.

By following the national indifference research perspective has
allowed us to demonstrate with this case study that if we search for period
cultural identities of emigrants, it is necessary to overcome the prevailing
ethnicist framework and to focus on phenomena that are not completely
in harmony with it. These phenomena can include the cultural affinity of
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emigrants from the Czech lands, who were not separated by the assigned
different ethnicity and nationality but who were rather united by the
awareness of their common homeland and shared Catholic belief.

The word “béhmisch” refers to the many centuries for which Czechs
and Germans co-existed in the Czech lands, which led to their mutual
acculturation. It does not mean the interpenetration of these two cultures,
but rather their permanent closeness and mutual influence. For centuries,
this happened in one common space, which was a meeting place and, until
the time of spreading nationalism, also a place of dialogue and conflict-
free co-existence. Jan Kren called this specific cultural symbiosis and
dialectic tension “a tight land community” in which mutual stimuli, as
well as obstacles, found their place (Kfen 1992, 21). Under the influence
of the subsequent historical development and politics of memory, it
was unfortunately mainly the mutual tension and the conflict that was
accentuated from this productive ambivalence. The construction of the
past with the emphasis on the confirmed legitimacy of the difference in the
“origin” of both groups proverbially drove a wedge between both groups
and formed an image of a “conflict community” of Czechs and Germans.

As we showed, the ethnicist framework and imperative were
subsequently (re)produced by the developing scholarly discourse and by
the formed nationality paradigm, as well as by methodological nationalism
within social sciences and humanities, which identifies the concept of
society with the modern national state (Chernilo 2011). Through this
we unjustly removed Deutschbéhmen from the “historical portrait of
Czechness”, shifting them symbolically out of the frame of it. We tried to
return them back through considering their common and shared cultural
ties based on the example of expatriates from the Czech lands.

By rejecting the “grouping” of expatriates while applying the
proposed inclusive approach to expatriatism we problematized the trend
of scholarly and public discourses to identify collective identity with
ethnicity. We consider the Deutschbéhmen expatriates to be a kind of
hybrid group which due to its ethnic/national ambiguity unjustly does
not fit into the vision field of Czech researchers. This is a consequence of
political development and state ideologies to which historical and social
disciplines and humanities, in general, are not resistant. For this reason,
we have brought up arguments about why they should be included in
the research into expatriates living abroad from the perspective of Czech
scholarly discourse. The national indifference research perspective
offers a conceptual alternative to the fascination with the total power
of nationalism, which unveils the limits of nationalization in European
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countries as well as those of uncritical overuse of nationality categories
and constructs. Our target was not to turn the research discourse at any
cost towards the “no-ethnic approach” to reality, but to point out that a sore
point of ethnology and historiography in Europe consists in the fascination
with ethnicity and nation. Therefore, we think that it is necessary to
specify, complete, and take into consideration the development of the
whole territory of the Czech lands, and not to forget other identification
offers which were not completely inconsistent, but also not completely
consistent with the national one. The rectification can start very easily
- “to add further points of view, to become aware of the fact that the
national (nationalistic in the worst case) one is just one of the alternatives
of viewing the world, and it was hardly accepted by all inhabitants across
social strata and regions“(Kladiwa 2015, 1004).

This perspective which undermines the ethnic imperative might
be applied to “rescue the citizens of Habsburg Central Europe from the
‘prison of the nations’ once and for all“ (Zahra 2010, 119) and thereby
contribute to a broader discussion on the possibilities of applying the
“national indifference” as an analytic category for the modern European
ethnology. Hopefully, the proposed inclusive approach to expatriates in
this case study is a step in the right direction to problematize and gradually
overcome the ethnicist framework of studying European ethnology with
a particular focus on migration, nationalism, and (non-ethnic) identities.

Acknowledgment: The article was written with the support for the sys-
tematic long-term development of the Institute of Ethnology of the Czech
Academy of Sciences (RVO: 68378076).
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Pa3Boj TeXHOJIOTHje U DMOTEeXHOJIOTHje Y MOJIepHOM IPYIITBY AOBEO je A0 TO-
ra ga 6eCMpTHOCT IOCTaHe Hau3IJie[ OCTBapHUBa 3a YOBEUAHCTBO: MeUIIMHA
Hamnpenyje, KUBOT Ce MTPOAY>KaBa, aHTHUEJIIMHT TEXHUKE Cy CBE 3aCTyIlJbeHH]E,
a mporpaMepH KOju pajJie Ha BeIlITAauKOj MHTEJIUTeHIIUjHU TBpAe A PaCIIoNaxKy
MoryhHOCTHMa 3a CTBapame JUTUTATHHUX KJIOHOBA CBECTU KOPHUCHUKA UHTED-
HeTa. [TyTeM UCTpa’kHMBaka MOCTOjehHX ITpakCH U UHTEPBjya ca KOPUCHUIIMMa
WHTEpPHEeTA KOju Cy U3TyOuiu Hekora 6/1MCcKoT, pag he OATOBOPUTH Ha MUTaHke
KOJIUKO Cy OBO ofiroBapajyhe MoryhHOCTH focTyrHe cBUMa. OBO eMITHPHjCKO
HUCTpa>kKUBake carjiefaBa peaJHOCTH AUTUTA/IHE ODECMPTHOCTHU, HAPOUHUTO Y
OKBUDY IPYLITBEHUX MpPeyKa U OHJIajH IIpOCTopa.

KmyuHe peuu: 5eCMPTHOCT, CMPT, UHTEDHET, JUTHUTA/IHA OECMPTHOCT, BELITay-
Ka MHTeJUreHIIuja

* TeKcT je pe3ysiTar pafia Ha yroBopy 451-03-9/2021-14/200163 ckyionsbeHoT 2021. rogu-
He, KOju MUHHCTapCTBO NPOCBETE, HayKe W TEXHOJIOWIKOT pa3Boja Biane Peny6irke
Cpbuje (puHaHCHpA Y LIEJIOCTH.
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Digital Immortality — from Science
Fiction to Potential Internet Reality

The development of technology and biotechnologies in the modern society
has seemingly made immortality more approachable to humanity than ever
before; medicine is advancing, life is getting longer, anti-ageing techniques
are becoming more common, and artificial intelligence developers claim to be
able to offer the possibility for internet users to make digital clones. Through
research of existing practices and interviews with internet users who have lost
someone, this paper will offer the answer about how much are these practices
actually commonplace and available to all. This empirical research looks into
the reality of digital immortality, especially when it comes to the social networks
and the online sphere.

Key words: immortality, death, internet, digital immortality, artificial intelligence

Y OKBHUDY CTyAHja CMPTH, HeCMPTHOCT je obpahuBaHa Hajieko Mame Of
IPYTHX CPOOHUX TeMa (MOMOYT CTyAHWja O CMPTH, YMUPaBy U JKa/bewy).
BecMpTHOCT ce cMaTpa OIICKYpPHOM TEMOM, TOTOBO HE[JOCTOjHOM aKaJleM-
CKOT MHTEpPEeCOBama a y HajdosseM ciIy4ajy nperyiuTa ce puno3oduju u
penuruju. MehytumM, >kesba 3a DeCMpPTHOIIhY je BEpOBAaTHO CTapa KOJIH-
KO ¥ YOBEYAHCTBO, Y JbyAH CY Y CBaKOM 00y IOKylllaBaJik fa KOPHUCTe
BHMa OOCTyITHA TEXHOJIOWIKA U KyJITypHa OOCTUTHyha na 6u mpeBasu-
LIJIM OKBUPe CMPTHOCTH (Jacobsen 2017, 2). Y nocieawbuM AelleHUjamMa
cBe cy velrha HayyHa M OHMOJIOLIKA Tparawa 3a pa3jIuuuTUM HAUYHHHU-
Ma Iipoay>kaBama >KHMBoTa (B. Friend 2017) u yiaske ce cBe Behu HoBail
y HCTpa’kuBama Koja odehaBajy (Jacobsen 2017, 2). CpeIHTHOM MHPOIILIOT
BeKa yodaBa ce pa3B0oj bMoMeHIIMHe, Hayke U aHTHEjIIUHT TeXHOJIOTH]ja
y LIMJ/bY CIIpeuaBama Ipolieca cTapema. To cBe NJOBOAHW [0 IIOMepama
rpaHHIle JKUBOTHOT BeKa M MOTIIOMa’ke 1a Ceé OAPXXH MOAEepPaH MHT O
HecMpTHOCTH ITyTeM CBe U3pa>keHHUje MeIUIIMHCKe TeHAeHIIH]je 3a u3be-
raBameM cMpTH (Olashansky 2006, 69; Higgs & Jones 2009, 69). Ho riopen
oBe HeCMPTHOCTH COTICTBA Y TPAAUIIMOHATHOM CMHCITY, YIIOPEe/Io II0CTOjH
U pa3BHja ce uaeja Ipyrux BUA0Ba ODECMPTHOCTH KOja Ce HAapOUMTO pas-
BUja y MOCTMOAEPHOM [PYIITBY — APYLITBEHA, JUTUTATHA, U UHCTAHT
decmprHocT (Jacobsen 2017, 11). 36or oBUX I0jaBa, paji ce 6aBU MpuUMe-
pumMa cuMOoIM4YKe HECMPTHOCTH Ha UHTEPHETY aHA/IM3UPaHUM Y OKBH-
PY eMIHPHjCKOT UCTpPasKHBama. Paj mmokasyje Ja HaydHo(paHTAaCTHUUYHEe
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Y TOITyJIapHE HJieje 0 IUTHUTAITHOj DeCMPTHOCTH HHUCY IIpaBa PeasTHOCT
OUTHTaIHe DECMPTHOCTH, Beh ce OHA MOCTH>Ke KPO3 pas3/IMUHTe PUTYya-
Jie ¥ IpaKce KOPUCHHKA HHTEpHEeTa KOjU MOTIIOMAaKy AeMOKpaTH3aIH]jy
cumboinuke 6eCMPTHOCTH.

METOZLOJIOTUJA NCTPAXKVBAHA

AHTpOIIO/IONIKA MeTOAa poydyaBaka IMo3HaTa Kao IocMaTpake ca yde-
CTBOBaWEM je Takohe MpUCyTHA Ha UHTEPHETY, U Kao TaKBa MPETEKHO
ce ofiBHMja IIO OIIIITHM METOMOJIOMIKUM IIPUHIIMIIMMA, ajik ce TaKohe
npuiarohaBa KOHTEKCTY M 3ajeIHHULIM KOja Ce Mpoy4yaBa Y BUPTYEJTHOM
npoctopy (Boellstroff et al. 2012, 72). YuecTBOBame je 3a moTpede 0BOT
UCTpaXMBaka CIIPOBEAEHO Y BULY aKTUBHOT KOpHIlIhewa APpyIITBEHHUX
Mpeska TOKOM MCTpa’khBama, rpahema CONCTBEHOT JUTHUTAJIHOT UOEH-
THUTEeTA HUCTpa’kHMBauMlle, UHTepaKIlMje ca APYTUM KOPUCHHUIIKMaA, Te
JIejbera JTUYHHUX pUUYa YHYTap 3ajefHULla U Ipylla ClequpHUIHUX 3a
HCTpaskvBakhe Ha HEKOJIUKO ItaTdopmu: Pejcdyk, UHcuiaipam, Tsuiliep,
Peguii, Tukitok, Jyiijyd. Ha oBUM miaTdopmMama Cy TpPaKeHH CIIellH-
(pUUYHH IOjMOBH y BE3U Ca TEMOM HCTpa>kuBama MNOMNYT CMPll, UOMEH,
cehame, aHheo, xamwere, ycilomMeHa U C1., Ia OU ce Ja/bOM MpPETParom
yTBphHUBao crenudurYaH cafgpkaj 3ajefHULIE OKPEHYTE OBUM TeMaMa.
Y3 oBe I03HATe APYLITBEHE Mpe’ke HaMeHCKH Cy Tpa>keHHU IIpUMepHU
WHTEepHET rpodajba U MeMOpHjaJia KOju Ce TIpaBe WU 3a Behu 6poj 1pe-
MUHYJIUX WK y clioMeH crieriuduuHe ocode (Find a Grave, osmrtnice.si,
osmrtnice.hr, cemetery.org). UHTepHET Kao I10/be UCTPAXKHUBaKkA Y OBOM
paly ce mocMaTpa Kao UCHpeljieTaHa Mpeska CBUX OBUX IIJIaTOPMHU U
CTpaHMUIIa, ycje[ Tora LITO Fa CaMU KOPUCHUIIU TaKo IMOCMAaTpajy U jep
je HeMoryhe opeoHTH caMO jefHO jaCHO MeCTO I'7ie Ce OAUrpaBajy mo-
rahaju (Guimaraes 2005, 148).

Kiby4yHH €0 UCTpa KM Baka IPeCTaB/bajy BYOMHCKHA UHTEPBjYH CIIPO-
BelleHW ca MH(pOpPMaHTUMa KOjU Cy aKTUBHU KOPHUCHHIIM MHTEepHeTa U
4YHje je UCKyCTBO I'yOUTKa ITOBe3aHO Ca UHTEPHETOM - OMJIO [la CY OHHM Ca-
MU KOPUCTHUJIM UHTEPHET IPOCTOP [1a UCKAKY XKaJ/beHe WU [a Cy BbUX0OBHU
BOJbEHHU KOjU Cy TPEMUHYJIH OUJIM KOPUCHUITY UHTEPHETAa U APYIITBEHUX
Mpeska. CaroBOpHHULIY Cy HaJla)KeHHM Ha ABa HauWHa: PBY IT'PyNy YUHHUIH
Cy JINYHH MMO3HAHUIM Kao U OHU HaheHU MeTOoIoM ,Ipy[ABe CHera“, Koja
rnoxmpasyMeBa nia Beh nmocrojehu nHpopMaHTH yryhyjy UCTpaskvBaua Ha
Ipyre nHpOpPMaHTe KOjU MOTY OOIIPUHETH UCTpPa’kKUBamwy. [Ipyra rpymna
uH(popMaHaTa je HaheHa Ha UHTEPHETY TaKo IITO je, 350T 0CeT/bUBOCTH
U UHTUMHOCTH TeMe, 00jaB/beH MMO3WUB Ha KOjH 01 IMOTEeHLIUjaTHU UHGOP-
MaHTH caMU OUpaJiu Ja ce jaBe.
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HauuHu cripoBohema NyOMHCKHUX UHTEPBjya oapehuBaHU Cy IIpemMa
u3bopy HHPOpMaHaTa U y CKJIaay ca BbUXOBHUM IpeduBajuiiteM. McKo-
pulrheHe cy cBe MOTyhHOCTH METOL0JIOTHje MHTEPHET UCTPa>khuBama U
UHTEPBjyHCama: HHTEPBjYHU CIIPOBEAEHU Y>KUBO, MTHMCAaHA eJIeKTPOHCKA
TI0IIITA, Kao ¥ ayAuo0 U BHuAeo mo3uBH (Ito 1996, 25). HekonHKo HHTEPBjya
je 0daB/LEHO KOMOWHOBAHOM METOAOM - NPBOOMTHA NMHUTamwa 06U Ouia
rnocsjaTta eJIeKTPOHCKOM TIOLITOM, a OHJa 6u ce MH(GOPMAHT KOHTAKTH-
pao IyTeM MHTEPHET MHCTAHT pa3roBopa 3apaz Aodujama AeTa/bHUjUX
U HeopMaHUjuX yBUdA. [leT MHTEPBjya je 0daB/peHO Y>KHBO. CBU HH-
TEPBjyHd Cy CHUMaHHU y BUAY BHUIEO WM ay[HO0 3allKca, CEM OHUX IPEKO
eJIeKTPOHCKE MOIITe KOjU Cy CauyBaHHU y TEKCTya/IHOj popmMu. Ca eT UH-
dopmMmaHara cy ypaheHa I10 JBa MHTEpPBjya — OBH ,IOTIYHCKU"“ UHTEPBjyHU
Cy CIIpoBeZleHU 9-12 MecelM HaKOH NMPBUX UHTEPBjya, ca HAMEPOM [Ja
Cce MCIIMTa HAauWH Ha Koju ce MHPOpPMaHTH bope ca TydbUTKOM C 063Upom
Ha BPeMEHCKY JHCTaHLy, Te [a JIU Cy UM Ce MTePCIIEKTUBE IIPOMEHHUJIE.

Hajmmaha nHpopMaHTKHBA je nMasia 20 ToOOAUHA Yy TPEHYTKY HH-
TepBjyHcama (2001. roauIlTe), a HajcTapuju UHGOPMAHT je BMao 87 ro-
nuHa (1934. roguinrte). Maja je 3amMucao dusia HalpaBUTH FreHepaLlHjCKHA
danaHc mehy nHGopMaHTUMa 300T Ho/ber y3opKa, Behu 6poj nHpopMa-
HaTa je 010 cTapuju, BEpOBAaTHO yCJIe[ YHbEHULIE [1a je OBa Ipyna UuMa-
Jia BUIIIEe UCKYCTBA Ca JUYHUM TybuliMa. Y Torjiefy poJHe CTPYKType
WH(pOpMaHaTa UCIIOCTaBHJIO Ce [ia Cy >keHe DrJie JajeKo OTBOPEHU]e 3a
pasroBop. Ha ynmyheHe Mos10e ¥ O3WBE 3a UHTEPBjY y BEJIHMKO] BehUHU
Cy Ce jaBJsbaJjie >KeHe, IITO HAM MOXe yKas3aTH Ha TO [la Cy >KeHe Kao KO-
PUCHHIIEe MHTEPHETA CKJIOHHje MPaKTUKOBaBy >Ka/belha Ha UHTEPHETY
WM OUyBaky OAUTUTAJIHUX OCTaTaKa BOJbEHUX, UJIM MaK Jla Cy CKJIOHUje
Ile/beby MHTUMHOT UCKYCTBa I'yOHUTKa U >Ka/bera. O 33 UHTEPBjYHUCaHUX
rnHOpMaHarTa, 24 cy duJsie >KeHe, 7 MyIlIKapiiy, ¥ jeqHa HeODMHapHa ocoda.

BehunHa nHpopmaHaTa gonasu u3 CjenumbeHUX AMepHUuKUXx [Ip>kaBa
U Benuke bpuTaHHuje, HEKOJIHKO BHUX je U3 Cpduje u XpBaTCKe, I10 jefi-
Ha ocoda u3 KaHapne (poheHa y Ykpajunu), Hurepuje, I'are, I'puke u Yje-
IuweHnx Apanckux Emupara. Tpeba cnoMeHYyTH Oa HUHGOOPMAaHTH U3
CAl-a u YjegumeHor KpasbeBCcTBa HHUCY CBU POheHH Y OBUM Ap>KkaBaMa,
Beh ga uM3BecTaH Opoj HUX YWHE UMUTPAHTH U3 Ap>KaBa LleHTpasHe U
Jy>kHe AMepuKke Kao U U3 Adpuke. UHTepBjyu Cy BoheHH Ha €HIVIECKOM,
CPIICKOM WJIX XPBAaTCKOM je3WKYy, 3aBHCHO O] TOTa KOjUM Ce je3UKOM Ca-
MU UH(POPMaHTH Te4HO ciy>ke. OBoMe CMO INpudernu uMajyhu y BULY
Jla je eHIJIECKU je3UK JIMHTBa (hpaHKa AUTUTAJIHOT MIPOCTOpPa, a Aa bu
ydeurhe mpeBoAMOIla Yy OBOM Ae/TUKATHOM IIPOLIECY YKJIOHW/IO UHTUMY
U NIOTEHLIHWja/IHO YHUIITHUJIO BEPOLOCTOjHOCT momaTtaka. Kako UHTepHeT
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caM 110 cedu yKJiamkha orpaHruuekha GU3UUKOT TPOCTOPA, UCTPAKUBAILE CE
¢okycHpa yrnpaBo Ha TO Ja MoKayke Koje Cy TO CIellu(HUUHOCTH UHTEP-
HeT IIPOCTOpa U UHTEPHET KYJIType Koje 0b/IUKYjy mpoLieC CMPTH KOPH-
CHUKA, 6e3 0631pa Ha BHUXOBO reorpadcko WK eTHUYKO ITIOPEKJIO. JaCHO
je, HapaBHO, la 0coba He MOXKe Y TTOTITYHOCTH HeyTpaIu30BaTH KYIATYyPY
U3 Koje J1oJIa3u M KOjy IPeHOCH Y HHTEPHET IIPOCTOP, Te Ce TIOPEKJIO UH-
¢dopmMmaHara Takohe HaBOIH Kao dUTaH (aKTop, KOjU je y3uMaH y Oajbe
pasMaTparme TOKOM aHaIUu3e.

NAEJE O PEAJTHOJ BECMPTHOCTH

ITon mojMom peasiHe becMpUIHOCIIU TIOAPAa3yMeBaMO BUl KOHTUHYUPaHE
eT3UCTeHIIHje COTICTBA MHAWBUYE, KOjHU Ce y APYIITBUMA OPHjEeHTHUCAHUM
Ka HaQyYHOM M TEXHOJIOIIKOM pPa3B0jy CIY>KU PA3/IMUATUM HAy4YHO-TEX-
HOJIOLIKMM CpPeACTBHUMaA Aa €r3UCTeHIIH]jy IIPOAY>KH IITO BUIIE, TEXKehH
Ka DeCKOHauHOM >KHBOTY. Y NTHUTaly je HU3 TEXHUKA KOjuMa DU ce OMO-
ryhuio npoziy>kaBame IMOCTOjamka COIICTBA KPO3 OApyKaBaibe I0CTojamka
Tesna (Kpo3 MeAULIMHCKE U TEXHOJIOIIKE U3yMe) UIKM XUIIOTETUYKO OJP-
>KaBamhe I0CTojarka yMa (TpPeHYTHO Y IOMeHY MHCAOHHUX eKCllepruMeHa-
Ta ¢puoszoduje ymMa ¥ HayudHe paHTacTHKe). OBy OIUCTHHKIIH]Y YBOOHUM
Ia dux je pasyMKoBasa of cumbosnuuke becmpitiHociu (y KOjOj COTICTBO
mnpecTaje Ja MOCTOjH, ajJik Tpar HHAWBUOYE OIICTaje Ha Apyre HauuHe), O
Kojoj he BuIlle peun BUTH KaCHHUje.

TexHoOJIOTHja, HayKa U OWOI0THUja [U/baHO NOKYyLIaBajy ia Hac IIpU-
dnuke nneju decMpTHOCTHU. OBO MOXXEMO BHUAETH IIPEBACXOHO Y OJHO-
Cy IIpeMa CTapoCTH, OOHOCHO Yy UMIb€HHUILIHU [1a Y MOAEPHOM 100y J/bynU
CBe BHIIIe HACTOje Ia u3berHy mnpoiiec crapema, MOTUCKYjyhy oHe Koju ce
KIacU(pHUKyjy Kao CTapd Ha MapryvHe ApylITBa U IocMaTpajyhu Ux Kao
HecriocobHe 1 HeusneuuBe (Elias 2001, 68; Milosavljevi¢ 2014b, 148-149).
Y ckyiazly ca OBUM IVIeIULITEM, IPYLITBO He IIpy>Ka OArosapajyhy HHCTU-
TYLIMOHAJIHY ¥ ITPaBHY IToMoh Koja 61 foBesa 10 modospliamka NojoKaja
cTapux Jbyou y npymtBy (Milosavljevi¢ 2014a, 206). Y 1cTo BpeMe, II0ILy-
Jlallvja CTapuX JbyOHU Ce 3alpaBo moBehaBa y OfHOCY Ha paHHje epuone
-y CAJl meo npyiTBa Koju HajOp>ke pacTe caurkbaBa IMomnysaldja u3Ha
85 rogrHa CTapoCTH OAHOCHO — OHU KOjH CIIafajy y KaTeropujy U3y3eTHO
crapuXx. To je BeiMKa pa3jiMka y ogqHocy Ha 1899. kaza je cBera 4% 1o-
nyJjanyje UMasio IIpeKko 65 roArHa, WTO 3HAUM [a Ce MIPOLIeC CTapema 1
,JIO3HOT 700a“ 3HAaTHO MPOAY>KHO, a Ca TUME U ,pa3ByKao” mpoliec CMpPTH
(Doughty 2014, 113). Y caBpeMeHOM [PYLITBY MOXXeMO MPUMETUTH TEH-
IEeHLIWjy He caMo Aa ce M3DerHe CTapeme Kao MpoLec HEro U fga ce Ipo-
IY>KY JKMBOT KOJIUKO TOJI je Moryhe ¥ TUMe KOHAauHO HM30erHe yMHUpamwe.
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[Topact HayyHUX HIeja ¥ OTKpuha y obj1acTUMa MOIIyT OUOTePOHTOJIO-
ruje (Olashansky 2006, 69) roBopH I0CTa 0 HAUMHY Ha KOjH MeqUIIHHCKA
CTQHOBMILITA IIOCMATPajy CTapOCT U CMPT Kao HELITO LITO je MOoryhe, U I0-
TpedHo, n3behu. MofepHa MajivjaTUBHA Hera Kao MeIHUIIMHCKH IIpoTrpam
OPBU IIYT Ce jaBUJIa y KACHUM IIe3eCETUM U CefaMIeCETUM roguHaMma
MIPOIIJIOT BeKa Kao OJITOBOP Ha oTpaHHUeka IPYIITBA Ja MOHYIHW KBaJIH-
TETHY HeTy mpef Kpaj )kuBoTa pactyhem 6pojy XxpoHUYHUX DojieCHHKA ca
TepMUHAJIHUM Oosiectuma (Hebert 2006, 368).

