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The object of this Master Thesis is to analyze different models of managing 

intercultural projects involving artists and cultural workers from Serbia and 

Kosovo, and the influence of these models on understanding of the current 

problem between two societies, from both artists’ and audiences’ 

perspective, in order to design new model of the festival program, as a 

catalyst of transition processes towards better collaboration between the 

divided cultures in the future, that exceeds the domain of art per se. The 

focus in the paper is on cultural festivals and independent art projects in 

Serbia and Kosovo, that present recent artistic practices addressing this 

issue, with their positive and negative aspects detected and examined 

through effects on artists and audiences involved. The paper examines 

projects of the period from 2011 up to today; the period in which the 

political dialogue between Serbia and Kosovo started. However, the 

research relies on those practices that haven’t been in the spotlight of  the 

media and public to a wider extent, but are, nevertheless, relevant case 

studies for this matter. The paper is based on the assumption that examining 

older examples of collaborations between artists and art practitioners from 

Serbia and Kosovo (from the period prior the 2008 Kosovo declaration of 

independence) are not sufficient to understand how the exchange between 

the two should be designed for the future. Despite the indisputable 

similarities related to long lasting ethnic and ideological gap between Serbs 

and Albanians, this paper emphasize the need to approach postwar 

generations (born 1985. and younger), in slightly different manner. The 

element of most contemporary practices is very important in this research 

and will be enhanced, as the aim of this discussion is not only to propose a 

model mentioned above, but also to support practices that are proven to be 

successful in bringing two nations together, despite the political, ethnical 

and historic backgrounds that their environments have created and that are 

completely separate. 
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The second important section of this research is focused on practical 

methodology approach that differed from the previous examples in structure, 

management and realization aspects that are vital for understanding and 

developing the strategy of using art and culture festivals as tools of 

communication in such relevant issues.  

Finally, the goal of this thesis is to propose approach to the festival 

programming based on the conclusions drawn from the previous examples of 

practices, which would offer, in best possible capacity, a fertile ground for 

progressive and symbiotic collaboration between generations in question. This 

paper challenges those tendencies to locate and define arts from Kosovo only 

within notions of identity, ethnicity and recent conflict, which most often also 

determine the discussion about Kosovo in Serbia.  On the contrary, this paper 

is an attempt to move away from those notions in cultural management 

practice, following the flow of interest of the young artists in both countries.  

The postwar generations are inevitably growing up in the era of digitalism, 

which influences shaping different kind of identities. Therefore the zone of 

“virtual” is something that should be closely examined and furthermore 

developed by cultural mangers wishing to mediate the delicate relationships 

between youth from Serbia and Kosovo.  

To conclude, this paper is not designed to assist those creating strategies of 

Cultural Policies, but to assist independent cultural operators, specifically 

young cultural mangers, curators and artists.  

 

Keywords: Art, Collective Memory, Cultural Management, History textbooks, 

Internet, Intercultural Dialogue, Intercultural Mediation, Kosovo, Serbia, 

Post-War Generations 
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INTRODUCTION 

 

(…)Vullnet (25): “There is no normal event between Serbia and Kosovo.  

At least, no normal Art event” 

Arber (23): “But even in this way (through Art events), people do change”.1 

 

The problem that post-war2 generations3 of artists and cultural workers in Serbia and Kosovo 

are facing is engraved in the background of their different cultural contexts. These differences 

are a product of complex historic background, which caused different interpretations and 

teachings of the same events. Inherited memories of the people of this region teach them two 

different mutually excluding versions of the “truth”,  and selective information that creates 

negative images of the “other” shaped by the media. The ultimate question is whether culture, 

the clearest indicator of differences between Serbs and Albanians, is now able to contribute to 

better understanding of the “other”. Can contemporary art serve the purpose of 

interconnecting what was once abruptly broken by harsh reality of political conflict?  

The question of the higher purpose of art has been asked by great thinkers throughout history. 