Y3 cBe OBe IIpoIiece, CMPT Ce CeIU y HOTHUILY, T1a Ce 11e0 MPOLIeC YMHU-
pama U CMPTH Memwa - OH cBe yelrhe kpehe ca ogsackoM ocobe Koja
yMupe y O0JIHUILY, UUMeE Ce OHa jaCHO OfiBaja. Y OBOM C/Iy4ajy, pa3a Koja
NpPeTX0Au CMPTH He I03BOJbaBa [a Ce CIIpOBeAy yoOuuajeHe paame Koje
ce obaBpajy y KyhHHUM yCJI0BUMa — OJ OIpalliTarkha YlaHOBa NOPOLULIE
U poAdUHe 0 PeJIUTUjCKUX 0bHYaja KOjUu ce Bpllie HEMOCPEAHO IIpe UJIr
ofMax HAKOH IITO HAaCTyINH CMPT yKyhaHnuHa. HakoH (U3HUUKe CMPTH,
Tesi0 OHBa IpedadyeHo y He-ITPOCTOP ¥ He-BpeMe DOJTHUUKe MPTBauHUIIE
ca cTporumM 3abpaHamMma NpUcCTyma. Pasinrka y ofHOCY Ha TpaJHULlMOHAHE
obpepe je y TOMe LITO OBO CTame ,IIpe CyrepUIle TPAjHO HENIPU3HABAKE
[cMpTH] Hero Mpesias, Tipe U3pa’keHy HeIlpHUjaTHOCT Hero nmpuxBaTame”
(Pavicevic¢ 2011, 27). Ca npedbaliuBakbeM IIpolleca CMPTH Y MeIUIIHUH-
CKO OKpYy>Kele CTBapa ce ocehaj n3ojaiivje Koju yrude Ha oKajiolrheHe,
npoayodspyjyhu BHUX0B ocehaj HEyromHOCTH M3a3BaH rydoutkom (Walter
1996, 36; Elias 2001, 23). HecyM®BHBO je, Hakie, 1a MeOWLIMHA U ODUOJIO-
rdja CBe BHUIlE MMAjy ayTOPUTET HaJ cMphy, Te ce IIpoliec ymHUpamwa ce-
JIK y DOJTHHILIE, Jaieko oA ouHjy jaBHOCTH (Toma 1980, 36; Bodrijar 1993,
208, Walter 1994). Ho nio okpu/beM MeJUIIMHEe, CMPT HHje HellITO IITO ce
npuxBaTra Beh HelrTo 11To Tpeda n3dehu (Aries 1974, 88-89), u MmomepaH
YyoBeK CBe BHIlle oceha mpuTHCcaK na u3berHe yMupame I10 CBaKky IIeHYy
(Bodrijar 1993, 175).

Knan u KaH objammaBajy oa MOCTOjU U jaka TEHIEHIIH]ja A Ce 3aro-
Bapa Hjeja IpoMeHe CTUJIa KUBOTA 3apajl BerOBOT IIPOAY>KETKA U OT-
KJIakhakba CUMIITOMA CTapOCTH, KaO U Pa3/IMYUTHUX DOJIECTU MTOBE3aHUX
ca crapujum nodom (Olshansky 2006, 68). OBoj Te3H1 TOIIPUHOCH U aKTH-
BaH paJ MeOHIMHCKe HayKe Ha aHTHEjIMHI TeXHHUKaMa, OGHOCHO TeX-
HHKaMa Koje he cy30UTH WM, YTOIIHUjCKM MOCMATpaHO, CAaCBUM 00ycCTa-
BUTH IIPOLIEC CTapeHa U YMHUPamka, MOTUCKYjyhH CBe IITO MJE ca CAMUM
cTapemwmeM — DoJIecT, U3HUO0JIOLIKE, TEJIECHE U eCTeTCKe ITpoMeHe (Vincent
2006, 196-199). MebhyTrM, TO HHUje ITyKo IodoJsblllakbe KBaJUTETA JKUBOTA
jep je jacHo Ia ce oBe TeXHUKe (POKYCHPajy Ha ojjiarame CTapOCTH U ca-
MHWM TUM ¥ CMPTH, Oynyhu Ja cBaka o[ OBUX TEXHHKA HUJIe PYKY IO PYKY
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ca TexHMKaMa ofjlaramka MOMEHTa CMPTH U IPOAY>KeTKa XXUBOTa. Hayka
HaM, IaK/ie, Hyau Wiy3ujy na hemo mobequTH CMPTHOCT U Jlaje HOBE MO-
ryhHOCTH U TeXHHKe Koje bu TpedaJsio ga ciayske rmogmiiahuBamy (Bonifati
2017, 159-160). Y3 oBO, 6M0TEXHOJIOTHja Ce aKTUBHO HaBU TeXHHUKaMa 3a
OpOAY>KeHe )KUBOTA U ITodey HaJ CMPTH, CBaKOAHEBHO pa3BHjajyhu HO-
Ba JOCTUTHYha U MeToie: ITpeHOCHe HallpaBe, BeIITauYKU OpraHu U TKH-
Ba, JIEKOBY ¥ XOPMOHH, UMIUIAaHTATH, TEHETCKU MOJAH(HKOBaHe bebe UTH.
(Bonifati 2017, 161-166).

CBe oBe TexHUKe ce DaBe uaejoM 6eCMPTHOCTH COTICTBA Kpo3 BecMpT-
HOCT TeJjia, OGHOCHO OUyBama CBECTH U Tejla 0co0e OHaKBHMa KaKBH Cy
duIu TOKOM >KMBOTA. [0 cala HUKO HHje yCeo Aa HOCTUTHEe CTBApHY
decMPpPTHOCT TeJia, YIIPKOC Npoay>Keky SKUBOTHOT BeKa (Brown 2017, 42).
HaBeneHe TexHHKe MOKyIIaja IPOAY>Keka JXUBOTA CaMO JOBOLE A0 YCIIO-
paBamba Ipolieca CTaperma U AeTMMUYHOT OTK/Iakhakha y3poKa CMPTH, IITO
JIOTIPUHOCH CIIOMEHYTOM ITPOAY KEY Mpolleca yMHUpamwka KojH je y JaHa-
mmkeM 100y Ha KJIM3HOj ckanu (Brown 2017, 43). Minak, camMu Mpoliecu
KOjH y3POKYjy cTapeme (Mako JoOpo U3yUeHHU) U ajbe OCTajy BaH AOMa-
11aja caBpeMeHe HayKe. YCjie[ Tora IITO TPeHYTHA TEXHOJIOUIKA JOCTHUT-
Hyha HHCY ycIiena Jia rmodefe CMpT y pealJHOM CMHCIY ¥ oMoryhe decMpT-
HOCT TeJjla ¥ CBECTH (IIa CAaMHM THUM M COIICTBA), JbyOAU KPO3 UCTOPHjY
ocexxy 3a ApyruM MeToJaMa Koje mIpeod/IuKkyjy uaejy TeaecHe decMprt-
HOCTH y HELITO APYTO — CUMOOJIMYKY DECMPTHOCT.

CMMBOJIMYKA BECMPTHOCT

Cumbdostuuxa becmMpiiHOCI je KOHILIENT KOjH je MpBHU 00/1KMKoBao PobepTt
Ilej JIudTOH, aMepHUUKH IICUXHjaTap, a Hajla/ke je IIpey3eT U KopulitheH
o[ CTpaHe APYIITBEHUX U XyMaHUCTUYKUX HAayUHHKA jep y TTOTIIYHOCTH
NpUMeBUB Ha OpojHe MpruMepe KOjH Ce jaB/bajy Y JbYACKHUM KyJITypamMa
u npymtBuMma (Bennett & Huerman 2015, 34). JIudTOH ce y OKBUPY KOH-
ernrta cuiMbosnuke 6eCMPTHOCTH (POKyCHpa Kako Ha KOHAUHOCT CMPTH
TaKo ¥ Ha IoTpedy Kojy JbyH UMajy [a ce II0OBEKY 32 CBETOM, UCTOPUjOM
U OPYLITBOM Ha HMBOY BUllIeM of, bux caMux (Lifton & Olson 1974, 34).
OBo, cTOTa, HHje peasiHa HeCMPTHOCT O KOjOj CMO ITHCAJIk rope, Beh je
IIpe peu o filocpegHoj becmpiiHocitiu (Jacobsen 2017, 62), ICUXOJIOIIKOM
IIpoliecy KOjU Cce jaB/ba M3 >KeJbe Ja Cce ImpeBa3ubhe CMPT COIICTBA U II0-
cTUrHe ocehaj KOHTUHYHUTETA, KaO U MTOBE3aHOCTHU CA OHUM IITO je Ou-
JIO TIpe >XKMBOTA JaTe 0code, Te OHUM LITO J0Ja3d HakoH mera (Lifton &
Olson 1974, 34).

JIndToH 1 OJICOH HaM HyJle HEKOJIMKO MPUHIUIA KPO3 KOje Cce CUM-
donruka 6eCMPTHOCT MOCTHXKE Y JbYJICKOM APYIITBY:
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» Brosiomiku - nogpasymeBa ocehaj noctusama OEeCMPTHOCTHA KPO3
IIOTOMCTBO; OTHOCHO OCUT'ypaBakeM [la TEHETCKU MaTepHjasl Ioje-
IUHIIQ HacTaBJba Oasby ersucreHinjy (Lifton & Olson 1974, 35).

e KpeaTuBHH - DeCMPTHOCT Ce MOCTH>Ke Kpo3 Aejia Koja IojeguHall
OCTaBH 3a coboM (TIOIYT KpeaTUBHUX U YMETHUUKHUX Aeja), KPo3
npodecHje UM MaK IMIOCTU3aKkEeM CTaTyca OUTHE JUUHOCTH.

e Teo/IOIKHM - TTIO[Ipa3yMeBa PEJIUTUjCKH KOHLIENT H&ECMPTHOCTH.

 IIpupoaHH - HarlallaBa IOBE3AHOCT TeJia U MojeAWHIA Ca IPUPOJ -
HUM LIMK/IyCHMa U IpolleChMa, IToTyT oceharba 1a CMO MU Hemope-
LUBH [0 IIPUPOJE; CBOjOM CMphy M mojiarakeM Tejia y 3eMJ/by MU
TIOHOBO MOCTAajeMO Ae0 BEITUKUX NPUPOAHUX UKITyCA.

» HcKycTBeHa TpaHCLHEeHAeHIIHja - TOCTHU3akbe IICUX0JOKHUX CTakba
POCBET/bEHA HUJIM €KCTa3e y KOojuMa Ce YHHHM [la BpeMe HecTaje,
a [a je mojeguHall M3BaH rpaHuila ceakogHeBulle (Lifton & Olson
1974, 36-37).

HaxkoH JIudToHa, 030M/bHUjUM IIpOyYaBamkeM 0eCMPTHOCTH DaBHO
ce TMOJbCKHM coluosior 3SurMyHT baymaH. 3a baymaHa, /byAacko duhe je
homo immortalis, Kora Jby[ICKO Ca3Hake 0 CMPTHOCTH Tepa [a 3aMHUI/ba
DecMPpPTHOCT, camba 0 ¥0j, U TPYOH ce 1a je mocTurHe (Jacobsen 2017, 60).
HNako BaymaH HMKa[a eKCIUIMIUTHO HE KOPUCTHU TEPMUH CUMOOIUUKA
DecMPpPTHOCT, jacHO je u3 objallilbeha HeroBUx KOHIleNnarTa Ja je To UcTa
umejy Kojy je u JIudTtoH nsHeo. OH HyAH CBOje MoJieJie ITOCTH3amka DecMpT-
HOCTH, C TUM LITO MX Ha3MWBa Uosuiukama upexuspasara. OHe ce ba-
3upajy Ha ciaegehuM uaejaMa:

» Bor ¥ pesiuruja - HOKOPHOCT PEJIMTHjCKUM MpaBW/IKMa ITo he omo-
ryhuTH HaTIIpupoAHy SecMpTHOCT UHAKUBHAYe (Jacobsen 2017, 67).

» 3ajeJHMYKM IU/bEBHU — I10jelMHAaYHA DECMPTHOCT Ce OCTBapyje (ayiu
U Maja y ApyTry IUIaH) clipaM 6eCMPTHOCTH KOJIEKTUBA, KOjHU MOXKe
dutu p>kaBa, [IapTuja uiu Hallja - KOHIIENITH KOjH yMakyjy 3Ha-
yaj uHOUBUAYyaIHe cMpTH (Jacobsen 2017, 67-8).

e JbybaB - 6eCMPTHOCT ce IpoHaJjia3u y ApyroM duhy, Kpo3 uujy jbydan
rnojegyHal MOXKe OCETUTH M ITocTihU ocehaj TpaHCLIEHAEHTHOCTH U
BeuHOCTH (Jacobsen 2017, 68).

e 3apaB/be U pU3NUKA aKTUBHOCT - YJITPAaUHIWBUAYATUCTHUYKA
HU7eja Koja MOACTHUYE MOjefHWHIIA [1a Ce TIpeTepaHo OpUHE O cedu, Te
Ha Taj HAYWH OJIJI0KK cMPT. OBU KOHIIENTH dpure o cedbu He ITOUU-
Bajy TOJIMKO Ha UAejU [Ja NojefuHAall )XMBU BEYHO KOJIUKO Ha TOME
Ila HaJ>XKuBH npyre (Jacobsen 2017, 69).
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Y3 Beh moMeHyTe TeXHUKe W KOHIlenTe, KacteHdayMm nopaje U KOH-
LeIIT acuciiupaHe decmpiiHocitiu. OBaj KOHIIENT MOoApasyMeBa yIIMBe
HOBHX TEXHOJIOTHja KOje 0Baj MyT He OTIIOMAa’Ky HJejy peasHe decMpT-
HOCTH COIICTBa Beh mpaBy cuMOoJIMUKy SecMpTHOCT — KacteHbayM oBfe
HABOJU [ia je y MUTalky TaKo3BaHa guluiiaiHa becMpiiHOC, OCTBapeHa
IpUMAapHO KpPO3 pas/IUUHTEe TEXHOJIONIKE ITPOIlece U APYIITBEHE Meauje
(Sofka et al. 2017, 173). BecMpPTHOCT Kao KOHIIEIT je drjia paHHje CKOpPO
HEMHWHOBHO ITIOBe3aHa ca PeJIUTHUjOM, aJl¥ OHa JaHacC U3/1a3u U3 Te cepe
3axBa/byjyhHy TEXHOJIOMIKKMM OOCTUTHYhHMa, Te ce masbe TIPEeHOCH Y HUH-
TEPHET NPOCTOP Kao MOTEeHLIMjaJIHO CeKy/Jlapru30BaHa. TUMe ¥ L0Ia3uMO
[0 Ueje na OHJIajH IIPOCTOP HYAU HOBU OKBUD 3@ OBY BPCTY OIJIaKMBakha
U op>KaBaka OJJHOCA ca MPeMUHY/JIUM; YaK U OHJla KaZla Ce PEJIUTHUjCKHU
acrnekT ryoy, foduja ce HOBHM MPOCTOP IAe je Moryhe ofp>kaBaTy pa3roBOp
Y OJHOC Ca TIPEMUHYJIMM KOPHUCHHUKOM, Kao 1 UCIIOJbUTH CBOja ocehama
(Irwin 2015, 120).

JacHo je oHAa Ia MOAEpHO APYIITBO CBE BHIIE ITOJIaXKe Hafe y TO Aa
HayKa U MeJHIMHA UMajy KJby4 DECMPTHOCTU M BacKpcema, 300r yera je
MOTIIyHO HOPMaJIHO A Ce OBAKBe HJeje MpeTauy y HayuyHY (haHTaCTUKY
U QUKTUBHE HapaTHBe WHCIIMPHCAaHe CTBapDHHUM IIpOMeHaMa y APYIITBY
YU HaylLHW. Y HapeZHOM oJe/bKy heMo 00jacCHHUTH Kako Beh mocToje MmoKy-
1Iaju Ja ce JOCTHUTrHe oapeheHH BHJ OUTHTa/IHe DECMPTHOCTH KOjU OU
ce basupao Ha HOpPMaLHjamMma HOOUjeHUM KP03 HIUTUTAIHU ITPOCTOP U
IpYyLITEBEHE MpesKe. YKa3aHo je Aa 3armagHa MHCAo AaJIeKo BUIlEe Bpea-
Hyje MO>K[IaHe mpoliece Of TeJeCHUX, y3uMajyhu fa je cp>k COICTBa, Ia
THMeE M >KMBOTA, Y OBUM obyiacTuMma 4yoBeka (Vukovi¢ 2007, 346-368).
HMHTepHeT, Kao MoJbe Ha KOME Ce UAEeHTUTET I'Paihd Ha OCHOBY CBECTH O
cedu U COTICTBY KpO3 MHUCAOHE MPOLiece, IOTUYHO ce HaMehe Kao IJIaBHO
M0JIa3UIITE 3a MMOTEHIIWjaTHO 0decMphuBamke JUUHOT uaeHTUTeTa. OBe
HUleje Cy cTapuje Ol caMe MomnyJapu3alidje MHTEPHET IIPOCTopa — Hayd-
Ha ¢aHTacTHKa Beh HeKo BpeMe Hy[ld HapaTHBe O Pa3JIuUHUTHM MOTyh-
HOCTMMa KaKo KJIOHHpama Tejia Tako U OYyBaka CBECTH. Y CKJIOMY Ha-
y4He (baHTaCTHUKE aJIi U cCaBpeMeHe CBaKOAHEBUIIE, UIleje U (paHTa3Huje o
KJIOHHpamy Cy IIoCTajie ,Je0 MUTOJIOTHje caBpeMeHor noda“ (Antonijevic
2012, 360). Y ckiagy ca CBUMe OBMM, XapapHu objallilbaBa Ia y MOJep-
HOM 100y A0/Ta3H A0 CTBapakha TEXHOJIOMIKUX U laTa PeJIUTHja, OMHOCHU
JbyAU KOjH TTOCMaTpajy TEXHOJIOTHUjy, MYHTEPHET U AaTy Ha HAaUWH Ha KOju
penuryvja cariemaBa do>kaHcTBa (Harari 2015, 370, 381-386). 360r ToOra,
uieje o ourMTaBamwy yMa, OJip>kaBaky BUPTYE/JHOT ceharba U JUTUTAIHA
DecMpPTHOCT y ceKy/J1apHOj cepH IIpey3uMajy uleje Koje cy paHHje duie
Be3aHe IIPUMAapHO 3a PEeJIUTH]Y.
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OUTUTAJIHO BACKPCHY hE

Kapa je peu o noTeHIIHjaTHOj CUMOOJIMYKOj AUTHUTAJIHO] DECMPTHOCTH,
HajBuIlle obehaBa M TeMa je BeJHKe CIieKyJIallFje oIlliHja 3a Kojy hemo
YIIOTPeOUTH TEPMUH guiuiliasiHO BackpcHyhe. OHO TloApasyMeBa Ja ce
ocoda, Ha ogpeheHM HAUMH, ,BpaTH y >KUBOT" KOPHUIITEHEM TEXHOJIOIII-
KMX MOTYhHOCTH [a ce HeuHje COINCTBO peKpeupa myTeM guiuillasHux
ocllaiaka VHOWBUAYe. [JJUTUTATHU OCTallk CyIITUHCKH oA pa3yMeBajy
CBAKOBPCHe UTUTAJIM30BaHe MMoJaTKe 0 HeUUjoj JUUHOCTH - OUJIo Aa cy
y IIATaky CTOTUHE XW/baJda CaTH ayJAHOBU3yeTHUX 3allyca Mo3HaTe JTHU-
HOCTH WJIH, NIaK, Mpo3anyHuje dpoTtorpaduje, mecmMe, TEKCTOBH, IIOPYKe
ocCTajie M3a HeKkora Mame IosHator. OHu opMupajy a3y Koja ce gaswe
MO>XKe MAIIWHCKM OOpaJWuTHU pafHu CHHTE3e HOBUX WH(OpMalLHja, Koje
HaM y HEKOM CMUCIIY, MOTY IIDY>KUTU WIY3Hjy Oa Ce HeuHje COIICTBO Ha-
CTaBWJIO U A Ce UCKa3dyje JUTUTAIIHUM ITyTEM.

Moskaa Hajmo3HaTHju TIPUMEDPH OBOra Cy yrorpeda TEXHOJIOTH]e 3a
»,BacKkpcHyhe" nmo3HaTux ocobda moImyT pernepa Tymaka Illakypa - BHIEO,
ay[uo U Apyre AUTUTAJIHE HH(OpMalHje cy Ouie UCKOpHIlTheHe fa Ou ce
OBaj perep ,BpaTHO Yy >KUBOT" 1 ,,HACTyIIa0" y BUMLY XoJiorpaMa (ayaIHoBH-
3yeJIHe MpeacTaBe) KOju peKpeupa U3Iie, KpeTake U rOBOP IMOKOjHUKA
(Sofka etal.2017, 176). OBa MeTofia je TJIaHKWPaHa Aa OyAe KopultheHa U
3a pea/iM3alivjy TypHeje neBauulie EjMu BajHxayc, aju ce 300r ,CIielu-
duUHe oceT/bHMBe TeMaTHKe" oflycTasio of Tora (B. Snapes 2019). Ho, oBa-
KaB cBeoDyxBaTaH HAaUWH peKpeallvje HeUHjer JUKa U3UCKYje 030usbHe
pecypce BaH foMalllaja OOMYHOT YOBEKA, aJIA Y IoMalllajy KopIiopaluja
KOje uMajy TeXHUUKe MOryhHOCTH (Kao U (hMHaHCHjCKHU UHTEpeC) Aa I1o-
KOjHe CJIaBHE JIMYHOCTH OXKMBE KPO3, CYLUTUHCKH, TeaTapCKy OIceHy ba-
3UpaHy Ha HUXOBOM ITPEI03HAT/bUBOM UAEHTUTETY.

[Tocnenwux AeceTak TOAWHA Cy Ce Y BECTHMa I0jaBUjie HHMOpMa-
II¥je O pa3IMUUTHUM HAejaMa oa Ce KpOo3 JUTHUTAIHE MeAHje ocodba y
onpeheHOM CMUCIy BACKpPCHe. JelaH Ol HBUX je TaKo3BaHU JIyka ueil-
boli - mporpaM ocIiocodJbeH ja BOLHW Pa3rOBOP Ha OCHOBY ayTOHOMHOT U
diiekcubUIHOT leJioBaka U pe30HOBaHa, YeCTO ca eJleMeHHMa BelllTau-
Ke HHTenureHIrje. OBo je buo mpojekatr ymeTHHUIle EyreHuje Kyjoe Koja
je, HaKOH CMPTH CBOT MpHjaTte/ba POMaHa, ofjiyuyn/ia ia leroBe IUTrHu-
TaJIHE OCTaTKe MCKOPHCTH Y CBpXe oyyBama cehama Ha wera (B. Newton
2016). OHa je uaejy noduia HaKOH IJieflatba en30[e cepHuje L[pHo oiste-
gaJsio y Kojoj jyHaKuma Aobuja MoryhHOCT 1a pa3roBapa ca CBOjHM IIpe-
MHWHYJIHMM MYy>XXeM y3 moMoh nporpama Koju 0>KMBJ/baBa HerOBY JIMYHOCT
Ha OCHOBY HEroBUX OJUTHTAJIHUX IofaTaka. Kyjma je ycriesia na Harpa-
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BU UeT alIMKalHjy y K0joj je Moryhe BOOUTH pa3roBOp ca IMpOrpaMoM
KOju UMHTHpa PoMaHa Ha OCHOBY MH(OpMaliFja Koje Cy H3ByUeHe ca
PoMaHOBUX OPYLITBEHUX Mpexka U U3 JIMUYHUX Iopyka. Ha oCHOBY To-
ra, HaIrpaBJ/beHa je Has3a uaeja, ppasa u cehama Ha OCHOBY KOjUX Ce II0-
ctke ocehaj ma je PomaH Taj Koju oaroBapa Ha mmopyke. Kyjoa je duna
3a7I0BO/bHA MPOTPAaMOM M HAaUHMHOM Ha KOjU je OH Mpyskao yTexy, ajix
ocehama apyrux (ykpyuyjyhu u PomaHoBoOr o1la) 6usa cy moMmelniaHa
- HEKH Cy YaK HaBeJU KaKo YOIIILITe HHUje CXBaTHUJIa JIeKLIHUjy KOjy HOCH
IIpHo oinegasio ca CBOjuM aMOHBa/IeHTHUM, JOHEeK/Ie Y3HeMUDYjyhum
KpajeM (Zlatovi¢ 2021, 539).

MapTtuHa PoTbsat, ripely3eTHHUIIA, O/lJIa3H KOpakK Jdaske M MoJIa3u A0
Huleje ma HanpaBu podora moxa uMeHoM BrHa48 Koju he dutu y onpehe-
HOM CMHUCJTy KJIOH BheHe TTapHepke buHe AcnieH (TED 2015). 3apan UMU-
THUpama BuHe, y poboTa je yUUTaHO CTOTHHE CaTH AUTUTAJTHUX UH(POMa-
nuja (B. Hanson Robotics 2022). Mizeja je na oBaj podoT mpeacTaB/ba TOP30
JJIpaBe bruHe", ailu U HeHy JUUYHOCT. Ha nuTame [a W OH IpeacTaBiba
HUCTYy 0Ccody WM HOBY 0cody, MapTHHa PoTbiar objalimaBa:

»Ja MUCJIUM [1a OHO LITO je YYUTAHO jeCU TH, TO je TBOja [IepCOHa, Y CTBa-
PM TO je Kpeall¥ja TBOT yMa U ycJie[, 3aKOHa O UHTeJIeKTyaITHOM BJiac-
HUIITBY U ayTOPCKOM [EJTy, TO jeCH TH. [...] To jecTe mpyra CBecT, jep 3Ha o[
MOMeHTa Kajia je KpeupaHo Aa Huje opuruHan” (Aging Reversed 2016).

Ona pmak/ie yBuba la 0BO HHje CBECT heHe ITapTHEPKE, Ja He [10J/1a3HU
[0 peasHe DEeCMPTHOCTH, ajii oMoryhaBa HEKHU BUJ JUTHATaIHE DeCMPT-
HOCTH - WIHM IaK, BackpcHyhe - maTe ocobe. Peakiivje cy ImoMmeliaHe - y
KOMEeHTapuMa Ha/Jla3UMO OHE KOjyu CMaTpajy Oa je MapTHhHa reHujajiHa,
10 OHUX KOjH Ce yIIpaBO MO3UBajy Ha I[pHO olJiegaJio U OMMAaCHOCTU HO-
BUX TeXHOJIOTHja. Mieja a TeXHOJIOTHja U MallllHa Mpey3My KOHTPOJLY
HaJ TeJleCHUM aTpudyTHMa M3a3uBa Beh Mo3HaTH cTpax o[ TEXHOJIOTH]eE,
KJIOHMpama ¥ yYUTaBamka yMOBa KOju Y OBUM HapaTUBHUMa IIpeCcTaB/ba
CTpax of IpeKopadyhBamka rpaHulle, OOHOCHO ,Urpama dora“ (Antonijevic
2012, 361). Jlyka BoT kKao u briHa48, nipeBuUlile nperinhy KOHIIENTe COoTl-
CTBa ¥ MalllMHE OJHOCHO TEXHOJIOTHje, IITO Takohe h3a3ruBa CTpax Of I'y-
OMTKa rpaHulie uaMel)y /bygckol U guiuiiaHoi, og 30ymwyjyhe v 3adpuma-
Bajyhe TpaHchopMallvje peaiHOT CBeTa Y TEXHOJIOIWIKH CBET, TyOUTaK
WHOWBHUAyaIU3Ma U otyheme (Gavrilovi¢ 1986, 60).

KonuKko rofi 0BU KOHLENTH Oylle cTpax y JbyAuMa, IIUTabe je Aa Jiu
Cy OHH yoriuTe ¥ Mmoryhu. Maza JIyka ueT-60T ¥ bruHa48 GyHKIIMOHHUIILY,
OHH Ca Pa3JIoTOM HUCY JUCTPUOYHUPAHU OTBOPEHO jep BelllTaukKa UHTETH-
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reHIIWja HUje OOCTUIJIA CTaAujyM y KoMe he oBe TexHoJ0THje (pyHKIIHO-
HUCATH CaBplIeHO, 6e3 rpeliky y KOMyHHUKAallMjyd ¥ [IOHAIIaY.

BelTauka MHTe/JIUTEHIIHja Kao KOHLIETIT MMa HEKOJIUKO AeUHHUIIH]ja.
JOMUHaHTHa je OHa KOja je KapaKTepHllle Kao MalllMHCKO yUere, O0HOC-
HO MOryhHOCT KOMITjyTepa ¥ MalllMHe [a HallpaBe aJiropuTaM basupaH
Ha nopamnuMa U3 Kojux ce u3Boze IpaBuia (Van Belkom 2019, 2). OHa
ce KOPHUCTHU U Kao HA3UB 3a eMyJIauujy yeoi Mo3ia Kao U MOXgaHO-pa-
yyHapcku uHitiepgejc (MecTo Iae ce ABa CUcTeMa cycpehy v uHTeparyjy)
(Van Belkom 2019, 2). Kao u cTpax of TeXHOJIOTHje YOIIIITEHO, CTpax U
NPOTHUBJbEHE BEIITAYKOj MHTEJIUTEHILIHjH LIUPOKO CY PACITPOCTPAKEHH —
o7 Jby[IH KOju MHCJIe la he MalllHe Tpey3eTH CBe, ITpeKo HaydyHHKa I10-
nyT CTuBeHa XOKHWHTa KOjH je yImo3opaBao [a je BellTayka UHTEJIUTEH-
uja Kpaj yoBeuaHcTBa (Van Belkom 2019, 2), ta 7o 6pojHUX GUIMOBaA
KOjH OCJIMKaBajy OJUCTOIMHjCKe MOIyhHOCTH ca IIoOpacTOM BelllTauke HHTe-
JINTeHIIHje, YaK 1 Kaj je ped yrIpaBo 0 TeMaMa CMPTH (B. Zlatovic¢ 2021).

Ho, BeniTauka MHTeJIUTeHIIHja Ha KOjy Ce MUCJIU KaZia Ce TOBOPHU O MO-
ryhHOCTUMa MPOoAY>KeTKa >KMBOTa ITPeKO MHTEPHETA 3aca/i HUje pa3BHjeHa.
Ta reHepasiHa BelllITauka UHillesiuieHYuja Tpedasio 61 ga Moxke 1a TOCTUT-
He MOTyhHOCTH YOBeKa IIOIIyT aflanTallkje Ha HOBY cpenuHy (Van Belkom
2019, 3). MpeanHa (3a can HerocTtojeha) Bep3uja ou dusa Bewiiauka cy-
flepuHitienTuieHyuja Koja 61 duIa CriocodbHa M 3a KpeaTHUBHOCT, ocehamba
U IIO0Be3MBame Ha NpYLITBEHOM HUBOY. [IpyrMM peuuMa, BellTauka WH-
TeJIMTeHLIja OU IOCTUIIa CBe MOTYhHOCTH JbyAckor mosra (Van Belkom
2019, 3). OBa Bep3uja dbu Tpedasio ma oMmoryhu pa3BHjarbe IIOCTXYMHOT
UOEHTUTETa 0Code, aJiv je OHa TPEHYTHO MOTIIYHO HEJOCTM>)KHA. 3a caja
je HajBUIIU HUBO IIOCTUTHYTE BELITauke UHTEJIUTEHLIU]je YCKO Bewllaukad
uHWesuieHyuja Koja je dasupaHa Ha obaB/bamy CIEU(MUYHOT 3a4aTKa.
To 3HauUM [a ce MalllMHA TporpaMupa Aa ocBaja ogpeheHo mospe 3HAKA U
Ila MoXKe Y OKBUDY 1era fia npeaBunu moryhe ucxone (Van Belkom 2019,
3). CnomeHyTH Jlyka 4yeT-60T, Ha mpuMep, GYHKIUOHHUILIE Ha OBaj HAYHH:
OH TIOBJIauM MH(OpMaliHje U3 rocrojehux ropyka, odjaBa v ApyTUX AUTH-
TAJIHUX OocTaTaka PomaHa MasypeHKa. Ha 0CHOBy TUX HH(OpMalirja, OH
MO>XKe [ia TIPeABUAX TOK pPas3roBopa U [ia IIPY>KU OATOBOP KOjH je y CKIaay
ca mocrojehom 6azomM nHpopMalija. MehyTHM, oH He Moxke Aa (pyHKITHO-
HMUIIle U3BaH TOra ¥ [ja pa3BHja CBOj OHHOCHO POMaHOB UJEHTUTET.

PEAJTHOCT ANTUTATHE BECMPTHOCTH

Hajuenrthu HauMH MoCcTH3akha JUTHTa/IHE HeCMPTHOCTH HHUje #TeXHOJIOII-
KM KOMIIJIEKCaH; OHJa KaJia He fohe 40 IMOTIYHOT 3aBplIeTKa odpefa mpe-
Jla3a MHTepHEeT Hyau MOTryhHOCT TpaHchopMucamha BpeMeHCKOT OKBHUpa U
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Ipoay>keTKa eproa >kasbera (Zlatovi¢ 2022, 30), Hajuelrhe y BULY IIPO-
Iy>KeTKa IMMHWHaJIHE (ha3e Koja 0buIyje TexHHMKaMma ITpoAy>KeTKa OgHOCca
ca mpeMHUHYJIoM ocoboM (Zlatovi¢ 2022, 22-24). Hajsehu 6poj oxkasonihe-
HHUX UIIaK HUCY CIIEel[HjaJIUCTH 3a BEIITAaYKy UHTEJIUTEHILIHUjY U HEMA]y pe-
CypCe a JUTHUTAIHE OCTATKe CBOjUX NIPEMHUHYJIMX ITPETBOPE y 4eT-00TOo-
Be WJIH Heke Ipyre 0b/inke aKTHBHE NBOCMeEpHe KoMyHHKalirje. OHU ce
MoOpajy 3aJ0BOJBUTH OHUME IIITO je 0CTAJI0 h3a IPEMUHYJIOT, KOjH OIIET, Y
HajBeheM 6pojy ciry4yajeBa, HHje 0CTaBHO U3a cebe 0busbe mogaTaKa Koju-
Ma bU ce 1o TaHUMHA MOrao PeKOHCTPYHUCTAaTH KBeroB JIUK. OBa IUTUTAIHA
decMpTHOCT moapa3syMeBa oapeheHy liacusHy becmpitiHOCUI ba3supaHy Ha
IWUTUTAJIHUM OCTallkMa ITpeMUHYyJie 0code — lheHUM IPYIITBEHUM Mpe-
>KaMa, UMej/IoBUMa, Iopykama U cia. (Sofka et. al. 2017, 174). Obenexje
OBe DeCMPTHOCTH je ’heHa jeMHOCMEPHOCT — He ITOCTOjH! mMporpaM Koju he
CUHTETHCATH HOBe WH(GOpMalltje U IIPY>KUTH UX oXKajollheHWMa; OHHU
ce M0pajy 3al0BOJbUTHA OHHUM LITO je OCTaJI0 Ha APYLWITBEHUM MpeXkaMma
Y TPEHYTKY CMPTH. Y OKBUPY HCTpPaskKHBaka O MOTEeHIIHjaJTHOM OTICTaHKY
OUTUTATHOT UAEHTUTEeTa Ha APYIITBEHUM MpeXkaMa, yTBpheHe cy Heke
o[, MeTOAA KOje JbyOU KOPUCTe fa OU cadyBaiid BUPTYeJHE OCTAaTKe CBOjUX
BosbeHUX. Xapu (71, CAl) ogsiyuno je ga 3aap>ku ¢pejcbyk cTpaHULLY U 1A
HacTaBH Ja miaha TesedoHCKy MpeTyiaTy 3a 6poj Koju je 0cTao U3a mwe-
roBe IpeMHHYJIe cynpyre Muiiesn. M geiia ¥ oH Cy 3Ba/IM 6poj — >KeJiesik
Cy a 4yjy IIOpYKy Ha CeKpeTapHLiH Kojy je OHa OCTaBHJIa, aJId U 1a CaMH
oCTaBe IOPYyKy. Xapu odjamimasa: ,FbeHa mopyKa HHUje HUIITA IT0CeHHO,
camo: OBae Muiliesi, OCTaBUTE MOPYKY ", UMHUTHUPAO je BECEIU U eHEPTUY-
HU TOH I1aca. OH objaimaBa 300T yera Ccy IO3UBaH:

LAyTH je 1a ce cMeje, UYTH HeH Ijiac... MUCIHUM 1a je To OUTHO, MHU-
C/IUM [a je JbyArMa IoTpedHa Ta Besa. JIako je y3eTu TesieoH U yKy-
naTtu 6poj, ¥ oreT Ho6uTH Taj ocehaj ga he cBe 6UTH OKej, HAPOUHUTO OH-
Jla Kaja HajBulle H0H, KaJ, THU Ce cplie caaMa. MUCIUM [a je To Maia
1IeHa Ia ce Iu1aTy. [loMa’ke MU U Ia 3HAM [a IoMa’ke lhHUMa [aeiu)].

CnuuHo oBoMe, [lecuka (35, CA/]) ciiasia je objaBe Ha MajuuH dejcdyk
npodus Koju je KaCHHje MeMOpHjaIl30BaH, a Ha ITUTamke [1a JIU joj je To
IIOMOIJIO, OHa Kao Ja OKJeBa y OATOBOpY, CKpehe mornen, U He XXelu y
TOTITYHOCTH [a ITpHU3Ha KaKo ce oceTua: ,He 3HaM Kako To Aa 06jacHUM.
Oceha ce HeKaKo Kao [a je Be3a U Aasbe Ty.' [IoHeKal je JOBO/BHO U CAMO
oApyKaBame IMpoduia Ha UHTEPHETY, KAo U Iperjiefawke OHOTa LITO je
IpeMHuHYyJ/a 0coda objaB/pbHBajia ¥ MHcaJa da OU oKaiolheHU 0CEeTHIIHU
oJlaKIlIame MOBOAOM IryduTKa. HekonuiuivHa HH(popMaHara je mpu3Hasa
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Ila ce Bpaha Ha objaBe, CJIMKe U OPYKe KOje Cy OCTajle 3a BbUXOBUM BOJbe-
HHMa, Te Ia UM TO UecTo OyIH I03UTUBHe eMoliyje. EMuinja (28, Cpduja)
poJiasy’ia je Kpo3 IOPYKe KOje je mesinjia ca CBOjUM IIpHjaTe/beM KOjH je
U3BPIINO CAaMOYOHCTBO:

,JaKO caM Cce Yy HO OCeTUJIa jep Me je TO BpaTUJIO Y HEKHU JKUBOT KOjU
ja BHUIlle HeMaM, Kao [Ia ce HUje [ecuo MeHHU. [Ipo1sio je TOJIUKO Bpe-
MeHa... To MU je Kao HeKH ApPYIr'y KUBOT IOTIIYHO. [...] ATH MUCIUM
Jla caM y TOM JIMCTamy 3allpaBo OJJIy4ynsia [ia eTo TO je OUO0 OH, Ta HeKa
jlarogHa KOHBep3aliyja 0 CTBapHMa Koje MoXKAa HUCY jlarogHe.”

W3 cBemouena je jacHa roTpeda HHGOpMaHaTa Ja YCTaHOBE CBOj PUTY-
aJI Koju he M ,,00KMBeTH" 0c00y OHAaKBOM KaKBa je OHa OuJjia y Haj/IenIuM
U peripe3eHTaTHBHUM MOMEHTHMa ITpe CMPTU. Ha CUMBOTMUYKY HAauUH,
OCpPeACTBOM TEXHOJIOTHje, OHU DMpajy Aa ce MoAceTe JIENUX yCIoMeHa
Koje IIOMasKy y oAp>kKaBaiby Heje U JKUBOTa IIpeMHHYyJ/e ocode. M3 Bu-
XOBHX CBeZlOUEHA Ce BUAH 1A je ’hUMa jaCcHO [ja OHU I0>KWBJ/baBajy KOMY-
HUKAIHUjy IPeKo APYIITBEHUX Mpeska ca IIPeEMHUHY/INMa Kao jeTHOCTpaHU
O[HOC KOjU ce He MO>Ke MPOAYOUTH WJIM HAaCTaBUTH, U Jla He raje Hiy-
3Uje Ja mpeMHHYya 0coda MoXKe OATOBOPUTH. PaHMja UCTpaskuBamwba Cy
Takohe 0BO MOTBpAMJIA Ca Ha/la3MMa Jia BpJI0 MaJd Opoj Jbyou cmaTpa
Jla Cy IPeEMHWHYJIM CBECHU MOPYyKa Koje Ccy UM ynyheHe Ha OPYIITBEHUM
mpeskaMa (Sofka 2020, 63). OBaKBH OAHOCH ITpeACTaB/bajy Mapacoliyjali-
He OJJTHOCE, ¥ YECTO Ce BOAE Ca AUTUTATHUM NPOGUIHNMa MeAHjCKUX JIUY-
HOCTH, CJIaBHUX 0c00a, Kao ¥ GUKTUBHUX JINKOBA. [lapaconivjaJHA OGHO-
CHM 3Haue [Ja jeagHa ocoda muille Apyroj, obpaha joj ce IMUHO U y APYTOM
JIVMILY, JT¥ Ca Ca3HambeM [a je MaJia lIaHca Aa TpyuMasial OATOBOPH, WX
Jla IIaHCa YOIIIITe He MOCTOjH (KaAa je Ha IPUMeEpP ped 0 USMHULI/bEHUM
JINKOBHMMaA). Y CBeMYy OBOMe, 0ocoba Koja KOMYyHHIIMpa raju uaejy mpuc-
HocTHu ofpeheHe BpcTe. OBaj mapacoljaTHX OAHOC je ITPOAyOJbeH U hEe-
HULIOM [1a y AUTUTAJIHOM IIPOCTOPY IMOCTOjU ofpeheHa, Ma KOJIUKO MaJia,
1IaHca fa nmosHara ocoda BUAU 00jaBy, OATOBOPH, JIajKyje, WU MOXKAa U
drokupa noun/eaolia. Ha oBaj HauMH o6oskaBaoIM ce ocehajy Kao Aa je
KOMYHHUKaLWja IBOCMEDHA U peajiHa, YaK U Kaja je y MUTakby CaMO CUM-
donruKka WHTepaKiyja, ITO Npoaydb/byje 3Hadaj mapacorjaJIHOT OIHO-
ca (Yan & Yang 2020, 3). Ho, buTHO je ucrahu ga rmapacoiiyjajiHu OIHOCHU
IOYHBajy Ha Hajuellhe jeTHOCMEPHO] KOMYHHUKAIIH]jH, jep TTOIIUbasiall
He noduja KOpUCT oA ApyTe ocobe Koja ce oueKkyje oA Mehy/byacKke KOMY-
HUKaLWje - eMOTUBHY NOPIIKY, CaBeT, GMHAHCH]jCKY IToMoh, U ci1. Yak u
KaZla KOpUCHUK UHTepHeTa UMa ocehaj mpuxBaTama WU 0CeTH OJIMCKOCT
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Y OBaKBOM OIIHOCY, ¥ Ja/be HE0CTajy MHOTH acClleKTH IBOCMEPHE KOMY-
HUKallUje WU JUUYHE JOOUTHU KOju Mpou3uia3ze U3 MehysbylcKe UHTe-
pakuuje (Osterman & Hecmanczuk 2019, 4). Y MoMeHTHMa KafZla A0Jia3u
0 KOMYHHUKAIMje ca IUTUTATHUM UAEHTUTETOM IIpEMUHYJIEe 0code, U3
cBeJouema MHGOpPMaHaTa ce MOXKe CXBAaTUTH Aa OHHU, Kao U Y APYTUM T1a-
pacoudjaJHUM OOHOCHMaA, HUTH N00Hjajy cBe beHedHlIUje MehysbyacKe
KOMYHUKalHje, HUTU UX 0UeKYjy. YIIPKOC TOME, OHU U [ajbe TeXe Jla Ce
noxcere deHedUIHja Koje jecy modHjasn, Kao M Ia KpO03 KOMYHHKALIHjy
OBe BpPCTe cauyyBajy UAEHTHUTET MpeMHHYyJie ocode y HeEKOM BHUAY. Kako
uHpopMaHTKHba [JoMHUHUK (45, CAJl, mopekyioM u3 Hukaparse) cama
odjalimaBa, peu je 0 ofp>kaBakby YCIIOMEHE y JKUBOTY:

Y XUCITaHO KyJITypaMa II0CTOjU Heja Ia HekKa ocoda >KUBH JIOK T'OJI ce
0 K0j IpuyYajy npuye. Tako Ja MU HaCTaB/baMO [Ia IpAUYaMO O HalIOj
Majlu Ja oHa He 61 ympiia. ITocToju Taj meo we Koju joIl >KUBHU. U Kaf
ofie IOCeNHU YOBEK KOjU ce ceha meHOor UMeHa, BheHUX IIpUYa, OHZA
je To MOMeHaT KaJla OHa MOTIIYHO HecTaje y eHepruje cBeTa. 3aTo MU-
CJIUM [a je dejcdyk, rme uMaM HheHe CIHKe, ITpesielia cTBap jep onp-
»KaBa yCIIOMeHY Ha By >KUBOM M JbY[IHM HacTaB/bajy Aa IIpHUUajy mpuye
0 10j, ITa e0 ’be HUje yMpo. Maia oHa (pHU3UUKU HHje Ty, pejcdyk 1mo-
MasKe [ja ce OIP>KH Taj meo.”

Axo 1iocToju uaeja na (MOTIIyHa) CMPT HACTyIla OHAA Kaja APYIITBO
BUIIIEe HeEMa OUJI0 KaKBY HHTEPKALIHjy ca TPEMHUHYJIOM 0CODOM, KaZla lbeH
UIEHTUTET IpecTaHe [la ce pa3BHja, U KaJl OHa MmajHe y 3abopas, OHIA
MoskeMo pehu fa ocoba Moxke TTOCTHhU IUTUTATHY CUMOOIUUYKY HecMpT-
HOCT [IOK rofj OBa ApYyIITBEHA CMPT HHUje HacTynuiaa. OHa HUje 0be3dehe-
Ha CBUM IIpEMHUHYJ/IMMaA, aJI¥ jecTe MOCTyIIHA OHMMa YUju oxkasiolrtheHH
OITyUyjy Ja KOPUCTe BUPTYEJIHU MIPOCTOP 3apaj NpoayKeTKa ogHOoca U
Ofp>KaBawa UIEHTUTeTa IpeMUuHyJse ocode. Y3 u3jaBe Kojy maje Jomu-
HHK jacHO je Ia oBaj BUO CHMOOJIHMUYKe DeCMPTHOCTH HHje HOB, aJill OH
jecte MpoLIMpPEH ca I10jaBOM UHTEPHETA, Te TI0CTaje JOCTYIIHUjU CBUMa
KOjU ce KOpHCTe JUTUTAJTHUM IIPOCTOpUMa, HyAdehu HOBe TeXHHUKE CTa-
PUM KOHILIENITUMA.

[IprCcyTHOCT OBAKBOT KOHIIENTA je JOKa3 BeoMa OWMTHe ITPOMeHe y
MoJepHOM ApyWTBY. CuMboInUKa 6eCMPTHOCT y APYIITBEHOM U Kpea-
TUBHOM CMUC/IY BUIIE HUje pe3epBrCcaHa caMo 3a Xepoje, jyHaKe, yMeT-
HUKe, OHOCHO OHE KOjU Cy OCTUI/IU BeJUKa fesia. Mana UHTEpHET Kao
matgdopMma yTBphyje craTyc DeCMPTHOCTH 3a MO3HATe, OH M0 NPBU MYT
Hyau oapeheHy 0eCMPTHOCT 3a MPeMUHYJIE KOjH 3a JKUBOTA HUCY MTOCTHUT -
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JI UCTaKHYTH OPYIITBEHHU cTaTyc. Y nasbe ce BUAU ofpeheHa 04BOjeHOCT
Mebhy oHHMMa KOju IOCTH>KY CUMOOIMUKY 6eCMPTHOCT, aJI OBa Iofiejia ce
He BPLIM Ha OCHOBHM €KOHOMCKOT WUJIM ITOJTUTUYKOT cTaTyca 0 Kojoj je bo-
Ipujap nucao (Bodrijar 1993, 144). BeCcMpTHOCT HUje BHIlle CaMO ,IIPU-
BUJIETH]a jeSHE KyJIType" - y OKBUPY chepe UHTepHETA HECMPTHOCT MOTY
nocTuhw u ,Jiyaany, gela, KpuMuHaaou" (Bodrijar 1993, 144). laHalIke
(yHKLUHOHHCake CBeTa HyU TaKO3BaHy IeMOKpaTHU3allkjy CMPTH Yy K0joj
ce IIyTeM TEXHOJIOTHje U APYLITBEHUX MpeyKa faieko Behem 6pojy bynu
HYIH MOTYhHOCT J1a OCTaBe Tpar U oyny 3anamheHH y ApywTBy (Jacobsen
2017, 72).

Kako TesiecHa HeCMPTHOCT y TPeHYTKY MHCaka OBOT pajia HUje Mo-
ryha, jacHo je ga Jbyay MOKyIIaBajy Aa Ha pa3/iMurdTe HauMHe IpeBasuby
,JAPEINpeKy” CMPTH U ,0p>kKe KOHTAKT" HEKE BPCTe ca MpeMHUHYIUM. OBO
ce y IWTepaTypyu Ha3uBa NpoAy>KeHa Be3a (continuing bond) v o3Haua-
Ba HAUYWH Ha KOjH Ce, KAaKO PUTYyaJIHO TaKO M JIMYHO, OLHOC Ca 0COOOM
HacTaB/ba U HAKOH HeHe cMPTH (Irwin 2015, 121). OBy uzmejy cy Xayapn
u Kitac mpuMeTUan UCTUUYhU fa y AMepULd TIOCTOjU TeHOeHIHja da
ce bpuIly rpaHuIle U3Mely KMBOTa U CMPTH, IITO ce pediekTyje y MmoT-
pa3u 3a decMpTHOIIhy U y TIpoAy>KaBaky OHOCA Ca ITPEMUHYJIOM 0CO-
dom (Irwin 2015, 121). JacHoO je ma oBO HHje caMo (peHOMEH aMepPHUUKOT
IpyIITBa — OpojHe mpHye U Jejia pUKIIHUje KOju ce baBe TeMOM becMpT-
HOCTH CBeZIOY€e O JKeJbU M HAaUWHY Ha KOjH JbYyOH KOHCTPYHILY OAHOC ca
npeMUuHYJI0M 0coboMm. 'poBHO MeCTO ce MCTHYe Kao Hajuenthe MecTo
CyCpeTa, HapOuHuTO y APYyUITBUMaA KOja Ce Makbe cejie U 0CTajy (pU3UUKHU
dnusy mecra rie je Heko caxpameH (Klass 2006, 849). Y AUTHTa/IHOM [10-
Oy ce oBa ODMTHOCT IPODHOI MecTa Kao MecTa CycpeTa MCTHYe jolll BHUIIe
OpOjHUM BUPTYya/IHUM JOCTUTHyhHMa M TEXHOJIOTHjaMa, Kao IITO je Ha
npumMmep Kopuiitherwe QR Kojla Ha HaArpoOHUM TJIoUaMa fa 61 ImoceTHo-
U MOTJIM a HA UHTEPEHTY ITPOYMUTAjy HH(MOPMAaLHje 0 IPEMUHYJIOM (B.
Kneese 2014; Quiring 2023; QR Memories 2023). OBae BUAUMO U KOHKpe-
TaH HauWH Ha KOjU Ce IUTHUTA/IHA Ueja HeCMPTHOCTHU AUPEKTHO U dU-
3UYKM Be3yje 3a MeCTO MOYMHKA. YeCcTo ce MaTepHjaiHO y3UMa yIIpaBo
Kao CIIOHA ca OymoM ocode. PU3WUKU U MaTepHjaHH 00jeKTH I10Be3a-
HU ca IIPEMMUHYJIOM 0COO0OM YeCTO 0CTajy Kao 3HaK ceharba M I0CToje Ha-
y4YHa Buhemwa 1a Cy OHU HEONXOAHHM J1a OU ce o>KaJIollheHH CyOur/IH ca
duHapHoirhy >kuBoTa U cMpTH (Ellis Gray 2014, 129). MoxkeMo yakK pehu
Jla CBaKO YyBame yCIIOMeHa ,I0MCTOBehHBamwe JKUBUX Ca ITOKOjHUKOM”
U MOKYyILIaj O’KUBJbaBaka IMOKOjHMKA KPO3 OBaKBe ITpaKce jecTe MOo3HaT
HAuMH NOKyllaja npeBasuIakewa 00jla U KOHCTpyHCamka HeCMPTHOCTH
ocode koja HaMm HepmocTaje (Pavicevic 2011, 52-53). Vneja je makie ga Kpos
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CTBapamwe OJHOCA Ca MPEMHUHYJIHNMA, Ka0 U NpOoAy>KaBalkeM Be3e KpO3
pas3iuuuTe MpaKkce U JIUUHE, AUTUTAJIHE PUTYyaJIe >Ka/bekha, KOPUCHULIN
WHTEePHETA 3aIlIpaBo OAP>KaBajy OBe UIEHTUTETE Y XKUBOTY, HeEKaJla UX [10-
HeKJ1e ¥ TpaHchopMmuiryhu. CTpaTervje CMMO0IMUKOT OUyBaka UAEHTH-
TeTa MoApasyMeBajy [la ce CBaKOAHEBHE CTBApU M3 KMBOTA IPEMUHYJIE
ocode cTaB/bajy y HOBO CBETJIO, Jaje UM Ce 3Hadaj, © UHTePIpEeTHUPAjy Ce
Kao IOMHWHAHTHO IM0o3UTHBHE. OHe Takohe IocTajy cuMOoiMdKe - y He-
KOM CMMCJIy OHE MOCTajy CUMOOJIMYHO MECTO CyCpeTa ca IPEMUHYJIOM
0coboM Kao 1ITo je To ¥ TpodHO MecTo (Brubaker & Hayes 2011, 124). OB-
Ie je IaKk ToO HHTEPHET CTPaHHIIA U APYIITBEHA MpeXka. UHTepHET, HaKyie
npencraB/ba HOBU IIPOCTOP IZle MOTY Jia Ce U3BOAE PUTYyaJIU 3a OApyKa-
Bame Be3e ca npemuHynuMa (Irwin 2015, 119) u IOK rosi oBaj oOgHOC Cy-
CpeTa, IOBe3MBama U HaAOIpaAkhe UOEHTUTETA TPaje, OABHja Ce MPOLEeC
cumbosinuKe 6eCMPTHOCTU CTE€UEH KPO3 aCUCTEHIIUjy TEXHOJIOTH]je U APY-
rUX KOpYUCHHUKA. 13 n3jaBa MH(GOpPMaHaTa ce BULU U Ha KOje HAaUHHE Cce
OHHU CJTYy’KE OBUM TEXHUKaMa, Te KOJIUKO UM TO MeHa U ojiaKIilaBa Mpo-
ec KakKo >Ka/bekha TakKo U OAprKaBamka OJHOCA Ca IPEMHUHYJIOM OCODOM.