One of these great minds wrote: If we wish to set forth an ultimate purpose of work of art, it 

is this: to uncover and reveal truth (…) Art shares such ultimate purpose with history, 

religion and other disciplines.4 This was said by one of the greatest philosopher of all time, 

G.W. Hegel, and although this thought is from the eighteenth century, it can very much 

describe art in the context of contemporary Serbia and Kosovo. As the “truth” is very 

different for these two nations, art in this case must reveal it in different sense. It must open 

the door to understanding of these truths and their creation in different political, cultural and 

historical contexts. Specific cultural actions, through different forms of art, must reach young 

artists and post conflict generations of audiences in this region, in order to offer better 

                                                                 
1 Appendix (1): “Do we collaborate for the sake of the art, or do we endeavor in art for the sake of collaboration ”  
Dialogue transcript written by Ana Dragic, from an interview that became a discussion between journalist Vullnet Krasniqi  
and writer Arber Selmani.   
2 Wikipedia : The Kosovo War was an armed conflict in Kosovo that lasted from 28 February 1998 until 11 June 1999. I t 
was fought by the forces of the Federal Republic of Yugoslavia , (by this time, consisting of the Republics of Montenegro and 
Serbia) which controlled Kosovo before the war, and the Kosovo Albanian rebel group known as the Kosovo Liberation 
Army (KLA) with a ir suppor t from the Nor th Atlantic Treaty Organisation (NATO), (from 24th March 1999), and ground 

support from the Albanian army.  
3 Approximately  generations born after 1985 ( the children of the 1990s).  
4 GWF Hegel (1823) “Lectures on the Philosophy of Art”, p. 208  

http://en.wikipedia.org/wiki/Kosovo
http://en.wikipedia.org/wiki/Federal_Republic_of_Yugoslavia
http://en.wikipedia.org/wiki/Kosovo_Albanian
http://en.wikipedia.org/wiki/Kosovo_Liberation_Army
http://en.wikipedia.org/wiki/Kosovo_Liberation_Army
http://en.wikipedia.org/wiki/North_Atlantic_Treaty_Organisation
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understanding of two different realities. There is no doubt that this discipline is a very 

involving medium of collaboration that can make changes in societies, cultures and history. It 

truly has power of revealing truth(s), and thus should have the honorable duty of changing the 

world and fixing the broken glasses of history.  

Perhaps most meaningful words in this context have been written by Alptekin Hüseyin Bahri 

who says: “As art is different kind of knowledge, the dialogue within cultures and cultural 

policies should be firstly based on ‘sameness’, rather than ‘otherness’. Any art event deals 

with specific knowledge and the way to reach that knowledge is very important. It is critical 

and political, it is an act and that is also part of the knowledge. Therefore all the perspectives 

(curatorial, financial, creative, post-productive, etc.) that construct the work and knowledge 

require a vital dialogue. Otherwise hospitality turns easily and suddenly into hostility and we 

miss the knowledge where art resides. This will avoid notions of a hierarchical function that 

leads to ignorance and conflict.”5 

Intercultural dialogue is part of the postwar transitional process in the Balkans, including 

Kosovo and Serbia, and the sooner people engage in this process, they will confirm the path 

towards becoming a democratic culture. Precisely this framework culture, meaning a separate 

sphere of society, should provide assistance to politics and speed up the process of transition, 

especially helping in developing the so-called culture of tolerance.6 

In the last decade the new subject of multiculturalism arose as a body of thought in political 

philosophy about the proper way to respond to cultural and religious diversity. Mere 

toleration of group differences is said to fall short of treating members of minority groups as 

equal citizens.7 It is obsolete to speak about the multiculturalism of Kosovo as it became a 

terrain of a practically singular culture that is extremely different from Serbian, but we can 

speak about the idea that both of these cultures although irrevocably different, can coexist, 

communicate and productively collaborate without pressuring one another, were no single 

culture prevails over the other. This is where Intercultural dialogue becomes important as it 

doesn’t limit on simple support of the differences, but it finds the best way to fertilize the 

ground for promotion and further deepening of these differences that should support one 