Bun cumbonnuke DeCMPTHOCTH KOja Ce MOCTHXKe MyTeM ApPYIITBe-
HUX MpeXXa U MHTEpHEeT Menuja da3upa ce Ha JIMMDTOHOBOM KOHLIETITY
KpeaTHMBHe DeCMPTHOCTH, Kao ¥ Ha baymaHOBOj uneju na ce decMpTt-
HOCT IOCTHXKe ITyTeM JbyOaBU OAHOCHO APYIUITBEHHX OAHOCA ba3supaHuX
Ha ocehamy /pydaBu. KopucHULIM UHTEpPHETA 32 CODOM OCTaB/bajy OH-
TUTAJIHE TTOJaTKe KOjUu ITpeACTaB/bajy BUXOB APYIITEHH, T1a JOHEKIIE U
KpeaTHUBHH, YUHHaK. 3axBasbyjyhu MoryhHOCTUMa UHTEPHETA, AUTHUTAJI-
Ha cehama KopuCcHHKa Ccy OpojHa ¥ IpelM3Ha, a CIeEU(PUIHOCTH JUTH-
TaJIHUX MeJHja oMoryhaBajy ma ce oBe HH(POpMaliHje IpyIHUIILy, 4yBajy,
cmajajy, oese, IIOHOBO KOpHCTe M Mewajy (Van House & Churchill 2008,
303). Kao TakBe, oHe oMmoryhaBajy onpeheHy WHTepaKIliHjy ca cehambeM
OOHOCHO AUTUTAJIHUM HUIEHTUTETOM 0Cc0be, a Koja He Mopa IopasyMe-
BaTH ynoTpedy BelllTauke MHTEJIUTeHIIHWje. 3aTO WITO Ce OBaj BUM CEKY-
JlapHe DeCMPTHOCTH 3aCHUBA Ha cehamy, OHA 3aBHUCH Of SKUBUX OJHOCHO
on oxaynourthenux (Walter 2017, 26). MTHGoOpMaHTH KOjU HacTaB/kajy Oa
AKTUBHO KOHCTPYUIIY AUTHUTAJIHU UNEHTUTET NIPEMUHYJINUX, OUI0 KPO3
JIMYHU NpodW/I KOPUCHHUKA WIH ITYTEM >KaJbeka, OJIp>KaBajy OBe 0code
Yy CTaTyCy CUMOO/JINUKe DeCMPTHOCTU. OHU HUCY AOCTUI/IU CTAAHjyM IO-
CMPTHOT YyMHUpaka, O0HOCHO MHTePaKIllMja ce aKTUBHO HAaCTaB/ba, a 1a TO
HUje Be3aHO caMo 3a ofpeheHe patyMe. OBo ce Hajuewhe fgemniaBa, Kao
1ITo je Beh aHa/IM3KUpaHo, KOJl ClieU(pUUHUX ClydyajeBa TpayMaTUUHHUX
ryduTaka - ryduTKa MJiazge ocode, U3pa3UTO JTUYHOT TyOUTKA, HACHUIHE
CMpPTH, WU IOBE3aHUX BUIlIEe CMPTHU y KpaheM mepuony. JemaH 0dIHUK
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OBaKBe CUMOOMMUKe DECMPTHOCTH je MOTIyHa TpaHchopMaLnyja rae ce
CTaTyC MPEMUHYJIOT Meka y APYILITBEHO aHTa’KOBaHY aKIlIWjy WU MOKPET,
U Ha Taj HAYMH HacTaB/ba A >)KUBHU Yy MOTIYHO APYTrOM OOJIUKY, aJId Kao
OpOoAYy>KeTaK UAEHTUTETA UMME Ce ITOCTHXKe DECMPTHOCT Y APYLITBEHOM
cMucity. MHTepHeT ueHTUTeT YHUHe (28, Cpduja) Apyrapuilie HakoH e-
HOT cyHhlyaa ce TpaHcdopmucao y 00pdy 3a MeHTa/IHO 30paBJbe U IIpe-
BEHIIMjy caMOyDHCTBA, Te KA0o TakaB HacTaB/ba JAa CUMOOIHUUKU KUBU
KpO3 aKliyje Ipyrux KOpMCHUKA OHJIajH IpocTopa. Kox Apyrux ciydajesa,
KOHCTPYKIIHja JUTUTATHUX UAEHTUTETA Ce UHTEH3UBHO HacTaB/ba — KO-
PUCHHUK HacTaBJba A BOAH ITpod U, Aa 0djaBibyje MoJaTKe O TPEMHUHYJIO]
0C00H, U TIOKyIIaBa [ia OAP>KU U]y O Bb0Oj SKUBY Y OKBUPY UHTEPHET MPO-
cropa. OBo Mo>ke OUTH MTPOCTO MHCamke 0bjaBa, YUTaKE MOPYKaA, AeJbeHe
HaMWCaHUX IpHUYa, I1a YaK U Ae/bekhe HH(popMallvja 0 IPEMHUHYJIO] 0CO-
du IpyromM KOpPUCHUKY UHTEPHETA. Y HEKY PYKY, IIpUIIpeMake OBOT pajia
IIpeKko UHTepHEeT Meauja U BUeo [I03UBa Be3aHUX 3a [PYIITBEHEe MpexKe
U caMo je oMOTYhH/I0 IUTUTAIHY CUMOOJIMUKY HECMPTHOCT OBUX JbYIH
- IyTeM WHTEPHET MeJWja Kao KaHajla KOMyHUKallUje ’bUX0B UEeHTH-
TET ce WIWPH, N1a Ja/be U TpaHCHOPMHUIIIE Y OBO UCTpakKhBame. OHU [a-
KJIe UMajy YYMHKA Y IPYLUITBEHUM U KpeaTUBHUM IIpOLieCUMa U Uieje o
BHMa HacTaB/bajy Oa >KUBE U fajbe ce 0OIUKY]Y.

Yak ¥ ako OB U EHTETU HE MOTY J1a OATOBOPE, T€ CYy OMHOC U KOMY-
HUKall¥ja jefHOCTPaHU U apacoLivja/IHH, Pa3/INUMTH JbYOHU ce y oapebhe-
HOM CMHUCJIy MOTy YIIO3HAaTH Ca UAeHTUTEeTUMAa IpeMuHyJie ocobe. Mazna
0BO HHje (peHOMEH Be3aH CaMO 3a MHTEPHET, IUTUTAIHU IPOCTOP OJlaK-
1IaBa IPOoILIeC jep ce Op30 MOTYy NOAEJIUTH CJIUKE U TEKCTOBU Ca BEJIUKUM
dpojem kopucHUKa. lena (24, Cpduja) ogyunsia je ma Iogeau CIHUKY U
TEKCT O CBOM INPEMUHYJIOM [elX He caMo Ja OM ce OIPOCTHU/IA Of Hera
Hero Aa ,JpyTH Ca3Hajy KOJIUKO je OMO0 BeJIMK YOBEK U IIITa je CBE ypaaruo",
Hzabena (46, CAJl) xkemnena je Ia TOKOM HHTePBjya MOAeH CIHUKY OpaTa
YIIpaBO U3 JKeJbe Ja HEKO BUIM KaKaB je OH OMOo U HoJbe ce yIo3Ha ca mwe-
roBuM JuKoM. JIuca (34, CAl) Ma rpyIy rie lbeHH 4JIaHOBHU 00jaBibyjy
CJIMKE CBOjUX MPEMUHYJIUX, Te OHA KaXke 11a joj je Beh s1ako fa mpernosHa
10 CJIMKaMa KO je KO, U UHjHU je BOJbeHU Yy ITUTawy. I3 0BUX IIpUMepa BU-
IVMO [1a OOHOCH U UHTepaKIUja ca OBUM ULEHTUTETUMA [IPEMUHYJIUX HE
pecrajy ca MOMEHTOM CMPTH — OHU Ce [la/be pa3BHjajy, a UHTEPHET HYIU
LIHPOKY IJIaT(OopMy ca MHOTO MOTYhHOCTH 3a CUMYJ/IMpake pa3Boja Cco-
MjaJITHUX Be3a ca MpTBUMaA. MaKo je ped o ImapacolyjaJIHUM Be3aMa, 3a
oxkaJsiolitheHe TH OAHOCH Cy BpJIo OUTHH, U Ka0o TaKBH MOpajy dupH IIpe-
03HATH Kao BUJ OAp>KaBama 0code y >KUBOTY Ha ofpeheHHU CUMOOoIUY-
KM HQUMH, Te Ca TUME MOXXeMO U UWH CUMYJINPamka pa3Boja CoOLUjaTHUX
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O[HOCA Ca NPEMUHYJIOM 0CODOM BHUAETH Y Kao jelaH Of acliekaTa CUM-
dosinuKe 6eCMPTHOCTH.

JKesba oxkasionrheHUX a APYTH ,YII03HA]y" (bUX0BE IIPEMUHYJIE OUH-
TO JI0J1a3M U3 ocehaja jbydaBHU KOjy OHHU Iraje mpema TUM ocobamMa. HaBe-
IIeHU TIPMMEDHU Cy, IpeMa TOMe, eBUeHTaH IPUMEpD HacTaBKa >KUBOTa
KpO3 KOHIIeIT jbybaBU 0 KoMe BayMaH muiile, ycjien yera OHH JTOCTHUKY
HeKHW BUJ AUTHUTa/IHe, cuMOoinuyke becMpTHOCTU. Kaza je peu o mosHa-
HUKY WIH Oa/beM MpHjaTe/by U pohaky, oxkaontheHu oceha motpedy ma
ce jaBH, MCKa>Ke >KaJIOCT Ha APYUITBEHUM MpeskaMa U y POKy o[l ceiaM 110
IleceT aHa BpaTH ce CBOjUM ApylITBeHUM (pyHKIHUjaMa. Kaga je rydutak
M3pa3uTo JIMUaH, a JbydaB Koja ce ocehasia rmpeMa IIpeMHHYJI0j 0COdH ja-
Ka, venrthe he mohu mo cuMmbdosinuke beCMPTHOCTH y chepu HHTEPHET IIPO-
cTtopa. 3bor Tora oxkasjolrheHu moiryT TuHe (45, CAl), Koja je usryduia
CHHa nmpeMa KoMe je ocehasia BeJIMKY JbybaB, U Jajbe op>KaBajy IIpodu-
Jie IPEMHUHYHX, Kao LITO OHAa YMHH YaK U HaKOH LIecT roguHa. OHa Kpo3
CBOj JINUHHU paJl ¥ KpO3 CBOj IMUHHU UAEHTHUTET, yCIIeBa 1a HAaCTaBH He-
roBo Hacsiehe ¥ THMe [ia ra OAP>KKU OECMPTHOT Y CUMOOTUUKOM CMHUCITY.

PeasiHa 6eCMpPTHOCT je U Ja/be CaMO IOMeH HayuHe haHTacTUKe. [a-
HallBbX YOBEK TEIIKO Aa he No>XUBETH pa3Boj bMoMeaHIIMHE U TEXHOJIO-
ryje Koja 6u My omoryhuia fa >XMBH BeyHO. Yak Ccy, Kako CMO BUJEJH,
U IOMEHH BelllTauke WHTEJIUTeHIIWje OrpaHUY€eHH, T1a je U oAp>KaBame
HeuyWje UHTeJeKTyaJIHe JUTUTA/IHE KOMHUje OOCTYITHO caMo oapeheHUM
sbynuMa. C pyre cTpaHe, MHTEPHET HYAW JeMOKpaTHU3aliUjy CUMOOTHUY-
Ke DeCMPTHOCTH, oAp>KaBajyhu mpocTop y KoMe je Moryhe fa IUTHUTaIHU
UIEHTUTET 0cobe HaCTaBU HEKM BHJ IIOCTOjakba U HAKOH LITO (PU3UUKO
TeJIO U CBECT MpeMHHYyJIe ocobe HamycTe ,CBeT >KUBHUX". Maza je uaeja
0 pa3BUjary DECMPTHOCTHU KPO3 Pa3/INUYMTE BEILITAaUKEe MHTETUTEHIIH]E,
XoJIoTpaMe U CJ1. ¥ la/be peTka Mehy ITpoceuHUM KOPUCHUIIMMA UHTEeD-
HETA, jacHO je [ia rmocToje 6pojHe Apyre TEXHHUKE KOjUMa Ce oXKasorhe-
HU CIy>Ke J1a 64U ImyTeM TeXHOJIOTHje OfIp>Kajiki CBOje BOJbeHe Y JKHBOTY.
[Mutajyhu nHpOpMaHTe 1ITa 6U OHU JIMUHO >KeJIeId [a Cce AeCH Cca HhU-
XOBHUM NpoduIMMa HaKOH BbUXOBE CMPTH, OATOBOPH CYy OUIN pa3inuyiu-
TH, aJI¥ je jacHO Jla Cy HeKW KOPHUCHHUIIM UHTepHeTa nmonyT EMuinje Beh
YBUIEJH jaCHY ITPESHOCT U yTeXy Kojy dyayhHoOCT fururaiHe 6eCMpTHO-
CTH MOXKe JOHETH:

,CacBMM MM je y peny a TO ocTaHe. MU CMO BpJIO OTpPaHHUYEHH, BPJIO
KoHauHH [..]. To cBe mTO SyAe ocTasnio, HeKa CIIy>KH, €TO, Ka0 CHOMEHHUK.”
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Kap nHTepHeT mum nocraje Hacaehe:
npodnem metogonoruje dawTnmwera
u popmupara KynTypHor

namhema y cajoep npocropy’

Y pany ce HakoH AedHHHCama (peHOMeHa HHTEpHET MHMa, U HeroBor
CMellITakha y OKBUpe TOIMyJ/lapHe KYJType, Mpe[cTaB/ba jelaH Ol MeToda
damTumema BeJIMKOT KOpITyca MUMOBA YIIOTpeb/beH MPUIMKOM CTBapakha Haze
KnowYourMeme. T1o youaBawy U3MeHEHOT KOHTEKCTA Y KOMe MUMOBH HACTAjy,
[lejie ce M HeCTajy, Imokpehe ce muTame GopMHpamka KyJITypHOT ITaMhema y caj-
bep npocTopy Ha IIpUMepy UHTepHEeT MUMOBAQ, U J1aje ce KpUTUUYKH KOMeHTap
Ha HauKHe HUXO0BOT OUyBaka. Kpo3 aHa/u3y MeTonoJIoTHje SallTuhemha HH-
TepHET MUMOBaQ, paj ce baBu ciiemehum npodiemuMa: popMupamem dynyher
MUM Hacjeha, OKBUpHUMa KyJITypHOT MamMhema y cajdoep mpocTtopy, pefebrUHU-
cameM cehamwa U 3abopaB/bamka y ITAHMEMOPHjCKUM TeHAeHIIWMjaMa OHJIajH
pojekaTa ouyBama Hacieha. Ha mpumepy paga KnowYourMeme Hase, HCTUUY
ce rpobiyiemMu SalliTUkemha Hacleha y cajbep mpocTopy U MpaBHU ce KOMIlapa-
4ja ca OpyradyuvjuM MpojeKTHMa KOjU TexKe [a UCTpake, IPUKAXKY, CauyBajy
U UHTepHpeTupajy MuMm Haciehe. Onpebyjy ce u KapaktepucTtuke on-the-fly
namhema Koje MmoapasyMeBa HCTOBpeMeHO CTBapame dalllThHe ¥ HAUWHA Hhe-
HOT OUyBaka, y3 KPpUTUUYKH OCBPT Ha rocTojehe cajbep mpojeKTe uysara cseia.

KrpyuHe peuu: ”THTEpHET MUM, KyJITypHO IMaMherbe, ballIThubebe, cehame, 3abopaB

*

Pap je HacTao y OKBUPY UCTpakMBaka 3a LOKTOPCKY AUCepTalUjy bawliurere UH-
iepHell anbrematiuke u tipobsiem KyaitiypHol lamhera y cajbep ipocitiopy U3 My3e-
0JIOTHje U XepHUToJioTHje Ha Onerbermy 3a UCTOPH]Y YMETHOCTH ®Ouiio30¢cKor ¢akya-
TeTa YHUBep3uTeTa y beorpany.
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Internet Memes as Heritage in Becoming
and its Problems: The Methodology of
Heritization and the Formation of Cultural
Memory in Cyberspace

After defining Internet memes and their place within broader popular
culture, this paper examines the methodology and interpretation of a
large-scale collection of Internet memes used by the KnowYourMeme
database. By observing the changed context in which Internet memes are
created, shared, or forgotten, questions are raised about the formation
of meme cultural memory in cyberspace, leading to critical commentary
on the ways in which they are collected. By analyzing the heritization of
Internet memes, this paper addresses the following issues: the formation
of the future meme heritage, scope of cultural memory in cyberspace,
redefinition of remembering and forgetting within the panmnemonic
tendencies of online heritage projects. Using the KnowYourMeme
database as an example, the problems of cyberspace heritage are
discussed, and the different online projects dealing with Internet memes
as heritage are compared. By defining “on-the-fly” memory, which
indicates the simultaneity of the process of creating and preserving
heritage, this paper offers a critical review of the existing cyber projects
of “saving everything”.

Key words: internet meme, cultural memory, heritization, memory,
oblivion

yBo[ nian , 3AWLITO CMATPAMO A YYUTUBAHE
MICROSOFT WORD-A U OAJbE TPAJE NMPEAYIO?¢

,”KHBHUMO y CBETY KOjU HUCMO HAyUYMJIH [la ITOCMATpaMo’, IPUMETHO je
Mapxk Oxxe (Marc Auge) rmpe TauHo TpuaeceT ronuHa (OZe 2005, 37). ImaB-
HU BUJI UCTI0JbaBaka TOT CBETA, Te HAGMOgepHOCiU, 3a Hhera IpefcTaBiba
IpeTepaHOCT: mpeodusbe norahaja, cJinka, TpOCTOPHUX pedepeHIHN U UH-
nuBupyanusanuje (OZe 2005a, 154). Y UCTOM MepHOY, IIOUETKOM JieBe-
IleceTuxX rofvHa OBafleCeTOr BeKa, OH je No4ao [a Hac cuexkildkyjadpHd
BU3YesIU3dyUjd HeOCeTHO HaBUKaBa [la IIpeMa CBeTy U IPyTUMa rpajuMo
O[HOC MCK/BYUYHBO IIPEKO CJIMKA: OHUX Me[HjCKO-UH(MDOPMATUBHUX, AU
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Yy OIIITHjeM CMHUCIY U CBUX CJIMKA WJIM MOPYyKa Koje Hac y4de KakKo Tpe-
0a 1a >KUBHMMO, KaKo Ja ITOCTyIlaMO Ca CBOjUM TeJIOM, KaKo [a TPOIIUMO,
Kako Aa dynmemo cpehHu uta. ,MokIa je jefIMHU CBeT 0 KojeM ce JaHac
MO>Ke TOBOPUTH CBeT CJIMKA — UJIH, LITO U3J1a3H Ha HUCTO, CBET aKTyeJTHO-
ctu“ (OZe 2005a, 182).

Tomac XunaH EpukceH (Thomas Hylland Eriksen) pauyHa na je XXI
BeK IIo4Yeo JeBeJleCeTUX TOJHWHA BajJeceTor BeKa, yBoheweM WWW-a,
3axBaJbyjyhHu KoMe ,CBU CTAaHOBHHUIIM [OHJ/IajH]| CBeTa peJOBHO 00Hjajy
CBe BHIlle MH(OpMaIlHja jefHU O APYyTUMa, U UCTOBpeMeHO (3aT0?) CBe
je Te>ke MUCJIUTH HellITO 0 caBpeMeHoM nody” (Eriksen 2003, 41). Juk-
TaTypa WIHU WUpaHuja WipeHyuKkd, IpeMa BbeMy, IIPOU3BO/J, je IYyror UC-
TOPHjCKOT TIpolieca KOjH je 3amoyeo Hemo3HaTH CyMepCKH TeHHUje OT-
KPUBIIM [a jefaH (pU3NUKUA CUMOOJ MOXKe a MpeACTaBU jeqHY ped. Y
KOM je CTaIHujyMy Taj Ipoliec ydop3ama JaHac MoxKAa Hajoosbe HIyCTpyje
NHUTawe Koje je EpMKCeH ¢ MpaBOM ITOCTABHO jOlI IIpe ABe OeleHUje: U
3allITO CMAaTpaMoO [Ia yYHUTHBawe Microsoft Word-a U gabe Tpaje mpeny-
ro?“ (Eriksen 2003, 14).

Kako IpUCTYIMUTH HUCTPasKHBaby, IOKYMEHTOBAkhY U YyBaky UH-
TepHeT MHUMOBA (M UHTepHET HacJieha yomnuite) y jeIHOM TakKBOM Bpe-
MeHY U Upocitiopy ciuka? Ha Koju UX HauuH U3BYyhU U3 cBellia aKiiy-
eJIHOCWU, U OTKPUTHU Y BUMa UMITYyJICe Wipadjarba U TpajHOCTU? Kako
MUCIUTHA 0 maMhewy y TakBoM cBeTy? Kako ce ¢popMmupa U 00HKYyje
KYJITYPHO NaMheme y OKpy>XeBy CKJIOHOM CKIagumTewy? Kao mpen-
MeTH HacTajiu y be3BpeMeHOM BpeMeHY U Upociliopy Koju tlieye, KAaKO
Kactenc (Manuel Castelles) HasuBa uHTepHeT (Bell 2007, 97), MuUMO-
BU Ce OMMPY MpellM3HOM JaToBaky, ayTOPCTBY U Mamlupawy. thuxoBa
cejieKll¥ja U M3[Bajare U3 OTPOMHOT KOpITyca MpHUMepa pacyTHX IIH-
poM cajbep mpocTopa 3acHOBaHa je Ha ,IIpeocdu/by MHAUBUAYAIH3A-
nuje”, OMHOCHO Ha MpaBWIMMA aJiopuiiam KyJaulype Koja HaM IOHa-
0cob oxpebhyje cagp>kaje Koje (MO>KeMO Aa) BUAWUMO Ha OCHOBY HallleT
JIMYHOT KpeTama Kpo3 WWW.

HJeduHMLIMja HHTepHET MUMOBA (popMHUpa ce Y OOHOCY Ha (HOKyC
UCTpaXkMBaka, a IIPUCTYN HUXOBOM IIpoydaBaky 00/IMKyje OHO 3Ha-
Jeme Koje ce oApeny Kao JOMHUHAHTHO. Ha mpumep, To MOTy OUTH: 1TO-
JINTUUYKA yJIoTa MMMOBA (HAapOYMTO HAKOH T3B. BeJTUKOTr MMM parta /
The Great Mleme War ToKoM Iipenn3dopHe Kamitake y CAJl1 2015/2016),
JIMHTBUCTHUYKA yJIOoTa U ,HOBE MTUCMEHOCTH", yMeTHHUYKA yJI0Ta ¥ aBaH-
rapJHU MOTeHIIHjaJu MHMa, caBpeMeHH amartepusam, DIY (Do It
Yourself) KkynTypa, HOBO JKaHPOBCKO ofpehemwe, MCUXOJIOLIKa peaedu-
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HHUCaka KOMyHHKallFje ToMohy MUMOBA, IOCTMOAEPHHU HOJIKIIOP! UTA,.
[Iu/b OBOT pajia je ma y KyJATypHd MHUMOBA IpoHalhe U 06jacHU HauHlHe
Ha Koje ce 0[IBHjajy OCHOBHe MY3eoJIollKe (yHKIIHje, Tj. CaKyIlJbakbe,
IOKyMeHTOBake, YyBame U IMpefiCTaB/balkhe MUMOBA AaHac. OMHOCHO,
HaMepa je UCOUTATH MeTONO0JIOTHjy DalliTHhelkha MHTEpHET MUMOBA
y LaHalllkeM cajbep mMpocTopy, a ¢ 003UpPOM Ha TO Aa ,MeTOLOJIOTH]ja
dalITHema OTKPUBA, OTIMCYje U 0bjallilbaBa MeTOJle, MyTeBe U HaUWHe
CaKyIl/balha, OApP’KaBaka, UCTPa>kuBaka U MpeCcTaB/bakba CBefOYaH-
ctaBa npomioctu” (Popadi¢ 2015, 43) y dokycy pamga he 6uTu yrmpaso
TH IIpoliecHd (0)uyBama, IOCMaTpaHHU Ha NpHUMepy UHTEpHET MHUMO-
Ba. MehyTuM, na 61 ce OHU pasyMesiH, HEONIXOJHO je Hajlupe CKpeHYy-
TH Ma’Ky Ha OMIITH NpobdjieM IIpoydyaBamka U UCTpa>kuBama cajdep
IIPOCTOpA, a ITOTOM M Pa3jaCHUTH MO3ULIH]Y, IeDUHUILIH]Y U UCTOPH]Y
UHTepHET MHUMOBA y BU3YeJIHOj/TIOIIy/IapHOj KYJITYDH.

[TocmaTtpame cajdep mIpocTopa U3 LIKMpe BpeMeHCKe U aHTPOIIOJIONI-
Ke TiepCcreKTHBe KOjoM CMO 3alioyesid OBO pa3MHUlll/bakhe OMOoryhaBa HaM
M3j1a3aK U3 ,MHTepHET-LIeHTPHU3Ma" — CBeTOHA30pa KOjU AP>KH [1a UCKIbY-
4uBo ,the Internet” ynHM Hame oda jenuHcTBeHUM (Morozov 2014, 315)
U OTBapa IIPOCTOP 3a pa3MHUIJbakbe U3BaH CTera elloxajTu3md U iipe3eH-
iu3Mda,? Kao U y OKBUPY U3PA3UTO JbY[ICKUX, a HEe paUyHAPCKUX aKTUB-
HOCTH KakBe Cy ouyBame Hacjieha u cehamwe. ,[Tamheme InpeacraB/ba
CKJIaAUIITEE CaZip>Kaja MPOLIJIOCTH, NOK je cehame akTyelHu30Bame TUX
canpskaja” (Popadi¢ 2015, 57). Y oBoM paAy HCTpasKyje ce yIIpaBo Ipo-
bdmeM akTUBHOT cehawa U (popMHpamka KyJTypHOT ImaMhema (cxBahe-
HOT IpeMa AedUHHIIHjU JaHa ACMaHa) y cajoep mmpocTopy. AKO KyJaTypa
cehama omoryhaBa >KMBOT y [IBa BpeMeHa, a ’heHO IIPOoH3Bolerhe Heuc-
TOBPEMEHOCTH ,CIlajia y YHUBep3aJHe (pyHKLHje KyJATypHOr namhema“
(Asman 2011, 85), mocTaB/ba Ce MMUTake KaKo 00e30eJUTU BUAJBUBOCT Te
HEeHCTOBPEMEHOCTH Yy jellHOM ITPOCTOPY KOjU YIIOPHO MHCHUCTHUPA Ha ca-

! MuMOBHU cy Beh CTHUI/IU [a UMajy U pat! 3a HaBeJleHe UHTepIIpeTalikje MOIyT MOoIU-
THYKe yroTpebe MUMOBA, BbUXOBE JIMHI'BUCTHUUKE yJIOre, YMETHUYKHUX U aBaHTapAHUX
MOTeHIIW]jasia, IICUXO0JIOUIKe HHTepIIpeTalltje U MOCTMOIepHOoT (GosKkiopa, B: Lovink &
Tuters 2018; Davidson 2012; Knobel & Lankshear 2007; Gal, Shifman & Kampf 2016;
Borzsei 2013; Terkl 2011; Tanni 2014.

2 EBreHuj Mopo3sos (Evgeny Morozov) 3asaske ce 3a T3B. IIOCT-UHTEPHET IIPUCTYII yCMe-
PeH Ha HauWHe IIPOU3BOJIEhe TEXHOJIOTH]€E, Te Ha UIEO0JIOTHj€e U I7IacoBe KOjU Cy YTU-
1maHu 360T BUXOBe NIPOAYKIIYje, ca cBelilhy fa TEXHOJIOTHja HUje y3POK CBeTa y KOMe
SKMBHMO, Beh merosa nocieauna. Enoxaiusmom obeyeskaBa HaCcTojame fa Ce MUCIH
[1a je OHO WITO je ,,HOBO 60Jbe 3aTO LITO je HOBO U JocTymnHuje” (Morozov 2014, 121), a
1107, Ipe3eHUT3MOM MUC/IH Ce Ha ,pacTer/bUBY CaJallllbHUIly Koja je IIporyTasia U IIpo-
utocT ¥ 6ynyhHoct” (Kulji¢ 2021, 244).
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JAIIKBUOU U aKTYeJHOCTH, a PACIIOH KOMYHUKATUBHOT NaMhemwa, OHOT
KOje [IeJIMMO Ca CaBpeMeHHIIMMa, U3Pa3uTo Cy>KaBa U CMamyje, TOJTUKO
Jla U He CTUTHEMO [a IPUMETHUMO [a ce OHO cehame y OKBHUPY Kora ce
MehycobHO pa3zymMeMo 3ampaBo mpomMeHuI0 (cauKa 1). Illana o donu
nucky (floppy disk joke) Kao MHM JoCeTKa 0 OBOM YTHCKY yOp3aHe CMeHe
reHepanyjcKux NaMhemwa U3HOBA U U3HOBA I10OCTaje BUPA/JIHA, Ha CBAKUX
nap roarHa,® MoXkKAa yIpaBo Kao MOHAaB/kajyhy MOACETHHUK [1a je HallleM
U3MeHmeHOM CTaby NaMhewa norpedHa HoBa feduHHULHja. TakBa je, Ha
IpuMeDp, guiutiasiHa geMeHyuja, ogpeaHHUIIa Kojy je moHynuo MaHdpen
noumep (Manfred Spitzer) >kesnehu ga odjacHH ,KakKo MM U Hallla gella
Ccu1a3umMo ¢ yma“ (Spitzer 2018).

Y oBOM pafy pasmMarpa ce MUTame KyJTYypHOT MamMhea, OHOT y KOMe
MIPOILJIOCT ,IIpea3u y cumbonnuke purype”’ (Asman 2011, 51) Koje Tpe-
ba ma oHo 1ITO je 3amaMheHO cauyBajy. KOHTeKCT ITocMaTpama KyaTyp-
Hor nmamhema jecTe UHTEpPHET, a CTyAHja CJIyyaja Ha OCHOBY Koje he ce
AHaJIM3UPATU HAaUWHU cejieKlIHje, OuyBaka, IOKYMeHTOBakha U UHTep-
npeTaiuje Hacjleha, 0OMHOCHO, Te MMyTeBe IIpejiacka y ,purype cehama”,
0byxBaTa HHTEpHET MUMOBe. Y akaJleMCKUM HUCTPaKHUBakbHUMa, KOjHX je
Yy CKOpHje BpeMe CBe BHIlle, MUMOBHU Kao MpefMeT H3ydyaBatba U3a3UBajy
OpojHa nuTamka, fUJIeMe U paclipaBe. JelHa o[ BbHX, KOja je Ba’kKHa 3a pas-
yMeBakhe KyJITYpHOT ITaMhera, Be3aHa je 3a IIpobdsieM JbyICKOr yueltha y
CTBapamwy U Jejbelby MUMOBAQ, Hajuelllhe IToCMaTpaHUX KPO3 TEXHOZEeTep-
MHWHHUCTUYKY UM OUOJIONIKY MepCIIeKTHUBY. 3apajl pa3yMeBakha HauHlHa
Ha KOje UHTepHeT MUMOBH (DOpPMHUPAjy KyJITypHO MaMheme, mOTpedHoO je
TIOCBETUTH Ce Ha TPeHYTaK IOMEeHYTUM MMUTaBkHUMa, Kao ¥ UCTOPHUjHU U [e-
duHNLUju MuMa. Ctora he ce y oBOM paay Hajmpe AaTH KpaTak KOMeH-
Tap O HACTAaHKY Y UHTepHpeTaljhd UHTEPHET MUMOBA, a [IOTOM U OTBO-
PUTHU IPOCTOP 32 aHAJIM3Y METO/I0JIOTHje DalllTHHheha UHTeEpHET MUMOBaA.

YMETHOCT CHAJNTAXXEHA CA OHUM WITO CUCTEM HYN

HHTepHeT MHMOBH IIOBe3aHHU Cy ca I10jMoM Hacjieha He camo 360r Tora
LIITO Ce BUXO0BA MaTpHlla ,Hacjehyje” Kpo3 mpocTop U BpeMe, B 0CTaB/ba
y aMaHeT obaBe3y UHTepBeHHCama, Tj. Ja/beT MHUMOBaka, Beh 1 360r 3Ha-
yera caMe peud ,MHUM". BeJlUKU Opoj CTyoHja 0 MEMOBHMaA 3all0UHbe
€TUMOJIOIIKHM ODjallllbe’heM U TI03MBakbeM Ha KibUTy Pruapaa JlokuHca
(Richad Dawkins) CebuuHu ieH (The Selfish Gene) u3 1976. rogute. OH je

3 TlpermocraBsba Ce [a je ,Hajcrapuja’ mocraB/beHa 2014. ronvHe, MajJia ce HE MOJKe ca
curypHoluhy yrBpauTH. CBakako, BEPOBATHO je HacTaja y BpeMe kaza cy 3D mramMnayu
TI0CTAJ/IU NMIPUCTYTIAYHH, TIOMYJIapHU U YIIIH y IIKpPY ynoTpeby. B. Farokhmanesh 2017.
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MHMMOBHIMA Ha3WBao Te ,jefUHHLe KyJAType“, OGHOCHO Pa3IuuUTe ULeje
KOje ce TIOIIYT reHa IIpeHOoCe BpeEMEHOM M ITPOoCTOpoM, Kopuctehu (ced-
WYHO) JbyLle KaO CpeACcTBa TpaHchopMalvje U HaclehuBama. M3 Tor je
pasjiora peud MuM, Koja MOpekKyo AyTyje rpuykoj peuu Mmumema (OHO IITO
HUMUTHPA) M3abpao M CKpaTHO TaKo Ia 3By4YH MOMNYT peuH ,feH” Ha eH-
IJIeCKOM je3UuKYy (c/iuKka 2). Takohe je momao: ,AKO je TO HeKa yTexa, MoyKe
ce TIOMUCJIMTH KaKo je Ta peu y Be3u ca ‘MeMOpPHUjoM’ WU (HPaHILYCKOM
peujy méme"” (Dokins 2022, 75). He3aycTaB/bHMBa LIUPKYyJIallkja HUaeja U
IWUTUTAJIHKX TIpeiMeTa HarHalla je U Apyre KpUTHUUYape U HOBHUHape Ja
103ajMJbyjy peuu U3 OMOJIOMIKOT peyHUKa, Te Ce I10jaBJbyjy HU: BUPAJIHU
caaprKajut, BUPYCH yMa U 3apasHu Meauju (Tanni 2014, 7).

Kaxko JIumop lIudman (Limor Shifman), ayropka keure Mumosu y
guiutianHoj kysuiypu (Memes in Digital Culture) npumehyje, ipodiem
poy4YyaBaka MHMOBA [MO3UILIMOHHUPAH je u3Mely HMOI0IIKUX aHaJIoTHja
U IuieMe Ko je iiaBHU" (Who's the boss) Koja ce OMHOCH Ha YA e0 JbyACKOT
ydelirtha y Kpedpamwy U Je/belby MUMOBA, IOCMaTpaHUX IToMohy ,enuze-
MHoJIOMKOT Moaena“ (Shifman 2014, 35). Ca apyre cTpaHe, ipumeheHo
je ¥ ma MUMOBHU MOXa jecy ,poheHHu c1000OHU", /K a Cy OCByAA Y
JaHuMa [P areHIiivja ¥ ¢ppuieHC cojio yMeTHHKaA (Morozov 2014, 42).
Y Mmumogukayuju jasHol xusoitia, Mopo30B BUOAH MUM HHAYCTPHUjY Kao
HOBH BU] KylITypHe uHAycTHje (Adorno & Horkheimer, 1989), a MumMmoBe
Kao ,,0HO LITO ce foraha Kaza jeqHa NoxJellHa UHAYCTPHja CpeTHe ApYy-
ry"“ (Morozov 2014, 176).

HakoH nipeBa3susiaXkema ,reHeTcKe 3abiyae” 1 KoMeHTapa O JUCTaH-
Upakby OJ1 COLTMOOMOJIOMIKOT MPeTXOAHHKA U UMeaKa (Lovnik & Tuters
2018), (uemy b ce Ha HallleM je3HKY MOTJIa IIPUAPY>KUTH OIacKa O He-
JOCTaTKy CJIMYHOCTHU M0 3BYYHOCTH Ca UMEHHILIOM ,FeH", TIe U JIOTUYHO
duJjio ma mpeBjiada ,MeM"), MUMOBH Ce OITHCYjy Kao (popMe momyjIapHUX
Me[Hja Koje Kpy>ke MpexkaMa, Y KOjuMa KOPUCHHUILIHM KOPUCTE XyMOD Ka-
KO 61 yIIyTHJIM pa3HOBpPCHe IopyKe. MehyTUM, HUCY ceOMUHH MHUMOBH,
Beh sbynu, ¥ ympaBo 360r Tora IITO BEJIUKU Opoj by CBAKOAHEBHO CT-
Bapa U IocMaTpa BeJIMKHA Op0j MUMOBQ, OHHM Kao IpegMeT IIpoydyaBamba
oTBapajy OpojHa MHTamka | IMPOCTOP 33 PA3IMUNUTA TYMadeka.

3apaZ npoHa/llakeka OATOBOpa Ha MOMEHYTO MUTame ,KO je IJiaB-
HU?'" y IapCTBYy MUMOBAQ, MOTPeOHO je TPUMEeHHUTH 3aK/byuke HeoTpaM-
LIMjeBCKOT MPUCTYIIA IOMYyJ/IapHOj KyJATypH. PaclipaBe, KOHTpOBep3e U
HecJjlarakba N0BOLOM YIIUTHe ,CeDMYHOCTU" MUMOBA KOjU HEOMETAHO

4 3a objammere pa3uke u3Mehy MUMOBa M BUPAJTHUX caZipKaja B. Wiggins & Bowers
2014; Kaplan & Nova 2022.
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npoJiasdehu Kpo3 jbyfe rpaze cBoje CaMOBOJbHE JKHMBOTe, le0 Cy LIupe
IebaTe U MUTaka O 3HAUEWY M yIOTpedH IoIly/JapHe KyJAType y CBa-
KonHeBHUIIW. Ha npuMep, mpeMa I'pammujy (Antionio Gramsci), jegHOM
Ol ayTopa KOjH je TMOKyIlIao Aa OedUHHUIIEe CJIOXKEeHU MojaM KyJIType -
TO je TIOTJIef Ha CBeT, OAHOCHO 3gpaBu yM, KOju oHeMoryhaBa JOMHHa-
IUjy MaCOBHe KyJIType U yJIMBaibe caZpskaja y Jbyjie Kao y ITpa3He U Ma-
cuBHe nocyge (Gramsi 1980). To je jemaH XyMaHHUCTHUKO-OIITUMHCTUUKU
TIPHUCTYT HONyJapHOj KyJITypH Koju je [le Cepto (Michel de Certeau) yx-
paTKo AedUHUCAO0 KA0 ,YMETHOCT CHa/la>keka ca OHUM IIITO CUCTEM HY-
ou“ (Fisk 2001, 34).

[TocmMaTpake MUMOBA Kpo3 (3710)yTioTpede MOX/JAeMHUX UHAYCTPHja
(Morozov 2014), unu nak kKpo3 npusmy I'ngeHcosBe (Anthony Giddens)
TeopHje CTpyKTypalHje, KOjoM ce CUCTeM IOTBphyje UM oAp>KaBa yIIO-
Tpedbom cTpyKTypa (Wiggins & Bowers 2014, 9), 3aIpaBo je IIUTamke HbH-
XOBe yJIoTe y MOMYyJIapHOj KyJATYypH. AKO je By Moryhe CXBaTHUTH, KaKO
HaBoau Ctjyapt Xou (Stuart Hall) Kpo3 gomMuHaHUWIHO XxeleMOHUjCcKy Uo-
3uyujy (Kaga ce ysuMa KOHOTAaTMBHO 3HaUeHe AOCI0BHO KaKo je KOJAH-
pPaHO), 3aTUM Kpo3 lipeloBapauky flo3uyujy (Kaga ce mosjalrheHa I1o-
3UlHUja Jaje AOMHUHAHTHUM ofpehemunMa, ajiu ce 3aAp>kKaBa MpaBo Aa
Ce OCTBApH Apyrayuja NpuMeHa), WU Kpo3 ollo3uyujcku kog (Kaga ce
opykKa AeToTajiu3upa y rmpedeprupaHoM KOIY U K3HOBA Ce TOTAaJIU3HPaA
YHYTap HeKOr aJiTepHaTUBHOT pedepeHTHOT okBupa (Hall 2006, 137-
138), oHOa ce U T3B. cebUUYHO MMOHAlllakhe MUMOBA pa3yMe y CKJIaay ca
TUM. [JJpyT¥M peurMa, MUMOBHU Cy U TUIHUYHA KyJTypHa UHAOYCTpHja
KaJZla y3MMaMO JOCJIOBHO MOPYKe KOje ITpeHoce, 2 OHU KOjHU CY UX CTBO-
PUIH Taja ,A00Hjajy 1ITa >Kejie“ (HOp. KYIIOBHHY, IIPOJajy, Illacauku
JIUCTUh, TOpyLIdMHY, JajK). MehyTuM, OHU Cy ¥ IIpeAMeT IIperoBapama
U OMOBpraBama Kaja yrnyheHe Mopyke IMpey3ruMaMO Ha KPUTHUKU Ha-
YHH (HIIP. pacipaBe U KOMeHTapHu Ha oapeheHOj 06jaBU UHTEPHET MHU-
Ma, UJIH TaK OMO3UIIMOHO - PEMUKC U CTBapame peakiiuje/KpUTUKe Ha
NOPYKY IOCJaTy Kpo3 MHUM, WX HIeaJIHO - aHTa)koBake U yTHIla] Ha
mpoMeHe y 0¢JiajH JKUBOTY).

YuHU ce A He3aJI0BO/bCTBO aKTHUBHOIIhY U aHTa>koBakheM MUMO-
Ba [OTHYeE yIIPaBO M3 ,IIPUpPOAe” TTomyJapHe KyJType K0joj OHHM IpHuIla-
najy. OuuTo je Aa ,MomyJIapHU TeKCTOBU MOTY OUTH MPOTPECUBHHU T10 TO-
Me LITO TIOACTHUYY IIPOM3BOAKY 3HaUeHa KOja Aelyjy Y MpaBLy Memamka
WM fecTabuin3anyje IPYITBEHOT MOPeTKa, ajIld HUKaZla He MOry OUTH
palMKaJIHY MOUITO HUKa/la He MOTY Jla Ce HeIloCpeJHO CYyIIPOTCTaBe TOM
IOpeTKy WU Aa ra 3daie” (Fisk 2001, 153). O0HOCHO, ¥ MU U MHUMOBHU
3ajemHO CMO Yy JlaHOUMA" [IP areHIidja ¥ KOpmopaliyja, a o gorahajuma
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MOT/IAYeHOCTH, 6opbe U pearoBama, Kao U pe3UTHAIIHWje U UTHOPHCamkha
HMCTHUX THX CTera W JiaHalla, CBeJOYAHCTBA OCTaB/bajy YIIPABO TH MaJlk
BU3yeJIHH aMOJjieMHU MUTHUTATHE KYJITYPe.

KYJITYPHO MAMRERE Y PAJbBAMA ATIJINKALIMIA

CMelrTarbeM HHTEpPHET MHMOBA y IIHpe cxBaheHy MOITy/JIapHy WIH Ha-
POOHY KYJTYPY, MOKYIIa/JIX CMO Aa MTOKa>keMo [a OATOBOP Ha MUTake ,KO
je maBHU?" y CTBapalky MUMOBA IpeMa HalleM MUILLbERY IJTIaCH: TO Cy
JbYgUu,® ¥ TO He CBU JbyIH, Beh OHM KOju mpuMnaaajy KopIiopalujckum, I1P,
KOMepLHjaJlHUM, MeHALIepCKUM U CJINUHUM CeKTOPHUMa, Te JOMHUHAHT-
HUM MOJIUTUYKUM TpymaliijaMa, Kao ¥ OHU ,00MYHHU", KpeaTUBHH, I0T-
JlaueHHW U ModyHweHHU JbyOU KOjHMa je MMM aJeKBaTHO CPelCTBO 3a MC-
I0oJbaBakbe PEBOJITA, OATOBOPA MJIM KOMEHTapa Ha pa3HoJWKe forahaje
U cuTyanuje. CBM MU 3aje[THO HaJIa3UMO ce C oBe, yK/bydueHe (ON) cTpaHe
OUTHUTAJIHOT pa3popa (digital divide),® OMHOCHO — IIPUCYTHHU CMO OHJIAjH,
WJIH, pEUHHUKOM cajbep-onNTUMH3MA, MU CMO HeltiuzeHu, Web ¢iaHepu u
cypdepH’, a caBpeMeHHUM, BeOMa KOHKPETHHUM PeYHUKOM — MU CMO MpO-
U3BOhHauM AUTUTAJHOT U3MyBHOT raca, IMTUTAJHUX MPBHIlA U OTIIa/la Y
BUIY ,0HMXeBHOpaIHOT BUIIKa" & (Zubof 2021).

Y OpBUM AJaHHMa IoIly/J1apHe yroTpedbe WWW-a, oK Cy HOMe joIIl
yBeK JOMHHUPAJIM paJio3HaJIM MOUITOBAOY HCTpaskKMBaka cajbep-HU-
1Ia, U3pa3uTa je duUa Bepa y AJeMOKPATHUYHOCT Y AelleHTPaJTHu30BaHOCT

5 Haxo 3ByYH Kao TayTOJIOTHja, OATOBOP je IeJIoM UCIIPOBOLIMPaH OpPOjHUM pacrpaBa-
Ma u3Mehy XyMaHUCTUUYKUX U TEXHOAETEPMUHUCTUUKUX TIPUCTYTIA TIOPEKITY U reHe-
34 MeJ[l{ja YOIIIITe, U Y OBOM CJIy4ajy, UHTepHET MUMOBA. 3a YBOJ Y LIUPY pacIipaBy
Yy OKBUpHMa MeHjcKe apxeoyoruje B. Parikka 2013.

¢ HajHOBWUje cTaTUCTHKe 6Gesieske [1a je OHJIajH MPUCYTHO OKO 53% CBETCKE IOoIy/aliyje
(Muller & Aguiar 2022).

7 Yak 4 MMeHa IIPBUX UHTePHET NpeTpakuBaya, Kaksa cy Internet Explorer i Netscape
Navigator cBegoue o 10JieTy cajoep ayTtamwa (Morozov 2012), Kao ¥ 0BAe HaBeNeHU
Web ¢navep, cypdep, Helllu3eH.

8 Illomana 3y6o¢ (Shoshana Zuboff) nedunucana je, aHanusupasna u objacHUIA Mexa-
HHU3Me QYHKIHOHHCama HA030pHO2 Kanumasu3md, OCBECTUBIIN Hac [a je Iocpenu
CacBHUM HOBa I10jaBa, KOjy TeK OAHelaBHO ITOYUEMO BasbaHO Aa pa3dymemo. baBehu ce
,JIETJBMBUM YTOBOpPUMaA" KOje FOTOBO HUKO He UUTa (OHa CUTHA CJ/I0Ba U 06aBelITeRma O
KonmauynhuMa Koja ce Hajase U3Haj BeJuKor nyrMmera I agree”, ,Cinaskem ce” wiu ,I1pu-
XBaTaM“), ¥ pacKpHHKaBajyhu MUT 0 6eCryIaTHOM WHTEPHETY, TOMHOM MapKCHCTHY-
KOM aHa/IU30M OJpe[uiia je CaCBUM HOBY JIOTUKY aKyMyJsialidje, TajHO opyxKje ['yria,
aJIi ¥ MHOTUX IPYTUX KOpIopaliyja, 3BaHo 6uxesuopaiHu suwak. To cy muHpopManuje,
Tofaly o0 HallleM IMOHalllaky, Pa3MULbakby, I1a U ocehawkbUMa Koja ce onpebyjy kao ot-
naj, [UTATAIHYU U3NYBHU rac U JUTUTaHe MpBHIIe. To je Hallle HCKYCTBO KOje Ha30p-
HU KaluTaan3aM y3uMa 3a 6ecIijilaTHy CHPOBHHY U IIPEBOJIU je y IToJaTKe O IIOHALIay
cTBapajyhu 3a cebe orpoMHe KoJTMUYHHe KarnuTtaia (Zubof 2021).
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HoBe Mpeske. Kako je EprKkceH TBpAHO, yIPaBO 300T TUX HbeHUX MOTEH-
yjajia ,CBeKOJIMKe BacToApIIlie cBpbe MPCTH la BhOMe YIIPaBibajy, Tpe-
HYTHO 0e3 ycriexa.” [lomao je Tafga U Aa ce ,II0jeIUHU ITeCUMHUCTH boje oa
he Mpe>ka nereHepucarH y jolll jefaH ¢opyM 3a TProOBHHY, Ha CBY cpehy
rpemie” (Eriksen 2003, 23). ¥ 2023. ronuHU A06po 3HaMO, Kao U EprkceH
(Eriksen 2016; Eriksen 2017), ma oHAAIIKBU MECUMHUCTHA HUCY TTOTPEIIHIIH,
U [1a TPTOBHHA KPO3 IIepMaHEeHTHHU SCroll yCTIellIHO OKYTIMpa OTpOMaH Jeo
HaIIKUX )KUBOTA. 1 cajbep-maHepr3aM, TO JIyTaIalITBO IIyTeM JIOTUKE XH-
rnepjvHKa, caia je MpTaB 3axBa/byjyhu ,app MapagurmMu’, IpUMeTHO je
MoOpO030B, IOAaBIIM a UHTEPHET JaHac, HAKOH yCIelllHe KOJIOHU3aluje
OIl CTpaHe BJIaZla ¥ KOpIIOpalivja, CJIy>KH 3a ,3aBplllaBaibe CTBApH”, KyIIO-
BUHY U ofpahuBame nocjoBa (Morozov 2012). [IpyruM pedyrMa, MOIJIO
du ce pehu ga maHac roTOBO HUKO He cypdyje, a fa ce 3a 3aJ0BO/bEHEM
paZlo3HAJIOCTH Yy cajbep mpocTopy cBe pehe Tpara.

KynTypa uHTepHeT MUMa KoOja OICTaje ToMe YITPKOC YeCTo jecTe Io-
npuilnTe 650pdH, apeHa y K0joj ce cycpehy ¥ cyKobjbaBajy 3Hauekha I1ocjiaTa
,0I03[10“ U ,,003r0", KperupaHa off ,jeqHux" u ,Apyrux” mumMepa. OHa He-
peTKo aJlyiupa Ha, KPpUTHKYje U KOMeHTapHille yrpaBo ocehaj uaryosme-
HOCTH ,CJI0D0AHOr" HHTepHeT BpeMeHa, HOCTaJITMUHO ce cehajyhu mwe-
rOBOT BAaHKOMEPILIHja/IHOT MPOTOKAa. POMaHTUUHe HIeje 0 HEBUHOM U
IIeMOKpPaTCKOM WHTEpHeTy yTyllieHe Cy, a TOH UHTepHeT MHUMOBa Haj-
yewrhe HHUje yTOIIMjCKYA HUTH PeBOTyLIMOHApaH, Beh HOCTaJITMYaH U UMAa-
iuHapHo aHiakosaH. nu, kako Tomop Kympuh myapo 3amaka: ,JlaHac
MJIaIU He Memajy CBeT, jep je Taj IIoAyXBaT y MeHallepCKOM DOHTOHY
CTUTMAaTH30BaH Kao HAaCWJIaH, OMlaCaH U TOTaJuTapaH. Tpebda ce KJIOHU-
TH YTOINHja U HUXOBUX OpPyTaJIHUX CeHKHU. K/byu ycIiexa je MeHalIMeHT,
a He ytomyja.” (Kulji¢ 2021, 178).