                                                                 
5 Bahri A.H  (2005) „The issue of ‘otherness’ has become a cliché, but the problem st ill exists“  
6 According to Croatian publicist Boris Buden, th is is the reason why cultural producers and workers in culture in the region 
get supported, why they get financial aid from the West, because there is a general belief that it contributes to the peaceful 

solution of conflicts, and not simply because it has some value in itself. Heta A. and Osmani V.(2008): The way between 
Prishtina and Belgrade has 28000 un-proper build objects, so it will never be an Autobahn, Stacion, Prishtina,  p.189-190 
7 Stamford Encyclopedia of Philosophy: Multiculturalism defin ition and theories, online SEP, 2010  
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another while at the same time connecting the same of both cultures.  This is where arts, as 

facilitators of participatory processes, can lead towards symbiosis of even diametrically 

different cultures. 8 

But in such a context (of Kosovo and Serbia), in what precise way is it possible for art to 

connect such deep cracks of separate histories? Question about the methodologies of 

approach to attract large numbers of audiences through different forms of art is inevitable and 

extremely complex as audiences are very diverse. But, it is even more complex when 

considering artists and performers who have been living the same separated histories, 

possibly ignorant of “the other” perspective. The post conflict generations of young artists 

and audiences in that sense are the group of interest of this research, and the problem 

presented will be observed from both perspectives (artists and audiences). This burden of 

complex issues mentioned falls on the shoulders of young cultural managers and curators that 

must coordinate the artistic inclinations of artists themselves, visibility of art, mediums and 

interdisciplinary nature of the projects (festivals), as well as the promotion of the issues and 

artistic manifestations themselves and exposure to wide and diverse audiences.  

In that sense, although this research is focused on artists and audiences, it is devoted to the 

young contemporary curators and cultural managers that will have to understand historical 

and theoretical background of these complex issues, and produce a very practical solution in 

manifestation of their projects. Thus, the main idea throughout the paper is to get as close as 

possible to a model of the festival, based on the experiences from the analyzed projects and 

logical conclusions of methods best applicable in the given context. It should be a model in 

which curatorial and organizational practices could fulfill artistic needs of the participants 

and attract a wider audience, thus contributing to deeper mutual understanding of all sides.  

As mentioned in previous paragraphs, the thesis’ main focus is on post war generations, 

featuring selected projects of the period from 2011 up to today; the period in which the 

political dialogue between Serbia and Kosovo started. 9 

                                                                 
8 The Rainbow Document ( 2008): “Intercultural Dialogue: From Pract ice to Pol icy and Back”, PIE  
9 Political relations between Serbia and Kosovo seem to evolve, with shifts of political structures and under influence of 

European Union - the destination which both Serbia and Kosovo are aiming to reach.   The negotiations between officials of 
Serbia and Kosovo star ted in the spring of 2011 and resulted in the Brussels Agreement. This process continued with 
meetings of other officia ls, which is considered of historical impor tance in the relations between the two sides and enabled 
Serbia’s accession to European Union membership candidate status.  

More about at  publication Big Deal (2014) at http://www.balkaninsight.com/en/file/show/BIG%20DEAL%20FINAL%20ENG.pdf 
 

 

http://www.balkaninsight.com/en/file/show/BIG%20DEAL%20FINAL%20ENG.pdf
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The sociopolitical context of the research 

The research aims to examine and compare specific intercultural projects and festivals 

initiated by individuals and organizations from Serbia in period 2011- 2015 in order to 

analyze the impact of cultural management to achieving desirable goals.  This period overlaps 

with period of dialogue on political level between Serbia and Kosovo, which is considered a 

historical success achieved after many years of communication breakdown, following the end 

of the Kosovo war in 1999, and Kosovo’s declaration of independence in February 2008. 

This new approach towards political dialogue has influenced the shift in political discourse in 

Serbia and Kosovo, were the general public in now two countries suddenly started to hear 

from their politicians the “yes” to enter in dialogue with the longtime “enemy”.  The  

historical reconciliation between the two societies, however, is something different, and much 

further from the political achievements. 

This is why, in the absence of official strategy on the political level to introduce intercultural 

dialogue between Serbia and Kosovo, it seems relevant to analyze the impact of independent 

initiatives that, intentionally or not, play the role of international cultural mediators.10 

 

 

 

 

 

 

 

 

 

                                                                 
10 Mediation is the process that precedes intercultural dialogue, often through art activism, programs of socio-cultural 

animation and media projects. I t can also mean a conversion of values, ideas and messages generated in a variety of 
cultural and artistic forms in a language close to a par ticular social group and the general public.  
Dragicevic-Sesic M. and Stojkovic B. (2011): Culture: management, animation, market ing, Clio Belgrade, p.291  
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Methodology  

Different theories inevitably exist in the context of this paper, however, methodology 

approach  is not relying on incorporating specific theories and value judgments; instead it is 

based on the observation methods that will eventually lead to the observation statement- 

conclusions. Theoretical comprehension will rather be achieved at the very end of the paper, 

once all the statements are summarized.  