Y TaKBOM MeHallepCKO-KOMepPIHjaJITHOM II0II-OKPY>Kewy Koje je U3ry-
duJI0 MHULIHUjaJIHU Cyppepcku WapM HacTajy UHTepHEeT MHMOBH Y UHj0j
UKOHOTpadHjUu peloBHO ITPOHA/IA3UMO U ITYKY peKjiaMy, YhKake Ha Ky-
TIOBHUHY /WY MIPOJajy, aJid U obpuce oapeheHe Kyntype cehama, dene-
JKee CBeJIoYaHCTaBa Koja ce TUUy OJHOCA ITpeMa HaBeJeHUM OJJIhKaMa
cajbep mpocTopa U KMBOTA Ca UM, KaO U KOHTUHYUTET UCTHIlakha OHOT
XyMaHOT U JbyACKOT TEXHOKpPATHjU yIpKoc. [lopen Tora, ynpaBo cehame
Ha UHULIHja/IHY Bepy y noTeHujasie WWW-a, Kao U I0CTOjarbe YHUTaBe
reHepailiyje olITUMHUCTUUHUX ,HeTH3eHa" KOju cy OMJIU yIIyheHH y TajHe
TaJla jolI HEKOJIOHU30BAHOT U CJI000NHOT MHTEpPHEeTa, YUHe pasJsior BU-
1lle 1a ce JaHAC ¥ oBAe DaBUMO KyJATYpPHUM HamherweM Koje Kpeupajy
WHTepHET MUMOBH. YIIPaBO 300T OCeTHe pa3iiuKe usMehy jyue u gaHac o
UHTEepHET MHUMOBHMA MUCIHMMO AUjaXpPOHH]jCKH, KpO3 Iprcehame U aHa-
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JIN3y Hamopa [ia Ce OHU Kao JUTHUTAIHU apTedaKTH 04yBajy U 3allaMTe.
To 3HaAUM Jla UX ITOCMATpaMoO Kao HOCHolle TaMhema U JOKyMeHTalldje
Haller ogHOCA IMpeMa CBeTy U [la ce HaBUMO MPOCTOPOM U BPEMEHOM Y
KOjMa OHH HACTajy, ieJie ce, Mebajy, HeCTajy U 3a COO0M 0CTaBJ/bajy Tpa-
roBe U CBeJoUaHCTBa popmupajyhu crieniruuHoO KyJITypHO ITaMheme 1
HauHWHe HeroBor ouyBama. CAaCBUM je TAUHO [a je ayTEeHTUYHOCT Y CMHUC-
JIy HereHepHCaHUX MUMOBa peTKa (Morozov 2014, 175), anu, Takohe je
WCTHHA [ia TIOCTOjY TeXKHha [a Ce OHa IMpoHahe, 3abesyie’ku U [OKyMeHTYje,
U [1a Ce OCMUCJIe HQUUHMU 3a BbeHO ,M3BJIaueme” U3 XaOTUYHOT ITPOoCTopa
KaKaB 3ay3MMa MomyjapHa KyJATypa UHTEepHeTa.

BALUTNHCKA KITAOQVUOHWUA NI DEADPOOL HACJIEBE

HajaBmenu Web 3.0 cTBapa pas3nuky u3Mely npebammer HUHTEpHeTa
KOjuUM ce cypdOBaJio, U JaHallllher UHTEepHeTa KOjHUM ce MaXOM Tpryje.
BpojHU MCTpakKMBauM, HeKaJallllbU ONITUMUCTH U ,JUTUTAJIHU jeBaHbe-
JINCTH" 3aMeHHJIH Cy Bepy y YTOIIH3aM HHTepHeTa 3a 030U/bHY KPUTHKY
ucrtor.’ Eunu bajo (Andy Baio) u3Heo je yBep/bHB CTaB [a je MpeiaCckoM
Ha MoOuIHe ypehaje U 3acebHe alIMKaliyje ITOCTAIoO Texke odpahuBaTtu
U penpoayKoBaTH CaAprKaj, YMMe je yMameHa Pa3HOBPCHOCT MUMOBA U
6poj muxoBUX Bapujauuja (Ciz 2022, 41). ITocTasio je jacHO He camo Ja je
HeIlITo Apyraudje Hero 1To je 6uo, Beh u na je Hewitio 6uJio, fia ipoutio.
MUMOBY HMCY HECTaJIW, HUTH Cy BaH yrnoTpebe; OHHU ce U fa/be KOPUCTe y
CBAKOJHEBHOj, aJTM ¥ U3PA3UTO KOMEPIHjaJIHOj ¥ MHCTPYMEeHTa/IU30Ba-
HOj KOMYHHKaIIUjH. Ycien ocehaja ma ce BbHUX0Ba y/Iora y KOMYHHKALIHUjU
Mema, [10jaBUJie Cy Ce UHULIMjaTUBE 3a CaKyIl/balhe, YyBamke U IIpecTa-
BJ/balbe PA3HOJIUKOT Hacjieha MUMOBa, 2 MEeTO0JI0IKA pellieha U ITPUCTY-
U Y OKYIUJbaBy OBOT U3PA3UTO MOIMYJIAPHOT MaTepHjaia Ha jeJHO MeCTo,
3a cafila UMajy pas3jIuuuTe JOMeTe U ycIiexe.

[TogceTuMo ce Ja HAM METOLOJIOTHja DallTUHeHa OTKPHUBA, OIU-
cyje ¥ objalimkaBa MeToe, MyTeBe U HauWHe CaKyIlJbaka, OAP>KaBamka,
UCTpPa’KHBaka M MpelcTaB/bakha CBeJoYaHCTaBa Mmpounioctu (Popadic
2015, 43). MEMOBH HHCY CaMO IIPOLLJIOCT, Beh U cagallkhoCT, Ba/baa U
dynmyhHOCT, a mpoliec BHUX0BOT DalllTUKheha YBEJIUKO je y ToKy. O6paTu-
MO Ma’Kiby Ha METOL0JIOTH]Yy DalllTHHkeha MUMOBA Ha IIPUMeEDY 3a caza
Hajro3HaTHje U HajBehe Oase, BebcajTa KnowYourMeme, KOju je OCHO-
BaH 2007. roguHe, a KOjH 10 TpeHYTKa MMHCaka OBOT pajia, 3aXBasbyjyhu
BeJIMKOM OpOjy CTaJIHUX AONPUHOCA PETUCTPOBAHUX YJIaHOBA, ITpe3eH-

9 B. usjaBy lllepu Tepki (Sherry Turkle) y mokymeHTtapHoMm ¢unmy Offline is the new
luxury.
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Tyje npeko 20.000 npeaJjio’)keHUX KaTeropyvja MMMOBAQ, O KOjHUX je Iie-
THHa NoTBpheHa.!

Kako Ha OBOM cajTy pyHKLIUOHHUIIE CaKyIlJbabe, JOKYMEHTOBAaKEe U
KOMYHHIIMpalke MUM Hacjeha? Tpeba pehu ga ce y jeJHOM MOITYy/JIapHOM
OKpY>KeHY KaKBO je UHTEePHEeT, CaKyIUbakhe TUX MOITY/JIapHUX JUTUTAITHUX
ambdneMa onBHja Uoilys1apHo. OGTHOCHO, PA3IUYUTH YIAHOBH, €HTY3HjaCTH
U 3aMHTEpPeCcOBAHHU IlIaJby MUMOBE, CBOje IIpeJljioTe 3a UyBame dynyher
MMM Hacieha, ¥ uekajy fa ypeSHUYKU TUM CajTa U MOAEePaTOpPHU UCTpake
U [IpOBepe OHJIAjH NPUCYCTBO MPeJIOKeHOT ,KaHAWAaTa 3a OuyBame” U
[la TIOTBpJe, WIH IaK oa0Hjy, leroB yja3ak y a3y mogaraka.'! Ha cajty
Ce YyBa, 1 OCTaje BUAJbUB CBAaKHU O[1I0MjeHHU YHOC, y3 00jallllbehe pasyiora
uckKkpyuewa. Taj CasoH ogbujeHUx MuMoBa y cajbep MpoCcTopy O3HaAUeH
je kateropujom Deadpool, IITO je HA3UB 3a UTPY ITpeABuhamka U Kiahemwa
KaZla he HeKo, y OBOM C/Iy4yajy Hmponajaiu MHUM, ympeTHu. Moxaa he cBu
MMMOBH jefHOTa JaHA 3aMCTa yMPETHU M HeCTaTy U3 Da3e mofgaTaka Kak-
Ba je KnowYourMeme,'? a MHOTH OJl BbHX Cce Beh JaHAc MOTYy CMaTpaTHu
JHEeCTaJIUM" WU HeBUIJbHUBUM, jep, Tpeba UMaTH y BULY [a je ceauIlTe
oBe Da3se, Koja ImpeTteHAyje Aa dyne rodanHa, y BbyjopKy, yHOCH ce mpu-
Majy ca IP afgpeca U3 pa3IMuYUTHX [ejioBa CBEeTa, 3 MUMOBH KOjH yjia3e
Y 3BaHUYHM [IONUC Hajuelthe Cy Ha €HIJIECKOM je3UKy, pa3yMJ/bUBH Ipe
CBera U3 3allalHOLleHTPUYHe [IepCIIeKTUBe U pejIeBaHTHHU IIPeBACXOJHO
3a 3allaiHU Jieo cBeTa.!®

KputepujymMu Ha OCHOBY KOjUX Ce YHOC MUMa, BUPAJIHOT CaapKaja,
1ojMa WM JIMYHOCTU U3BOJH jaCHO Cy HaBeJleHUW U TpomHcaHu. Mehy

10 Kao ocHMBauKH gaTymu 6eneske ce U 2007. u 2008. roMHa, a Kao IIPETXOAHHUK Y ca-
KyIUbakby JOKyMeHaTa UHTEPHET Ky/IType, OKyCUpaH Ha TpoJioBawe U 4chan opym,
HaBoau ce EncyclopediaDramatica.

1 B. mpaBWa 4 ynyTcTBa cajra KnowYourMeme.

12 B. npenaBawme EBrenuja MoposoBa Come and Forget the Internet y Xome je Kao
panuKasaH IpefJjor MUllJbekha U3BaH UHTEPHET-LIeHTpU3Ma U3HeT NOTeHIUjalHu
HecTaHaK uHTepHeTa (Morozov 2017).

13 Bpen Kum (Brad Kim), uwiaH MHHUIIHjaJIHOT ypegZHUUKOT TUumMa KnowYourMeme
ob6jammaBa Kako 360T cesini6M TOKOM oflpacTama HHje yCIeBao 1a pa3yMe ,MHTEPHE
dope” roTexsie ¥3 MUM KYJITYpPE, ¥ 1a CajT YITPABO CJIY>KH KAo eHIIUK/IONEeqUja TaKBUX
uHpopMauwuja u ,apeBoaa” (Tiffany 2018). Kerujara Yus (Kenyatta Cheese) HaBoau a
je Konek1¥ja HeaHIVIOOHKUX MUMOBA y U3pally, U [a IPyIle UCTpakuBaya TPEHYTHO
pazne y Bpasuny, Kunu, Kopeju, Janany, Mekcuky, ®panityckoj, Hemaukoj, Pycuju (Ciz
2022, 41). MehyTtuM, Kpo3 aHaJIM3y U OHUX MMOCTOjehux omuca U ,Katajora MUMoBa"
CKpeHyTa je Makika Ja oBa 6a3a, Mako KOPHCHA ajlaTKa 3a UCTpakuBame, Takohe
IOTIpUHOCH ,XoMoreHHu3auuju Web rcropuja“ (Pettis 2021). Iloce6Ha 6aHKa apUIKHUX
MHMOBA OCHOBaHa je 2020. romuHe Ha cajTy zikoko.com, a mpo6siem ,rio6anHe”
pacIpoCcTpameHOCTH U ynoTpebe HHTepHeTa 3axTeBa KOMEHTap y Noce6GHOM pany.
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BUMa je OHaj HAQjOCHOBHHUjU KPUTEPHUjYM OHJIAjH IIPUCYCTBA U MOITyJIap-
HOCTH, Tj. BUAJbUBOCT UHTPUH3UUYHUX MHUM KBa/IUTeTa KaKBU Cy PerJiu-
Kall¥ja, peaklyja, peMHUKC, CTaJIHe BapHjalidje, JOKa3!u Aa ce MUM ,IIpU-
MMO" Y 1a je M3a3Ba0 HU3 MUMOBaHKa.* ¥ IIponucUMa je UCTaKHYTO U KOj!
TO cagpkaju ,Hucy Kya“ (NC, Not Cool), Te cTora HUCY ITOKe/bHH U MOTY
duTH 6aHOBAHH, MOMYT OHUX PACUCTUYKHUX, CEKCUCTUYKHX, XOMO(OodHUU-
HUX U CJI., 2 HUCY [I03BOJbeHE HU MpeBape y CMUCIY ,U3MHILJbaka Tpa-
IWIIFje MUMA“, ODHOCHO BEeIlTAauYKOT CTBapaka BUPATHOCTH U MOITyJap-
Hoctu. [TocebaH opespak 3ay3umMa NSFW (Not Safe For Work) ymycTBO 0
,JJAKOBamy" OTICKYPHHMX U PAa3HUX OPYTHUX CYMIUBUX U ITIPOBOKAaTUBHHUX
canpykaja. TuM moBOIOM, MUCIMMO CBaKaKO O KOJIMUYUMHU MaTepujajia
Hebe3zbegHuX 3d flocao, Koja Mopa [ia je BeJIMKa YHUM je focresia y IJiaBHe
npomnuce dase, aJid U 0 KOJIMYUHU BpeMeHa Koja ce y yCJI0BHUMaA ,IIypH-
TaHCKe eTHKe pajia, ajlk XeJIOHHCTHUKe eTHKe noTpoinme” (Eriksen 2003,
181) MpoBOAM Ha palHOM MECTY, y Open Spdce KaHLeJapUjHu, U HEPETKO,
Y3 HOBe HauWHe ,KOHTpPOJie MPOAYKTUBHOCTH" KaKBe HYAU, Ha IIpUMeED,
amuKanyja Desktime.!®

YKpaTKo, Tako je medHUHUCAH MO3UB 3a (opMHUpPamke OBe KoJeKIHje
MHMOBQ, Ha KOjHU ce JbyAHM OJa3WBajy Ha 0a3u eHTy3HWja3Ma u ,Ho0pe
BoJbe". Peu je 0 jefHOM HAUHUHY UOUYJIApHOI UpuKkylbara Upegmelid,
KOju MMa ypeoHUUKY ,IIpoBepy”, Kao U oapeheHe mponuce. M3 Tor pas-
JIoTa CBaKW MUM MMa OMHUCHU KapTOH KPO3 KOjH ce IpaTH KHeroBo mope-
KJIO, IUpeme (Spread) y3 ofadbpaHe mpumMepe U Bapujanuje (ciuka 3). I1o-
pen Tora, IpUCYTaH je U BeJIMKU OpOj XMUIIEePJIMHKOBA U JaJ/bUX YIIyTa 3a
HUCTPa>KUBake CadyyBaHOI IIpUMepa, Kao U BULEO0 CepHjall 3a ogpeheHun
6poj MHuMOBaA.'® Paziu ce 0 MOCTYIKY KOjH je Y TOKY U Tpajamby, U Koju he,
CaCBUM H3BECHO TpajaTH joll AYTO, @ BberoBy yCcKiaaheHOCT ca MpOnmUCH-
Ma TellIKO je ,ca OBe CTpaHe eKpaHa" YTBPAUTH ycJjie[ OTPOMHOT KOpITyca
nojgaTaka. 3a caja, BUAJBHBO je [a je peu 0 eHIIUKJIOIIegHjCKOM ITOITUCY
Wiki Tunia, MehyTuM, TeK NeTUHA MHMMOBA YHjH je 3BaHUYHH yjla3aK y
ba3y nmorBpheH yKkasyje Ha notpedy 3a dynyhuM HanoprMa y KOHAUYHOM
00/IMKOBay OBe KoJleKlMje MHUMOBaA.

14 EBo onbujeHOT mpUMepa yHOCA, KOjU CToju Kao rmpuMep 3a DON'TS, ofHOCHO 3a OHO
IITO KAa0 MUM YyBapHu He 6HMCMO CMeJH Aa paauMo: SuperRobo Jesus (2019).

15 O Tome 1ITa cBe U Kako panu Desktime B.: “What is Desktime?” (2020). 3axBasbyjeM ce
MuHu Bamal Ha npenpryaHOM UCKYCTBY TOKOM pafia y social media MeHalIMeHTy
KOju yIpaBO OBaKBHMM allJIMKallMjaMa MepH [a JIM 0CMOYaCOBHA KpPeaTUBHOCT
pagHMKa IPUINKOM Kpeupamwa cafpykaja 3a IpyLITBEHe MpesKe Teue 6e3 mpekuza.

16 CHUMJbEHO je HEKOJIMKO Ce30Ha IeTEKTHBCKUX PaCKpUHKaBaka MopeK/ia MUMOBaA. B.
Disappointed Muhammad Sarim Akhtar Ha cajty KnowYourMeme.
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MUMOCOEPA: NMTPOBJIEMU
[MPOCTOPA N BPEMEHA MUMOBA

TellIKo J1a ce pa3sMHUIIlJbake 0 OUJIo KoM HacJsiehy, ITa ¥ 0BOM Koje je nu-
THUTAJIHO CTBOpeHoO (digital-born) U Be3aHO MpeTe>KHO 3a cajdep mpoc-
TOp, MO>Ke ONBOjUTH O]l pa3MHUIlJbakha O MPOCTOPY U BpeMeHY. IIpo-
diemM mpocTopa jecTe mpobdseM 3allafHOLIEHTPUUYHOCTHU OBe Dase, JOK
je 3a mHUTamke BpeMeHa Ba>kaH >XUBOTHH Bek (lifespan) MuUMa, KOju MO-
>Ke UMaTH pas/InuuTe Oy>XHHe, MaJla IpUKyIJbakhe MUMOBA Hajuelrthe
3Ha4Y¥ NPHUKYIUbake epemMepHol, jep ,0HH YyBajy MO3HATY UNHEHHU-
Iy OHJIQjH >KMBOTA: a HUCY HU CTBOpPeHH Ha Tpajy” (Jackson 2017).
KnowYourMeme je kaTaJjiollika ba3a y K0joj ce dejieske U OHU IIpUMepHU
KOjH Cy LO>XKHBesu foda ,3pesio” 3a apXUBHUpake, KOjU Cy MPOILIJIN KPO3
CTaAWjyMe peminuKalivja, TIOHaB/bakha, pPEMUKCOBaka U [ejbemha, alu
Y OHHU KOjH U Jajbe HeYMOPHO Kpy>kKe MpeykaMa. ¥ OBy 6a3y MUMOBH
JIOCIIeBajy U U3 MPUMAPHOT, U 1ajbe SKUBOT (MUMETHUYHOT) KOHTEKCTA,
AJIA ¥ M3 apXeoJIOLIKOT, OHOT 3ab0opaB/beHOT ¥ CKpajHyTOT. CaKkyT/bay-
Ka JIOTHMKa CTOora jecte KOpPHMCHA, HAPOYMUTO 300T T3B. MUM aKIilesiepa-
1uje (Meme Acceleration), ydp3atkha MHMOBaka IIpU KOMe Cce H3HOBA
ckpahyje \HX0B >XMBOTHHU BeK (Veix 2018), a caMUM TUM M Halll pac-
IIOH Makibe Ma YOIIIITe IIPUMEeTHMO HBUX0BO pahame U cMpT. Ca Apy-
re CTpaHe, MeXaHU3MHU IIOTeHLIUjaJIHe My3eaau3auujel’ ,ripe BpeMe-
Ha" ¥ cTBapame Dedadpool Hacneha ,Ha Koje Tpebda ma ce KiaguMo“!®
He Mpy>ka OATOBOPE Ha MHUTama KOje ce TO BpeAHOCTU UMajy HaMepy
OUyBaTH, Ka0O U Ha KOju he ce HAUWH OABHjaTH KOMyHHKallHja 3ade-
JieXKeHOT ¥ CAauyBaHOT.

Crora 6u ce MOIJIO 3aK/BYUHUTH Oa je KnowYourMeme cajbep ckmna-
IUIITe, ,IIPOCTOP Y KOMe je BehrHa CTBapu CKpHBeHA Ha XaplBepy, U
IJIyTa Herde Ha deckpajHoM uHTepHeTy" (Van House & Churchill 2008,
302). Y wmeMy Cy CMeLITEHU MUMOBH KOje CMO paZio MaMTHJIH, U KOjUMa
U Jajbe KOMYHHUIIMPaMO, Te OHU KOje HUCMO HU IIPUMETUJIH, aJIh UX He-
KO [pYTH UIIaK jecTe YUHUO MIPUCYTHUM OHJIAjH. [IoTOM, OHU MUMOBHU
Koju 61 ma 6a3e HeMa HeCTaJiy, OHH 3a Koje ce KJIaAuMO [la he yMpeTH y
Deadpool-y, Te 0HU KOjHU Cy TeK y ITOBOjY, Koje dosbe 1a cauyBaMo YHarpe[,

17 ®ase mpolleca Myseajn3aliije 06yxBaTajy: CHCTEMAaTCKO TPe30pUPabE, EKCIIEPTCKY Be-
pudUKaHjy, IOKyMeHTallHjCKe CUCTeMe, Te yIioTpeby bamTuHe (Bulatovi¢ 2009, 10).

18 1 3y6o¢d mpumehyje ga jaHac JOMUHUpPA ,MeEHTAJNMUTET Kilahema Ha BUCOKE KBO-
Te" U ,HeCcTpIybKUBU HoBall" (Zubof 2021, 81), a y oBoM ciiy4yajy MO’KeMO TOBOPUTH
0 ,HecTpIUbUBOM Haciehy"” ¥ agpeHaJITMHCKOM Ki1ahemy Ha 6yaqyhHOCT U Tpajame.
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ma he ce BUXOB ,Cjaj" ¥ KyJIMHUHalHUja (aKo UX dyme du0) gomatu. JIoTu-
Ka cajbep ckiaamuiITa xohe ma Mopy4du Aa he Mame BpeMeHa Ofly3eTH Jia
CcauyyBaMO CBe OMaX, Hero ia ce 5aBUMO LIKapTUPawkeM, UYMIIhemeM U
U3[BajalkbeM BpeJHOCTHU. JIOBOJBHO je OHJIAQjH IIPUCYCTBO, Ma KOJIUKO YIIUT-
HO oHO 6ms10. OHa ToJIayke Ha PU3UK U Ha OIK/IaAy, a y3dyhemwe Lpnu U3
MOTYhHOCTH [1a CaKyIIH IIITO BUIIle CTBAPH 3ay3UMajyhH 1ITo Mamke Mec-
Ta. Ba3dupaHa je Ha MOTeHLWjaJIuMa PETAaTUBHOCTH BPeJHOCTHU U CTaJI-
HOM MIIYeKHWBaky UCXOLa OnKiane: xohemo iu ogpeheHU YyHOC UOWBD-
guttiu utu He? Kako je Beh mpumMeheHo, ,Ba>kHO je fa ce cTynuje cehama
He 3aBapaBajy TeXHOJIOIIKUM YTONMU3MOM. JJUTUTAIHA CHUMAK jecTe
pamuB” (Van House & Churchill 2008, 302). Ctora he oBa BpcTa Hacieha
U3 dawlluHCKe KIIaguoHuye DUTH ocjiaTa Kao ,11eo MakeT" 301ujeHruX UH-
¢dopmanmja y 0OynyhHOCT, Tj. Ha cepBepe KOju he TpajaTh OHOJIUKO KOJIUKO
Tpaje BbUX0Ba AOIJIaTa, UK, KOJIMKO UM To oMoryhu Wayback Machine.*

[IpuKkyI/baTH epeMepHe IpegMeTe, KOjU He CaMoO [la HUCY CTBOPEeHH
Ia Tpajy Beh ce YMHM Ja U3MHUUYY CAMOM II0jMYy CaKyIlJbakha, HUje jef-
HOCTABHO HU3BeCTH, a GopMHUpatbe ,alicTpakTHe ¢popme 30UpHOT poHAaA"
(Stransky 1970, 50), Kojom du 3HaUeHe U BpeJHOCT KoJIeKIhje ODUIH jac-
HU ¥ pa3yMJ/bHBH, Hajuelilhe nu3octaHe. Tako je, Ha IpUMep, HAIOp CT-
Bapama Myseja MuMoOBa 2021. roouHe, y BUOY IIpUBPEMEHE HU3JI0K0e y
K11 Art Mall-y y XOHTKOHTY, IpeBacX0oHO Be3aHe 3a 9GAG miathopmy
OKapaKTepHCaH Kao y30yA/bUB U NOMAAJbUB, aJIU U Kao cringeworthy?°
(cmuka 4), He camMo 30T KOMepIHjainu3alHje U HeyXBaT/bUBOCTH MHU-
MoOBa, Beh 1 300r Tora mTo je Besa Koja Claja mpelAcTaB/beHe MHUMOBe
CKPajHYTa, a NpefHOCT JaTa UMepP3UBHUM HUCKYCTBUMa (HIp. oceliuitie
MUpuc Muma).

[Ipobnemu KnowYourMeme H6a3e moBe3aHU Cy Ca OMIITHM Kapak-
TepUCTHUKaMa MHTepHeTa KOju MOoKyllaBa Ja TOBOPH IV10baiHO, alu ce
pasyMe JIOKQJIHO; ca IOIYJIAapPHOM KYJITYPOM KAao MCTPa’KUBAYKHM Te-
peHOoM, Koja ce omHMpe KaTeropujaMma, KaTaJlo3uMa U TOMHUCY; ca Ipefl-
MeTHMa Koju ,0pHuIlly rpaHHIly u3Mel)y ucTopHje U akTyenHocTtu” (OZe
20053, 25), Te ca KammalkuTeTUMa cajdep ckimaguinTa. [IpumeHa Deadpool

19 Wayback Machine je "HTepHET apXuBa CajTOBa U APYTrUX apredakara y JUTUTAIHO]
dopmH, Koja je ca apXUBHpakEM UHTEpHEeTa cTapToBasiia 1996. roguHe. Kputukyjyhu
OBY apxuBy UHUlepHella Ha UuHuiepHeily, XockuHC (Andrew Hoskins) HaBogu
3amnaykara U3 Kwure Always Already New fa ,uMa Heuer YyAHO U HeUAEeHTH(HUKOBAHO
caJlallllbeT ¥ CaBPEMEHOT Yy HAaUWHY Ha Koju Wayback Machine obehaBa ga he Hac
onBectH y nipouutoct” (Hoskins 2014, 673).