My methodology is based on combination of different qualitative methods: 

Firstly, it is an auto-ethnography that enters into my own experience as I was involved with 

the following analyzed case studies: Face the Reflection (author, organizer), Prishtina 

Monamour (documentary filmmaker, participant in the performance, organizer), Histories in 

Disputes (participant in one part of the workshop), Mikser Festival 2014 (co-curator and 

organizer), Miredita Dobar dan Festival (attendee of all events at the festival).  

Autoethnography is an approach to research and writing that seeks to describe and 

systematically analyze personal experience in order to understand cultural experience. This 

approach challenges canonical ways of doing research and representing others and treats 

research as a political, socially-just and socially-conscious act. A researcher uses tenets of 

autobiography and ethnography to do and write autoethnography. Thus, as a method, 

autoethnography is both process and product.11  

 

Secondly, I rely on the interviews conducted with relevant persons involved in the projects 

respectively the case studies,  such as authors, organizers and artists; interview with young 

Kosovar journalists Vullnet Krasniqi and Arber Selmani; interview with Andrej Nosov 

(Heartefact Fund); a survey that included young curators and producers in Belgrade 

(Aleksandar Stojanovic/ KC Grad, Andjelka Jankovic/ Bitef, Jelena Piljic/ Galerija Hub G12, 

Natalija Ignjic/ Narodno pozoriste, Zlatana Pavlovic/ Love Fest, Tamara Milovanovic/FIST. 

 

Thirdly, I use comparative analyses of the case studies, on the three levels- cultural 

manager/curator, artist, audience. To support the analyses I examine different contents such 

as statistical data of case studies, media analyses and narrative data on the Internet. 

 

                                                                 
11 More at http://www.qualitativ e-research.net/index.php/fqs/article/view/1589/3095 

 

http://www.qualitative-research.net/index.php/fqs/article/view/1589/3095
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Finally, I examine different approaches to Intercultural Dialogue, Management and 

Mediation, in combination with theories related to dealing with the past and issue of 

collective memory. 

 

The research is based on the following general hypothesis: 

In the festivals and art projects involving young artists from Serbia and Kosovo, the quality 

of intercultural dialogue among participants (1) and the audience outreach (2) depend on the 

mediation and management methodologies applied by cultural manager/organizer.  
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CHAPTER I 

 

Prishtina Mon Amour – the Memory of the Post War Generation 

 

When one observes art as a tool of communication and a catalyst of transition processes, what 

one usually immediately presumes is that artists are the educators of audiences. But, what 

should happen if artists themselves are victims of specific historical and political context that 

doesn’t allow enlightenment or clear vision of the reality and “the truth” that needs to be 

presented? What if the truth is distorted for the educators as well?  

In the project Prishtina Mon Amour, we will encounter most interesting combination of 

diverse artists from Kosovo, Serbia and other nations, gathered in a place with controversial 

history of purpose, and see them present their truths in different forms of artistic expression. 

Throughout this project one can clearly distinguish the discrepancy between two identities 

and truths that are equally valid to their representatives, and the diversity of open-minded 

people exposed to different influences of dogmatic histories, which is vital for understanding 

of the problem of differences in this particular case. Prishtina Mon Amour is a project chosen 

to demonstrate the problem that stands in the background of every artistic or non-artistic 

event in the context of the youth from Kosovo and Serbia. Rather than using it as a model or 

exploring it as a management approach for young curators, it will be examined thoroughly 

with focus on the complexity of this contemporary issue. Understanding of this issue is 

crucial for the purposes of this research, for it will make possible to discuss the best possible 

model that would possibly lead to the resolved coexistence of the two differentials.  

 

The Project: 

Prishtina, Mon Amour took place in the summer of 2012 in Prishtina.  Project initiators were 

young artists Astrit Ismaili from Prishtina (born 1991) and Tobias Bienz from Zurich (born 

1987), who developed it together with Rina Kika from Prishtina (born 1989).   

The project could be described as a Community Art Youth Project, due to the extensive 

involvement of young local and international artists and non-artists, most of them being in 
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their early twenties, who were jointly working on re/activating the abandoned space of the 

forgotten part of the city’s historical landmark  known as “Boro and Ramiz”.  

The event was described by local media in Prishtina as “the biggest contemporary art 

exhibition of the decade” and drew a crowd of around 2000 people. The project provides an 

interesting case study as it combined various types of contemporary art practices: Art in 

Public Spaces, Participatory Art, Theatrical Performance, Performance Art, Community 

Design, and Social Practice, to name a few. But the most interesting part of this project in the 

context of this research is the vision that young artists have presented as their truth about 

Serbia and Kosovo, and reaction of young and older representatives of audiences to these 

visions.  

Furthermore, a special attention should be paid to artists’ relation to a space of historical 

importance, the “Boro and Ramiz” building – a symbol of brotherhood between Serbs and 

Albanians. In artistic visions, audience reactions and general relation to the monumental 

building itself, we will “read” the problem of different truths and understandings shaped in 

the aftermath of the war.  In further text, a description of the monumental building is given in 

the context related to the problem in question, following detailed analysis of the problem 

through the selected projects the artists presented.  

 

Boro &Ramiz - Iconic landmark of Prishtina  

The central “theme” of the building was imprinted within its official contemporary name: 

“The Palace of Youth and Sports” in Prishtina, more commonly referred to as “Boro-Ramizi” 

by locals. This complex was built between 1978-1981, when Kosovo was part of Yugoslavia 

and the population of Prishtina was more heterogeneous. 12  It was named after Boro 

Vukmirović and Ramiz Sadiku13, soldiers of National Liberation War of Yugoslavia (NOR), 

who have until today remained symbols of brotherhood and unity.  The complex was to serve 

                                                                 
12 The demographic development in Kosovo is one of the most topical and at the same time one of the most delicate 
questions that researchers are currently facing.  The problem lies in the lack of real information about population. In the early 
1970s there were 916,168 ethnic Albanians,  228,264 Serbs, 31,555 Montenegrins, and 12,244 ethnic Turks in Kosovo. It is 

estimated that Serbian population was dropping for 5 %   until the beginning of 80s. 
http://www.transconflict.com/2013/04/demographic-changes-in-kosovo-1974-1981-054/ 

 
13 Boro, a Serb from Montenegro and Ramiz, Albanian from Kosovo, were both World War II par tisans who fought together 

and were murdered by Germans because they did not want to betray one another. This story of fr iendship and loyalty was 
revived during Yugoslavia for strengthening a spirit of togetherness in Kosovo during Yugoslav time.  
 

http://www.transconflict.com/2013/04/demographic-changes-in-kosovo-1974-1981-054/
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as a testimony for the desired image of Serb-Albanian relationships. When the building was 

initially projected in 1975, the costs were estimated at 520 million Dinars, of which 320 

million were to be secured through taxes by the citizens of Prishtina, who voted for the 

building in a historical referendum.  

It is the ‘ceremonial’ hall, (today known as the ‘burned’ hall) of Boro and Ramiz that inspired 

the project initiators for Prishtina Mon Amour. In 2000 this hall was damaged due to a fire 

which broke out ‘under unclear circumstances’, and was never restored. In the last few years 

the ceremonial hall was actively used as a parking space. 14 In the 80s, this particular hall was 

celebrated in the region as a space with advanced capacities for hosting big manifestations, 

and many important names from the Yugoslav music scene performed there. During the 90s, 

there were many manifestations held, as well as concerts of celebrated Albanian stars. 