20 KoBaHHIIA peuH ,cringe” u ,worthy” Koja y UHTepHET CJIEHTY O3HauaBa HEMITO IITO Gyau
ocehaj ctuma u 6;1amMa, 1ITO je ¢ejsr, U wmema WTO ce Aoroauiio. B. 9GAG Museum.
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JIOTMKE Ha OYyBame Hacjleha 3a ypeJHUUKHU TUM CajTa MOTBPAA je Mpo-
Bepe ¥ MCTPa’khBama y HelperjieJHUM IIPOCTPaHCTBUMaA cajbep mpoc-
Topa. Peu je o modpo mpemno3HaToj moTpedu ma ce MUM Haciehe obe-
Jie>ky, 00jacHH M cadyyBa ycjael allpoIlpHjaliHje of cTpaHe MejHCTPHUM
MeOHja U aJBepTaj3sUHT UHAYCTpPHja, Koje MpH yIOoTpedH U He IOMe-
HY IIOpPEeKJI0O MUMOBa (Ciz 2022, 37), anu ce 3a HaYMHUMa HUHTepIpeTa-
IIMje TakBe cajbep DallITHHe jolll yBeK Tpara. KOMyHHUKAaTUBHHUjU U Kpe-
QTUBHUjU HAUHWH IIpPeACTaB/bakba U MPUKYI/bakba MUMOBA OCTBAPHO je,
npuMepa paiu, UHTePAUCIUIIMHAPHU KojeKTUB Clusterduck mpojek-
ToM Meme Manifesto, Koju MEUMOBe cMellTa y (popMy JiefeHor dpera y
cajdoep IpocTOpy, a AeTEeKTHUBCKOT 3MOa HHCIIMPHUCAaHHUM BapOyprosum
(Aby Warburg) aTnacom cinka MHeMocuHa y GU3UUKHM, U3/105KODeHUM
npocTopuMa.?! AKO TOBOPUMO O KyJITYPHOM MaMheby, AaKie, 0 ,,UKCH-
pamy”“ cehawa U cTBapamy Quiypa koje liamilie, TOBOPUMO O FbeTOBOM
dopMHpamy momMohy MeToAa KakBe KopucTH Clusterduck, 10K Ha mIpruMe-
py KnowYourMeme Ha3e roBOPHMO Y KOHAUHHUIIH O 3abopaBy H3a3BaHOM
DecKkpajHMM CKJIaJUIITEHHMM KalalluTeTUMa cajbep mmpocTtopa. Peujy,
KaKo je To BajHpux NpUMeTHO: ,yCKJIaJUIITEHO, TO 3HaUu 3adopaBibe-
HO" (Osten 2005, 13), a OcTeH nogao: ,HHje cIydajHO THUIIKA 3a OpHcame
y3HaIlpenoBaJsia y jefaH Ol HajBa)KHUjUX KOHCTPYKLIMOHUX eJleMeHaTa
koMmmjytepa“ (Osten 2005, 21).

3AKJbYYAK U ,0A TN XKXKNBOT
MOCTAJE CTPATEIVJA 3A CTBAPAHE APXMBE?®

Tpeda MaTH Ha yMy a HUCY jeJUHO pauyyHapH U cajdep mpocTop Joopu
reHepaTtopi 3abopaBa. Bosipranr EpHcT (Wolfgang Ernst) mprmMeTHo je Ka-
KO CaM ,apX¥B HeMa HapaTUBHY, Beh caMo KayKya1uinyhy MeMopujy, ¥ fa
Cce y IUTUTAJIHOj KYJITYPHU OH U3MeIlITa U3 apXUBCKOT MIPOCTOPa Y apXHB-
cko BpeMme” (Ernst 2004, 2). Anenna AcmMaH 3ariasuiia je a ce KallallkuTeT
pauyHapa yBehaBa C rogMHaMa, IOK Jby[ACKa aKTHBHOCT MeMOpHCambha
ocTtaje ucra (Assmann 2008, 104). Yoien mmpodjieMaThKe CKIaaHIITeHha
U [IUTaka cehamba, Tamhema U 3adopaB/baka Ca pauyHapuMa (MU HH-
Ma yIpKoc), fepruHUCAH je U TTojaM on-the-fly mamhema Kao HOBa BpCTa
TEMIIOPATHOCTH MeMODpHje:

,On-the-fly mporpaMupame WiH live coding je CTUI IIporpaMupama y
KOMe Tporpamep/nepdopmMep/KOMIIO3UTOP MeHba IporpaM 0K OH pa-

21 B. Clusterduck, A Meme Manifesto Project.
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oy, 6e3 cTonrpara WU pecTapToBamka Kako 01 MCTaKao eKCIIECUBHY;,
ImporpaMadu/IHy KOHTPOJTY IepdopMaHca, KOMIO3HIIUje U eKCIIepH-
MEHTa, a CBe To JIoK nporpaM paau”“ (Hoskins 2014, 666).

baza nmogataka KnowYourMeme HepeTKO TaKko W Aeiyje — desiesKu
MHMOBEe Ha MO3UB, ,IIpe BpeMeHa", IOK OHH jOIll )KUBe U ,pajie’, yIHumbe
ce la U3BPIIU apxXuBupdre yHaillpeg, Oa CII0jy cesieKIIUjy, Te3aypalujy u
KOMYHHUKaIHjy?? cTBapajyhu my3eatusayujy 3y 1. OHa jecTe cajdoep me-
CTO Ha KOMe ce CKJIaJHWIITH KYyJITYpHO MamMhemwe y BUAY ,KalKyauinyhe
Memopuje”. MoXXa je MUMOBA jeJHOCTABHO IIPeBHILEe, U MOXKa TO HH-
XOBO ITpeodu/be 3axTeBa U3yMeBake HOBHUX Mojejla My3easiu3alidje U
»PHUKcUpama“ maMhema. Cajbep apxusupare u yysare cBeia HepeTKo ce
IpeTBOpe y MapajoKce WU CONICTBeHe CyIPOTHOCTH.

IIpojekatr MyLifeBits TopmnoHa Eejia 3amouer je AeBemeceTUX I'oAHWHA
IBafleceTor BeKa y LIMJby CTBapama KOMILIeETHE )KUBOTHE apXHBe Koja Oe-
JIeSKU allCOJIYTHO CBe: ITpaBH (oTorpadHjy Ha OCHOBY IIpOMeHe CBeT/Ia Y
POCTOPHjH, YyBa HeroBe MejloBe, KEbUTe, [I0CA0, CHUMa 3BYKOBE, a CHC-
TeM ,3Ha" ako ben He Bexkba WM Mak jele MacHY XpaHY. [Ipema memy,
MyLifeBits je opyhe 3a cTBapame 30HpKe >KMBOTA, a OTapacUTU ce cehama
U MMAaTH UX Ha pavyyHapy MpeAcTaB/ba BeJIUKO 3a0BosbCTBO (Terkl 2011,
403). MehyTum, NpHIUKOM pasroBopa ca besiom, llepu Tepki, nutajyhu
Ce C MPaBOM - aKO TEXHOJIOTHja MaMTH 3a HAC, TaMTHUMO JIM MU Mame? [la
JI >KUBOT ITOCTaje CTpaTeryvja 3a CTBapakbe apxuBe? — mpumMmehyje He caMo
JIe30pUjeHTHCAHOCT TOT YOBeKa ITPUIMKOM ITpeTpakrBatba IMpeodbruMHe ap-
XWBe, Beh U ofylieB/beme Koje UM 000Ma U3a3uBajy NpeIMeTH U3BaH io-
W aHoI )KUBOWIHOI apxuBd, KaKaB je BeroB JOKTOpaT, pyKOM IIHCaH, Jiere
beneskHUlle, THeBHULIU U cJIMYHO (Terkl 2011, 405). Y BpeMeHY y KOMe >KH-
BUMO, a Koje je IllomaHa 3ybod mperr3Ho Ha3Bajla goboM Hag30pHOI Katiu-
a/ru3mMa, TeXHUKe apxXUBHpama y OpojHUM ,[TaMeTHHUM " ypehajuma umajy
MMCHjy MOOU(DHKallFje HalllelT IOHalllaka, Hajuelrhe ycMepeHe Ka Tpro-
BUHMU. MY, KaKo je jemaH MHXKeHep WIyCcTpoBao: ,Mo>keMo Aa HapeaHuMO
dprKuIepy: He OTBapaj ce jep OH He Tpeda Aa jefe, WK Aa KayKeMo TeJle-
BM30pY Ja Ce HCK/BYUH 300r Tora mto Tpeda ma criaBare” (Zubof 2021, 317).

Kako oOKBMPH TaKBUX IIpeTeH3HWja y MaMhemwy yTUUY Ha KyJATypy MH-
Ma, KOja ce Takohe cTBapa y UaHMeMOpujckum ieHgeHyujamMa UHTepHe-

22 Yemku my3seosior 36umek Crpamcku (Zbynék Zbyslav Stransky) cmatpao je ga ce
MPHUJINKOM H3[Bajakba IpeIMeTa W3 TOTAJHUTAPHOCTH OMBHja HEroBa MyseasHa
ceyleknyja (MOKyMeHTallHja), TIOTOM Te3aypallyja (Clio3Haja ¥ 0UyBake BPeIHOCTH)
U Ha Kpajy, KoMyHHKaluja (Stransky 1970, 52).
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Ta? MoxKe ce pehy, Ha BUIlle HAYHWHA. JeaH O BbUX CBAaKaKo je Be3aH 3a
MeTofe DalliTHeHha U OUyBatha MUMa%, U TIPUCYTHY TeHIOEHLIU]Y Aa ce
HaMTH CBe, WJIHM [la Ce y TOMe IITO ce MTaMTH He BpLIM cejeKuuja. Ipyru
b1 ce 0OIHOCHO CBaKaKO Ha MpeJia3ak ca JIOTUKe apXuBe U cajdep CKiia-
OUILITA Ha MYy3€0JI0IIKO-XePUTOJIOIIKH HAUYWH MULIJbeHha, HA HApaTUBHU-
3allHjy KyJaType mamhera Koja ce cTBapa MUMOBHMaA. To rmoAgpa3yMeBa
jemaH IIpUCTYII Koju Ou ce HaBMO reHepalijaMa raMhema, Koju ou nepu-
HHUCAO0 NPOCTOPHO-BpPeMEHCKe IPpaHHULle MUMa U KOjU OU TTOHYLUO HOBE
MeTOoAoJIoTHje DalliThbeha MMpeMeTa KaKBHU Cy MUMOBH, a MKy yC-
MepHO0 Ha HapaTHUB, Ha OHO IITO ce TaMTU MUMOBHUMa CAMUM, YMeCTO Ha
MOKYyIlIaje ’bHUXOBOT CKIQAHIITEehA U UHCTUTYLITMOHA/IN3a1je. [Ipodiem
astioputiam kyJaitlype U screenshot benexxHuuye, Koja oTeXkaBa ceeKLHjy
¥ OOBOAM A0 TTapajiuse oIluja (option paralysis)** u ipeodbusba u3bopa
y KOjuMa CMO IIpeIlyIITeHU KpeTamwy Oe3 opHjeHTallHdje U caM je II0CTao
MMM reHepatop (C/IMKa 5), a 4o4aik OUCMO, M BepHa CJIMKa KYJITYPHOT
naMhema y cajdep mpocTopy.

OBIe aHa/M3WpaHa METON0JIOTHja DalllTHemha yTUUE HA MOUMamwe
MY3€e0JIOIIKe BpeITHOCTH, Kao ¥ Ha peflepHMCame ITI0jMa KOoJIeKIIHje, Koja
cajla yKJ/byJyje ¥ OHO IIITO je oi0HjeHO WU U3 e U30aueHo, CJIMYHO IH-
TUTAJIHOM Namhemwy y KoMe o(m)cTaje OHO mITO O Jeygcku rU3bieneno /
dusio 3abopaBsbeHO. [Tope Tora, OHa ce ynopHo obpaha rodanHoj myod-
JIMIIM, KOja MIaK TOBOPU U pa3yMeBa JIOKAJIHO, He camo 300r odiajH Bpe-
MeHa M MPOCTopa y KojuMa (ce) >KMBH, Beh 1 3aT0 LITO M Te KaKo ITOCToje
JIOKaJTHe TPaHHlle OHJIajH mpocTtopa. Kopucrehu nmpoirpeHe Kamamure-
Te cajbep mpocTopa, yIpKoC ,IpOBepU” U KOHTPOJIH YPeLHUUKOT TUMa
cajTa (KakaB je KnowYourMeme) caKkyIlJbake ce BpPIIH JIOTUKOM HAIoMU-
nasarwa ysuc (EpukceH), ca Majio IIpOCTOPa OCTaB/beHOT 3a 3aJ0BOJBCTBO.
Jep, kako je ncuxosior Bepu lIBapil (Barry Schwartz) npumeTtuo, tiapago-
KC u3dopa je y ToMe LITO MU MHUCJIHUMO Oa ducMo duiu HajcpehHUju ako
drcMo UMau BHllle U360pa, JOK 3alpaBO OrpaHUUYEHOCT U3b0opa yecTo
IOBOOU 0 Beher >KUBOTHOT 3a0BoJbCcTBa (Terkl 2020, 184). A ceTuMoO ce,
y 3BaHUYHOj (1 HOBOj) ICOM-0B0j medUHHUIIUjH My3€eja jelaH Of pa3Jio-

28 Tlopen KnowYourMeme u Zikoko 6a3e, 1 momeHyTux 9GAG Mum my3seja u Cluster-
duck-oBor MaHudgecitia Muma, OpTaHHU30BaHO je U BUIIIe U3JI0K0H, monyT: Eternal
September (2014) SKUC, Jbybmana, What do You Meme? (2016), Holdrons Arcade,
JlonnoH, AseHuja mumosa (2021), KC Jluman, HoBu Can, CiiygeHuicku mum (2021),
IKCT, Beorpan, Mumosu3uja (2022), Kaka 22 Beorpan, AseHuja mumosa II (2022),
Hosu Cag.

24 TIuTUpaAHO MMpeMa JHjasory y 4. eNU304U o HasuBoM Hang the DJ, 4. ce30He cepuje
Black Mirror (2017).
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ra 3alIToO UCTPa’kyjeMo, CaKyIJbaMO, YyBaMO U IIpefCcTaB/baMO Hacaehe
jecTe ympaBo 3aZI0BOJbCTBO MJIMTH YKHBake, Te MOXa ITyTOKa3s y pa3pe-
LIelby HaBe[eHUX ITpodsieMa (0)uyBama Hac/ieha HHTepHET MUMa MOXKe
duTH cxBaheH yIpaBo Ha TakaB HauKH. CTOra, MOJKe Ce 3aK/byUHTH J1a je
¢dopmMupame KyJTypHOT ITaMhema, OHOT Y UHjUM Ce OKBUpHMaA cehame
»bUKCcUpa“y gulype u ciuke uamhera,y cajdbep mpocTopy o4 CHAa)KHUM
yTHllajeM TeXXHe [a Ce cadyyBa U 3allaMTHU CBe, Hajuelithe y (opMH TH-
MIUYHUX CajOep CKJIaAUIITa. Y epu on-the-fly mnamhemwa, UHTepHET MHUMO-
BU CaCBHM H3BECHO IIpeJiCTaB/bajy jeAHY BPCTY NUTUTATHUX IIpeaMeTa
Koju 3aBpehyjy uyBame U pas/iMuuTe CTagujyMe DalllTHHeHha, aJik KOjH,
o cBeMy cynehu, UCTOBpeMeHO U3UCKYjy (py3Hjy aHaI0THE/TpagUuLIuo-
HaJ/IHe MeTOoJIoTHje DalllTukheha U OBe HOBe, AUTHUTA/IHEe, HEPETKO IIpe-
OylTeHe MapagoKCAaJHUM MpoLecUMa CaKyl/baka M OUyBama CBera.

HEY KID, HAVE YOU
EVER SEEN ONE OF
THESE BEFORE L3P

3 WOW, cooL!
you MADE A 3D
MODEL OF THE

W SAVE ICON! _

< A
4 \

e
ﬁ: L

w

[ ]

Cnuka 1. Floppy disk joke, npeyseto ca: https://www.theverge.com/2017/10/24/16505912/
floppy-disk-3d-print-save-joke-meme (npuctyrnsbeHo 25. maja 2022).
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)EMEME:

ICOINED;THEWOR

rmgfipucam;

Cnmka 2. Puyapf JOKMHC ¥ MMM O eTUMONOTUj MUMA,
npey3eto ca: https://imgflip.com/i/k3gug (npuctynsbeHo 25. Maja 2022).

Cnuka 3. M3rnen onucHor kapToHa mmuma Leonardo DiCaprio Laughing Ha
KnowYourMeme cajTy, screenshot n konax aytopke
(npuctynsbeHo 25. maja 2022).
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Me after realising
there is a meme
museum in Hong-Kong

Cnvka 4. Mum npeyset ca npuaora o Mum mysejy https://knowyourmeme.
com/memes/events/9gags-meme-museum (MpUCTyn/beHo 25. 05. 2022).

Me saving a screenshot to my phone

Cnvka 5. ApxuBCKa rpo3HnLa y MoOKIHOM TenedoHy - MM Nnpey3eT ca
https://ahseeit.com/?qa=60736/me-saving-a-screenshot-to-my-phone-
meme (MpUCTyn/beHo 25. Maja 2022).
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Manolis Varvounis & Georgios Kouzas,
Eisagogi stin Astiki Laographia, Theoritikes
Prossegisis, Methodologia, Thematikes [An
Introduction to Urban Folklore. Theoretical
Approaches — Methodology — Themes]

Papazissis, Athens 2019, pp. 458.

In autumn 2019 “Papazzisis Publications” published the book of Manolis
Varvounis and Georgios Kouzas titled An Introduction to Urban Folklore.
Theoretical Approaches -Methodology - Themes. It is fortunate that two
well known folklorists in Greece collaborate in this book, Manolis Varvou-
nis, Professor of Folklore Studies at the Department of History and Eth-
nology, Democritus University of Thrace and Director of the Laboratory
of Folklore and Social Anthropology at the same University, and Georgios
Kouzas, Assistant Professor of Urban Folklore at the Department of Philol-
ogy, National and Kapodistrian University of Athens. With their interdisci-
plinary and multidisciplinary approach on the issue of urban folklore, they
managed to combine theory and practice and to deliver to the scientific
and reading audience a work that is useful for the academic community.

As it can be understood also from the title, the book has a dual aim:
on the one hand, to introduce the reader to the concept of urban folklore,
and on the other hand, to propose a methodology research project espe-
cially for the urban space.

However, let’s see the book in detail. The main body of the book refers
to the history and the theory of urban folklore in Greece from the begging
of the 20™ century until our days (pp. 125-250).

The first chapter is dedicated to Nikolaos Politis, the founder of the sci-
ence of folklore in Greece. Particularly in Greece, urban folklore is a field,
the beginning of which is around in 1909, when Nikolaos Politis, pointed out
issues of the emerging urban culture in his article “Folklore” in the official
journal of the Hellenic Folklore Society, which he founded. Ever since, urban
folklore in Greece has followed a course that is not straight, but has under-
gone many changes, depending on the conditions of every era (pp. 129-137).

After Nikolaos Politis, Stilpon Kyriakidis at the University of Thessalon-
iki and Georgios Megas at the University of Athens mentioned superficially
issues of the urban space, but did not write extensive studies on issues of the
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urban space. The main reasons were the tendency in Philosophical Schools
that wanted folklore to be connected with the agricultural areas of the Hel-
lenic region, and, also, the poor growth of urban centres in Greece until
the 1950s, when the internal migration flow towards Athens, Thessaloniki
and other regional urban centres starts to become very big (pp. 137-147).

During the Interwar period, extracurricular folklorists Melpo Merli-
er and Dimitrios Loukopoulos, who investigated the urban space of Ath-
ens and Piraeus in order to record the life of refugees from Asia Minor,
Cappadocia and the Black Sea, were the exception. These extracurricu-
lar folklorists proactively applied multi-sited ethnography for the Greek
area, moving continuously, following the subjects of the research in the
urban space (pp.147-150).

The 1950s and 1960s were crucial for the field of urban folklore. Hun-
dreds of thousands of internal migrants from various areas of Greece
swarm towards the big cities and a peculiar and incomplete urbanisation
gradually begins. It is then that Dimitrios Loukatos first publishes his arti-
cles on “folklore of the streets”, as well as his book Folklorea Contempora-
nea, which is also the first complete text on urban folklore in Greece. This
book, even though not theoretically grounded, proportionately to other
works of his time in Europe and America, being innovative and unique in
the field of humanitarian and social sciences in the country, gave a strong
boost for the development of the field of urban folklore, as it took place
later on, during the 1980s and 1990s (pp. 161-176)

Also important is the contribution of Georgios Spyridakis and Dim-
itrios Oikonomidis, who, even though they did not provide a completed
work in terms of the city, significantly contributed to the promotion of the
development of urban folklore in Greece. In this chapter, also many use-
ful data on ethnographic film in Greece are provided, while the efforts of
Professor Georgios Spyridakis, and Georgios Aikaterinidis, researcher of
the Academy of Athens, for the creation of ethnographic films during the
1960s are presented in detail (pp.150-161).

Professor M.G. Meraklis played an essential role in the establishment
of urban folklore in Greece, both with his articles and studies, and with his
contribution to the elaboration of theses. Meraklis was the first professor
in Greece, who taught courses of urban folklore at an undergraduate and
postgraduate level, while he also supervised the first theses that referred
to the area of the city (the thesis of Avdikos on Preveza and of Raptis on
Kanalaki, Preveza and its urbanisation). It is, indeed, important to point
out that throughout his scientific course and until today, M.G. Meraklis
insists on the use of the “urban folklore” term (pp.176-188).
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During the 1970s and 1980s the contribution of Alki Kyri-
akidou-Nestoros, professor at the Aristotle University of Thessaloniki,
was also important. Even though she initially did not accept the creation
and existence of popular culture in urban centres, Kyriakidou-Nestoros
gradually re-examined her positions and using oral history she infiltrated
the urban space, investigating the narrations and life stories of first- and
second-generation refugees from Asia Minor (pp.188-196).

From the 1990s and on, there is a systematic development of folklore
studies on the urban space. Of course, the most distinguishable are the
researches of Evangelos Avdikos, Minas Alexiadis and Konstantina Bada
on urban culture. At the same time, more recent researchers (Manolis
Varvounis, Anna Lydaki, Rea Kakampoura, Mariathi Kaplanoglou,
Vassiliki Chsyssanthopoulou, Giorgos Vozikas, Giorgos Kouzas, etc.) com-
bined the urban space with other fields of folklore (social folklore, reli-
gious folklore, philological folklore etc.), providing us with studies of ur-
ban folklore, which are more complete and have a wider study of themes.
Furthermore, it should be pointed out that several folklore PhD holders
continue to be occupied with the urban space (pp. 196-250).

Also, the two writers at the final chapter of the book propose many is-
sues for the field research in the city. During the last decades, the issues of
urban folklore have been extended very much and to a much larger degree,
from what was initially proposed by Loukatos and Meraklis. The main rea-
son for this extension is that during the past years the conditions of life in
Greek cities have changed a lot: the overcrowding of population from the
Greek region, the immigration from the Balkans, Eastern Europe, Africa
and Asia, the full integration to the urban mentality of second-generation
internal migrants, the huge expansion of Greek cities, the complexity of
their structures and the variety and heterogeneity of cultural expressions
in the urban space. Therefore, with a city that keeps transforming and
changing as subject of research, urban folklore could not remain a static
and non-evolving field of the science of folklore. Today more than ever, as
compared to the past, urban folklore embraces new topics and contributes
decisively to their comprehensive interpretative study, helping, in essence,
the research of the urban phenomenon in Greece (pp. 193-379).

In this book, a research methodology is also suggested, which is based
on: a) field research (participant observation, semi-structured questions,
life stories, focus groups etc.), b) archival research, and c) the use of lit-
erary testimonies, under certain conditions, mainly when we refer to the
urban folklore of the past. On the contrary, an approach that is exclusive-
ly based on archival or literary material and does not take into account
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field research, is definitely unilateral and not complete (pp. 273-291).
Finally, the comparative approach is also attempted in the book, and there
is a detailed reference to urban folklore in Germany, Finland, and France,
while a separate reference is made to the course of urban folklore in the
United States of America. Moreover, it is significant that both authors ex-
plicitly set the boundaries of folklore and pinpoint the methodological
similarities with anthropology and sociology in Europe and United States
of America. Thus, they essentially contribute so as to overcome various
misunderstandings between the disciplines of folklore and anthropology,
and also contribute to an essential dialogue between these social scienc-
es by pointing out the common traits that characterize them (pp. 63-123).

The book is completed with very analytical and extensive bibliogra-
phy, Greek and international, which is a useful tool for those occupied
with the issues of urban folklore (pp. 389-452).

And another important point: the authors dedicate the book to Evan-
gelos Avdikos and Anna Lydaki, the tireless researchers of urban folklore
research, as they correctly stress. This is a praiseworthy move, which is
essential and with a deep symbolic content. Evangelos Avdikos was the
first researcher in Greece who, in the late 1980s completed the first thesis
about Preveza, a peripheral city in Greece. So Anna Lydaki, was the first
folklorist that did research on a marginalized group in Athens (the Roma,
an ethnic group of traditionally itinerant people).

Concluding, Iwould like to point out the following regarding the book of
Manolis Varvounis and Georgios Kouzas. The book titled An Introduction
to Urban Folklore. Theoretical Approaches-Methodology- Themes is defi-
nitely an important work for the field of social sciences in Greece. The book
par excellence refers to the fieldwork in the city, it provides very useful
ideas and examples for younger researchers to implement in practice in
the future. In addition, the authors offer to the reader various and inno-
vative themes from the contemporary daily life or from the popular cul-
ture of the past, which can be studied from the archives.

Finally, we must stress the fact the book provides a specific framework
for the theory and the methodology of urban folklore in Greece. At a the-
oretical level, its offer is particularly important, since it brings the scienc-
es of folklore and social anthropology closer together, contributing in this
way to the dialogue between the two sciences and at a methodological
level, it is important that it offers the appropriate methodological tools
for the researcher to approach the various issues of urban ethnography.

Rea Kakampoura
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Pandemias COVID-19. Psiphiaki
Laographia kai Humor sta Ellinika Mesa
Kinonikis Diktiosis [Memes of the COVID-19
Pandemic: Digital Folklore and Humor in
Greek Social Medial

Laboratory of Social Sciences, Department of Pedagogy and Primary
Education, National and Kapodistrian University of Athens, 2023, pp. 232.

The book “Ta Mimidia (memes) tis Pandemias COVID-19. Psiphiaki
Laographia kai Humor sta Ellinika Mesa Kinonikis Diktiosis” [Memes
of the COVID-19 Pandemic: Digital Folklore and Humor in Greek Social
Media] written in Greek language by Dr. Rea Kakampoura, Associate
Professor of Folklore Studies and Director of the Laboratory of Social
Sciences at the Department of Pedagogy and Primary Education, National
and Kapodistrian University of Athens in collaboration with Dr. Aphrodite-
Lidia Nounanaki, adjunct Lecturer of Folklore Studies in the Department
of Philology of the same University.! The book is one more significant
edition of the Laboratory of Social Sciences, NKUA concerning crucial
sociocultural issues of contemporary era. It is a case study on memes that
occurred during the COVID-19 pandemic. It is an accessible text because
it contains a multitude of examples, i.e. everything described is accompa-
nied by at least one typical example to make everything mentioned un-
derstandable. Also, since its subject are memes, various such were used
in the titles of every chapter, giving the central meaning of each one of
them. So, it is a book both accessible, and concise on a topic of current in-
terest, not only because the pandemic has not quite died out yet, but also
because memes are a legitimate topic for research in the digital folklore.
Thus, itis an important contribution to the digital folklore research, a field
of folklore studies rapidly evolving.

! http://www.primedu.uoa.gr/fileadmin/primedu.uoa.gr/uploads/Egrastiria/Ergastirio_
koinonikon_episthmon/Ta_Mimidia_tis_Pandimias_COVID_19.pdf
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The book splits easily into two sections. The first presents the theoreti-
cal aspects prevailing in the research, and the second focuses on its actual
subject: the memes about the experience of the pandemic.

So, after the brief introduction in digital folklore and the way it oc-
curs on social media, the presentation of the genre, and the description
of the methodological issues of the presented research, the book’s basic
upshot appears to be: Memes are a type of multimedia digital vernacular
genre characterized by its humorous and indicative style. In this case
popular humor is being studied. Thus, a thorough discussion on humor
and its interdisciplinary approaches follows. Humor however expressed
through memes functions both as a means of criticizing the hegemonic
discourse, attitudes, and behaviors, but also as a means of expressing and
alleviating fears and concerns that were particularly intense due to the
unprecedented experience of the pandemic. Dealing with the frightful
situation of the global pandemic, the function of humor to distance
oneself from negative emotions such as fear, sadness or shame is shown
by focusing on its ‘dark’ version, the black humor.

The book’s second section starts with the chapter “The themes of the
memes about the coronavirus pandemic”. The authors point out that the
flurry of information and developments during the pandemic was great,
but not all of it was commented on through memes. The choice has to do
rather with the impact of each event and the ‘impression’ it caused on the
internet users so that they feel the need to satirize it. Thus, the research
guestions about the themes of the memes are posted were related to
what internet users wanted to satirize from the events associated with
the pandemic and what ultimately caused laughter during this period.
The writers mention that the way the thematics are listed in the book,
generally follows the course of the evolution of the pandemic, however,
having moved somewhat away from it, a more relaxed relationship with
the temporal presumption is followed. So, the analysis of memes and
the categories they are grouped in are presented in the next chapters. Of
course, the first issue commented on through memes were the periods
of the lockdowns, the most shocking and novel experience connected
with this pandemic that change radically people’s lives, and where
boredom and loneliness prevailed. Going back to ‘normal’ living was a
peculiar passage, where the various attempts to reconcile everyday life
with protection from the virus, brought about a variety of practices and
reactions to them, that were commented on by internet users. Mostly
commented subjects have been the protective masks, the tests and, of
course, the vaccines.
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By analyzing these themes, some morphological aspects of the genre
were located and presented as well. The textual rendering of memes
prevailed over the visual. That is, the majority of the memes located in
this research were written texts, or texts followed by a picture, but with
the text being the main way to communicate the message.

Another main thematic axis in the commentary of all the events
emerged was human cunning, while it seems that prevailing norms and
social standards were criticized. However, it became apparent that the
function of memes varies among the social networks of internet users.
They often seem to be misinterpreted or given different interpretations
depending on the worldview that characterizes the respective online
group.

To wrap things up, the book shows that the humor of memes func-
tioned as a means of criticizing the hegemonic discourse, attitudes, and
behaviors, but also as a means of expressing and alleviating fears and
concerns that were particularly intense due to the unprecedented expe-
rience of the pandemic. The themes of memes about the pandemic span
the spectrum of experience, including experiences, perceptions, practic-
es, and policies implemented during its duration. Through the thorough
study of this contemporary polytropic genre of folk narratives it has been
shown that humor and satire continue to be a creative way of managing
difficult situations, while at the same time representing a lively way of
popular expression and communication. This research is jet another ex-
ample of internet and social media being an aspect of everyday life and
expression and a ‘place’ were folklore thrives.

Georgios Kouzas
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bena Kpajuna. Cpou y CroBenmju: Hacewa
M NOpPeK/10 CTAHOBHMIUTBA, 00n4ajn.

Mpup. bopucas Yennkosuh

bubnuoTeka Koperu, krb. 50. CnyxbeHun rnacHuk n CAHY,
beorpap 2022, ctp. 1048

Y enuninju KopeHu, unju je usmaBau Ciy>k0eHHU IMIacHUK 13 beorpana, Kao
BeHa nefeceTa KibUra 00jaB/beHO je mpupeheHo usname o Cpdouma y be-
J10j Kpajunu: Cpbu y Benoj KpajuHu. Cpdu y CroseHuju. IIpupehuBau - bo-
pucaB YenukoBuh, OTPYAHO CE 1A HA jeIHOM MECTY CaKyIly U jaBHOCTH
IpenCcTaBU paJoBe U CTyAUje KOjU Ce OJJHOCE Ha CPIICKO CTAHOBHUILTBO
y Besnoj KpajuHu KojuMa je ¥ caM IIOCBETHUO [IOTOBOP HAC/JIOB/bEH: Bep-
tuxasia ceoba u ipajarea: Cpdu y Besoj KpajuHu. Cpéu y CrroBeHuju (CTp.
949-997). PafjoBU KOjH Cy ITpeCTaB/beHH Y 0BOj MOHOTpadHju odjaBibe-
HU Cy y pa3IuuyUTHM Ieproauma (on 1880. go 2022. roavHe y U3Oaby
PasIMUUTUX HHCTUTYIIHja y Cpduju u CioBeHUjH). [lakiie, IPpHUI03U Bpe-
MeHCKHU 00yxBaTajy mociaeamwy Aekany 19. morom 20. ¥ IpBY AeKanmy 21.
BeKa, JOK Ce y TeMaTCKOM CMHUCITY OOHOCE Ha pa3/IMuMUTe HayuyHe JUCLU-
IIJIMHE — UCTOPH]Y, EHOJIOTH]Y, je3UK, ETHOMY3UKOJIOTH)Y U AOP.

Crtynuje v pafjoBH KOjH Ce IpeNICTaB/bajy Y MOHOTPa(HjU UNHE KOXe-
PEHTHY LIeJIMHY - 3ajeIHUUYKa cy UM noTtka Cpdu y benoj KpajuHu, KOH-
KpeTHHje OHe CPIICKE 3ajelHHUIIEe KOje HacesbaBajy 00/IacT HeKaLallkhe
BojHe rpanuiie. bena KpajuHa je obsacT y jyroucrouHoM mejy CiioBe-
HHje. Y cafalliiba lbeHa YeTHPH cejia - bojaH1iu, MapuHgoa, Munuhu u
[TayHOoBMhH, KOja Cy cMelllTeHa y3 camy peKy Kyny y HermocpenHoj 6u-
3UHU IpaHUlle ca XpBAaTCKOM, JKUBU ayTOXTOHO CPIICKO CTAHOBHUILITBO
Kao MmocjefBmH oCTaTak HeKaja OpPOjHOT MPaBOCJIAaBHOT CTAHOBHUIITBA
- MOTOMIIM HEeTHAIIKkUX YCKOKA KOjU Cy Ce Ha OBe MPOCTOPE IOYEsIH Ha-
cesbaBaTH O 16. BeKka. Y IPOILJIOCTH je MpaBOCIaBHOI CTAHOBHUIITBA
dusio U y Apyrum deloKpamkCKUM cejiiMa. [IoMeHyTa ceJsia, ajid U OHa
y KojuMa cy Cpdu HeKaza >KMBeJH, ITpecTaBsbajia Cy CTOXKED OUyBamba
CPIICKOT je3uKa, peJIurHje, HOolllkbe, obnvaja Ha nmpocTtopy bene KpajuHe
Kao HeKajaumweM aeny BojHe rpanule. [IpvunagHoCcT BojHOj rpaHULIH,
Kao U IIOCTOjame CTPOrux 0dMUajHUX peryjaTuBa OMO je IpenyciaoB na
Cpbu oricTaHy Kao XOMOTeHa eTHWYKa 3ajeqHuIla y benoj Kpajunu u ny-
doko y 20. BeKy ¥ ca rOTOBO Yy MOTIIYHOCTH OYyBaHHUM HUAEHTUTETCKUM
ocobuHama. Ha myroBpeMeHO ouyBake HIEHTHUTETA CPIICKe 3ajeqHUlIe
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Ha OBOM IIPOCTOPY YTULIAJIO je BUIIE YAHUIALlA, a CBaKaKo ga Mehy OuT-
HUje criaZla HeMelllake CPIICKOT CTAHOBHUIITBA Ca NPUIIaAHULIMMA CJI0-
BEHAUKOTI UJIM XpBaTCKOT HapoJa YUMe je UyBaH CPIICKU U IIpaBOCIaB-
HU uaeHTUTeT. [lToBehaHo ,Mellamke” ¢ IpyruM HapoAuMa U3 OKpy>Keka
je KapaKTepUCTUKa BpeMeHa Iocjie JJpyror CBeTCKOr para, IITO je yCJIo-
BUWJIO YOp3aHO pa3BoAmaBalbe Ma CAMUM THUM M HeCTajame HerJallike
TpaAULIMOHAJIHE KYJType KapaKTEpUCTUUHE 3a CPIICKO CTAHOBHUILTBO
OBOT IPOCTOpa - HOLIKeE, 0OMYaja, BepoBawka U Ap. 3HaYajaH YHHUJIALL
UIEHTUTETA — je3UK, Yy CaflallilbeM BpeMeHY MOKa3yje pa3JIuunTe CTeleHe
ouyBaHocTHU. Kox Cpbda y besnoj KpajuHu npunaaHULIY CTapUjHUX reHepa-
IIMja y MOTIIYHOCTH BJjlaZlajy yIoTpedoM CPIICKOT je3rKa, Cpelha reHe-
panMja ra KOpUCTH y KOMYHHUKALIHMjHU ca HajcTapyujuMa U3 CBOT BIIMCKOT
OKpY>KeBa [OK M3BaH 3ajeJHMIIe KOPUCTU CIOBEHAUKH, a Miahe reHe-
palyje je3uK pa3dyMejy ajid ra CKOPO YOIIIITE UJIX BPJIO PETKO KOPUCTE.
Kao 1ITO je mo3HATO UMIEHTUTET 3ajeHUIIE ofpehyje ¥ ’heHa TOBe3aHOCT
C PeJIUTHUjOM U LIDKBOM. PejlUurujcka nmpuIagHocT, Kao U lheHa UHTerpa-
THBHA (PyHKIHUja KOjy OHA HEOCIIOPHO MMa, ODUTHU Cy TCUXOJIOIIKU U
IPYLUITBEHHU YMHUOIIM OYyBakha CAMOOUTHOCTH CPIICKe 3ajeqHHIIe KPO3
BpeMe. CBaKako Aa je To 010 jenaH oJl He3a0bMIa3HUX KaHasla KOjuUM Cy
ce reHepanyjama IIpeHocuIe ogpeheHe KoJIeKTUBHE BPeJHOCTHU Kao BU[
YyyBama COMNCTBEHOT UEHTUTETA Ma CAMHUM THM U OICTajara y BUIIE-
HallMOHa/JIHUM (BUILEKOH(pECHOHATHUM) 3ajeJHHLIaMa. Y 0BOM CMHUCITY
U3y3eTaH 3Hauaj je uMasia CpIricKa IIpaBoC/JaBHa L[PKBa U IIpaBOC/IaBHa
penuryjcka mpakca.

HcTopHjcku rocMaTpaHo, Cpricka 3ajegHulia y besnoj KpajuHu je cee
o IIpyror CBeTCKOT paTa ycIiesa [a cauyyBa OpraHU3alldjy YHyTpallkbhe
KOMYHHUKallHje a fa IIPUTOM He IIpey3Me Mojes HallMOHATHOT UIeHTH-
TeTa 3ajeIHHIIe ca KOjoM je dujia y Mam0oj WU Behoj HHTepaKIHjHu KpPo3
BpeMe. Cazlallimkba peaJIHOCT OBOT ITPOCTOPA je CAaCBUM Apyradyuja y OqHOCY
Ha BpeMe 110 [Ipyror CBETCKOT paTa. IpyIITBEHH, EKOHOMCKH, 00pa30BHU
U KYJITYPHU TOKOBU OCTaBWIU Cy BUIJbHBE TPAroBe HAa CBAKOIHEBHU XKU-
BOT U HaBUKeE CPIICKOT CTAaHOBHUIITBA y besoj KpajuHu y mepuony apyre
noJyioBuHe 20. ¥ IIPOTEKJIE IBE JelleHUje OBOT BEKa.

KakBe cy ce mpoMeHe y >XMBOTY CPIICKUX CTaHOBHHKA Joraba’sie Ha
OBOM TIPOCTOPY, KaO M yKa3uBake Ha YUHUOIE KOjU Cy OMJIU Y OCHOBU
TpaHchopMalija Koje ce OAHOCE Ha Pa3/IMUHTe CETMEHTE CBAKOJJHEBHOT
Y IPa3HUYHOT )KUBOTA, ofehe U Ipyrux cagprkaja MaTepHjaaHe KyJIType,
jesrka, KOMyHHUKaIlHja U CJ1., MOJKe Ce IeJIOM caryiefaTy YBUOOM y CaJip-
>Kaj mpuJjiora Koju ce pelpuHTYjy y MoHorpaduju Cpbu y besoj KpajuHu.
Cpdu y CroseHuju. Y MoHoOrpadHjy je yK/bydeHO IIeTHAeCT CTyAHja CpII-
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CKHUX U CJIOBEHAUKUX UCTpakuBaya Koje ce OLHOCEe Ha pa3IuYUTe UCTO-
pHjcKke eTare >kuBoTa Cpbda y Bejioj KpajuHu.

Y ripBoj ctyauju - Kaniaky3uHa (KatiapuHa) BpaHkxosuh (cTp. 7—38),
aytop Momuuio CnpemMuh ykasyje Ha TO 7la Ce ylaja KhepKe CpPIICKOT
necrnorta Hypaha bpankoBuha 3a rpoga Ypiuxa lle/bcKor, BUCOKOT JOC-
TojaHCTBeHMKa CBETOPUMCKOT 11apCTBa, MOXKE CMATPaTH IIOUYETKOM CPII-
CKOT Tpajama y camaiimoj CioBeHHUju. Ciefe ABa 4yjaHKa (OOpensHU-
1e) Huke JXymanwuha, besokpajHa. Besrokparwyu (CTp. 39-46) KOju Cy
objaBmeHHu Yy HapogHoj eHUuxolleguju cpiicKo-XpBailicKO-CJI0OBeHAY -
koj I (ypenHuk CtaHoje CtaHOjeBHuh). TeKCTOBU KOjU Hajbe Cjiefe Y MO-
HorpadHju HUCY TPYIIUCAaHU 10 TEMATCKUM 00JiaCTUMa UJIA HAYYHUM
OUCOUIIMHaMa, Beh cy mpeAcTaB/beHHM XPOHOJIOUIKH, OAHOCHO Mpa-
Te BpeMe KafZla cy objaB/preHHU. [IpBU TEKCT y OBOM cieny je Ceobe Cpda
y Kpawckoj (cTp. 47-54) y KojeMm uctopuuap Ajnekca MBuh y kpahem
OPUJIOTY U3HOCH Ipahy NpUKYIUbeHY Y D€UYKMM apXHWBHUMa O Hacesba-
Bamy Cpba Ha mpocrtope BojHe KpajuHe y3 rmocebaH OCBPT Ha mpeneo
Kpamcke. Cnenehu npusior o CpdéuMa y Besnoj KpajuHu jecte cryouja
eTHoJsiora Huka JKynanwuha JKymbepuaHu u MapuHgosyu (cTp. 55—109)
Koja IpeJficTaB/ba 3aHUMJ/bHUBY CUHTE3y Koja je odyxBaTuja HheroBa pa-
HUja UCTpa>kuBama 0BOT IIPOCTOpa - [IPOCTOPa U3 KOTa je 0OBaj eTHOJIOT
U UCTpa’kuBay IoTeKao. [ToToM y MoHoTrpaduju ciefe TpU pana Koju
cy objaB/beHH y MIPBOj AELIeHHjH MMOoCcje OKOHUamwa [IpBOr cBeTCKOT pa-
Ta. [IpBU je pan PamocinaBa M. I'pyjuha Cpiicko-xpBaulicko Hace/basdrbe
tio Ilwiajepckoj (cTp. 111-125) KOju ce OIMHOCH Ha HCTpa’kKUBake CpII-
CcKux Hacespa y llITajepckoj. [Ipyra ctyauja je Jocuria Marsa objaB/beHa y
egunuju CprcKke Kpa/beBCKe akaZleMHuje Yckouke ceobe u c/ioBeHCke Tio-
kpajuHe (cTp. 127-345) y K0joj ayTOp ITpaTH Hace/baBake OBOT IIPOCTOPA,
anu ¥ 6opdy 3a ormcTaHakK CPIICKOT CTAHOBHUIITBA Y OKBUpHMa BojHe
rpaHulle. Tpehu papg npencrassba npuiior Hukose Papojunha, Cplicku
Abaiap (cTp. 347—-373) KOjHu Ce OMHOCH Ha IPBOpPE3HU adaiap uspaheHy
Ipyroj IoJIOBUHMU 16. HJIM IIPBOj MOJIOBUHHU 17. BeKa. Abarap je Hajcra-
puju npegMet CpIICKe IIpaBOC/IaBHE LIPKBE Ha MOAPYYjy AaHaluwe Ciio-
BeHUje. Ciieneha crynuja yBpiiTeHa y MOHOrpadHjy je U3 rmepa MujaeHKa
C. dununosuha, Cpiicka Hacesba y besoj KpajuHu (cTp. 375-466) y K0jOj
Cy mnpeacTaB/beHa HeroBa HCTpakuBama y benoj KpajuHu obaB/reHa
TOKOM cenMe felleHHje 20. BeKa. Y pany bpene Binaxosuh Heku etliHUY-
Ku tipouecu y benoj KpajuHu (cTp. 467—472) IpencTaB/beHHU Cy eTHHUY-
KH 1poiiecu y benoj KpajuHu Kpo3 uctopujy. [Ipunor PaTtka I[Tacapuha
Cpdu y Besoj KpajuHu (cTp. 473—492) 0oQHOCH Ce Ha UCTpa’kHBame CpII-
ckux cesna y benoj Kpajuuu.
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Ocampecetux roguHa 20. BeKa y UCTpaskKMBame CPIICKUX cesia y beroj
KpajuHH ce YK/bYUyjy U CJIOBEHAUKH CTPYyUHhalld pPa3IMUMTHX IIpoduIa
3aHUMama. Y MoHorpadHujy Koja ce 0BOM NPUIMKOM MPENCTaB/ba YKIbY-
yeHa Cy JBa IpHIora Koju cy o6jaB/beHH Ha CJIOBeHAUKOM je3uKy. IIpBu
TIpUJIOT MpeAcTaB/ba pall Mapujetke bankosell O zadrugi v Beloj Krajini
(cTp.495-500) 1 OMHOCH Ce Ha HAaUWH MOPOJUYHE OpTaHHU3alldje - 3agpy-
Iy, y CPIICKMM CeJIMMa, a APYTU MIPUJIOr IIpeacTaBba CTyOHjy MapuHKe
HOpaxkymepuh 1 Mapka TepcernaBa Prispevek k preucevanju Srbov v Beloj
Krajini (ctp. 501-555) y K0joj je mpeACcTaB/beH ITpeCEK PaHUjHUX UCTPAKHU-
Bama Kao U TPEHYTHO CTale y BpeMe Kaja Cy IOMeHYTH ayToOpy odaBiba-
JIK UCTpa>kuBaka y YETUPHU CpIicKa ceja: bojaHnu, Mapungoa, Munuhu
u ITayHoBuhu. ¥ npunory Hukosie MuioBaHueBa /[oce/baBarbe U XUBO
Cpba Ha tiogpyujy cagauirbe CiioseHuje og 15. go tioueitika 20. Bexa (CTP.
557-576) y BUOY Iperiena IIpeAcTaB/beHo je noce/baBama Cpbda y Cio-
BEHH]jy Kao U BbHUXOB >KUBOT [0 mmoueTka 20. Beka. Y MOHOrpadckoj CcTy-
nuju Tame ITerpoBuh Srbi u Beloj Krajini (ctp. 577—-796) nipencTaB/beHO
je jesruko Hacyehe U BeroBa OUyBaHOCT carjiefaHO KPO3 eTHOJIUHIBHUC-
TUYKH U UCTOPH]jCKH KOHTEKCT Ko Cpda y oBoM neiry CioBeHHje. CTyauja
Anute MartkoBuu Ljudska nosa UskoSkega prebivalstva Bele Krajine (cTp.
797-908) mpencraBsba MpuKas ogehe Cpda y benoj KpajuHu. Y MoHoOrpa-
dujy cy yBpllITeHa U [IBa IIpHJIora Koja ce OllHOCe Ha Pa3/IMUMTE acleKTe
>KMBOTA CPIICKOT CTAaHOBHUINTBA Y besoj Kpajunu - u3dop 13 gena MiBaHa
Bajkapaa BanBa3zopa Slava Vojvodine Kranjeske (ctp. 909-930) 1 mpujior
Muka IToxkeKka Pravoslavni pogreb (cTp. 931-932) y KojeM je omucaH IIo-
rped y MapuHzaoiy. [Tocneasmy npuior y MoHorpaduju je Hukosne Muso-
BaHueBa /[a siu cy benokparcku Yckoyu Cpdu ustu ,Braacu“? (ctp. 933-947)
y KojeM ce ayTop ocBphe Ha UCTOpHjaT HacesbaBara Cpda Ha mpocTop be-
Jie KpajuHe, Kao ¥ 0 BepU U UMEHY noce/beHux Cpoda.

Y IToiosopy nmpupehuBau bopucap Yenukosuh ce y KpaTKHM I[pTaMa
ocBphe Ha cagp>kaj MOHoOTrpadHje, OJHOCHO Ha CTy[AHje U paJioBe KOju
YWHE BeH CaApikKaj; UBHOCH OCHOBHE UCTOPHU]jCKe MoAAaTKe O CPIICKUM Ce-
JIMMa M KpOo3 IIOIUCE CTAaHOBHUIITBA IIpaTH CTamke CPIICKUX IIOpOoSUlia
y BojaHiuma u MapuHnoiy ca Munnhuma u INayHoBuhuMa; motToM ce
YKpaTKO ocBphe Ha KOJIOHM3allHjy CPIICKUX nmopoguna y I'yaypuny Koz
Bpumina; HaBomu cpricke LpkBe y besoj KpajuHu — BUXOBY OUYBaHOCT U
dyHKIHje y cafallkbeM BpeMeHY; 3aTUM Aaje IMTpHUKa3s IIKOJICTBA KO, CPII-
CKOT CTAaHOBHHUINITBA KPO3 BpeMe; a ocBphe ce ¥ Ha CPIICKY 3ajeJHULY U
cprcky UpKBy y CiioBeHHUjU y 20. BEKY.

Crynuje ¥ paloBU KOjH Cy IIpeficCTaB/beHH Y MOHOrpaduju besta Kpaju-
Ha. Cpbu y CioBeHUju UaKO CYy Y METOHNOJJIOLIKOM U TEMATCKOM CMUCTY
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Pa3IMYXTH ¥ Ha MPBHU IOIJIEN Ae/lyjy HelloBe3aHO, BUX Kako je To Beh
HarJjialieHo odjequmyje IIPOCTOp KOjUM ce HCTpa’kuBauu daBe - Besa
KpajyuHa, oqHOCHO [1e0 HeKaZallke BojHe rpaHUlle MOCMATpPaHO y LIU-
peM cMucTy. MoHOrpadgHja u3y3eB jeTHOT pajia IIpeicTaB/ba CKyIl paHHje
0bjaB/beHUX paJioBa KOjy CBAKU M3 CBOT yIJia BPEMEHCKH M TEMATCKHU OC-
BeT/baBajy Hace/baBakbe, JKUBOT, 00MYaje, BepoBaka, PEJIUTHU]Y - jeAHOM
pedjy OIyroBpeMeHO CPIICKO Tpajare Ha 0BOM IpocTopy. CBakako fa je je-
JlaH o[ IW/beBa npupehuBava oBe MoHorpaduje boprucasa Yenukosuha,
Jla MCTpa’kMBauKMa oJiaKilla MPUCTYI U3BOpUMaA Yy HEKUM OyayhuM eT-
HOJIOIIKO-aHTPOIIOJIOWIKUM, je3UYKUM, UCTOPUjCKUM, ETHOMY3UKOJIOLII-
KHM Y IPYTUM [Ipoy4yaBambUMa CPIICKOT CTaHOBHUIITBA Y besioj Kpajuny,
OIHOCHO AJaHalllkoj Perrybnunu ClI0BeHUjH.

MunuHa MiBaHoBuh Bapuinh
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