Finally, one of the most popular purposes this space provided was the Olympic-size ice-

skating rink that the floor was regularly transformed to, to serve all its audiences. While the 

complex is still in function, many spaces are barely used. Since 2008 a large poster of Adem 

Jashari, commander of the Kosovo Liberation Army who was killed by Serbian forces in 

1998, is placed at the entrance to building stands.15   

 

 The Initial Concept – critical approach  

The initial aim of project leader Astrit Ismaili was to establish a community in Prishtina 

which is open to new forms of expressions, especially performance art.  The central idea is 

explained in following words:  “Prishtinë- mon amour” is a love declaration to a life in a 

city, where KFOR and EULEX roll through the streets, where underwear models are painted 

over in black because they show too much skin, where University professors are corrupted 

and are paid a thousand Euros per month, where everyone lives with their parents until 

marriage and you do not go to school for weeks when it gets too cold… Where fathers don’t 

talk to their daughters if they have boyfriends who are not Albanian, where Raki bars (spirit, 

national drink) are open day and night and everything is permitted except being gay”.   

One can see that the young authors of the project wanted to touch on different taboos in 

society of Kosovo, which is certainly relevant in the context of understanding a culture, but 

                                                                 
14 Appendix (2):Photo 
15 Appendix(2): Photo 
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what can be questioned is the position, logic and critical approach within the intervention in 

the space that was chosen for project realization, as well as the problem of brotherhood 

symbolism that was strapped of its meaning once the political image of dispute was found 

placed at the entrance ( the great poster mentioned above). The logic of “action demands a  

reaction” seemed to have vanished in this instance. There was no interest in reacting to the 

state that the building currently is in, to the symbolism it once represented and reflection of 

this meaning in the Kosovo society. No reaction to the political p rovocative gesture meant 

either that the artists are in agreement with gesture, that they do not express interest for this 

pressing problem, or that there is a lack of information to what the gesture actually means in 

the context (what the context actually is in its utter “truth”).  

In further research of this chapter, the goal is to try and determine which of the afore-

mentioned is true. Whether the young post-war generation is ill- informed or disinterested; 

whether the audiences react to the space as well as to the artistic influence in the space; does 

older generation of artists have and if so, why? To illustrate concluded answers that will 

follow, several selected projects will now be presented and analyzed through this particular 

set of inquiries.  

 

 “Ode to Repetition”- Projects Realized in the Burned Hall of Boro and Ramiz 

The show consisted of 32 simultaneous performances (including video installations) 

happening in different parts of the Hall, repeating in a continuous loop over the hour. All the 

performances started at the same time and the audience could walk through them as one 

entire interactive performance.  

For the purpose of this thesis artists have been asked to write “artist’s statement” of their 

works. The focus group of my questioning consisted of young contemporary Kosovar artists 

that were kids during the conflict years, and could learn about this time mostly through 

schools and stories of their parents.  

1. “Surrender”, murals depicting pioneer iconography painted directly on to miscellaneous 

interiors of the Hall, by Brilant Pireva and Yll Xhaferi (born 1992 and 1989, Kosovo) 16 

                                                                 
16 Appendix (2):Photo 



15 
 

Description: The artists have chosen to work with ideas of collective history, ideology, 

identity and propaganda. They introduced “pioneer iconography” onto the walls of the space 

as they linked the space in its current socio-cultural context to its previous contexts and 

engaged locals to consider possibilities of different historical occurrences and repetitive 

historical events that have been, and may again repeat. “Given the history and the intent of 

the pioneer movement, and the fact that it was reserved solely for children, it seemed like a 

good way to question the historical use of buildings, monuments and power in general for the 

sake of demagoguery. In addition, we wanted it to function as parody of “Yugo-nostalgia.” 

The artists considered the failure of Yugoslavia as something quite evidently immanent in its 

demagoguery and in the way it attempted to propagate its ideology. “Today I think that the 

same basic logic of state demagoguery functions in Kosovo but with nationalism taking 

precedence over “socialism.” The pieces attempt to parody, not the specificity of socialist 

propaganda but the very logic of an image used to compel people to obey or support a ruling 

class, and that the same logic is still functioning and “repeating” itself in Kosovo today; 

Adem Jashari being the image that is now adorned on the building.”(Brilant Pireva)  

This was the only artwork that addressed the provocative question of political propaganda 

and it shows that Kosovar youth can be aware of the identity problem in the context of its 

discontinuity and repetitive political agendas. But what was interesting within this art work, 

is the reaction of audiences that considered it provocative and irresponsibly constructed – as 

the artists are young and thus should not endeavor in matters prior to their time. This reaction 

of general public demonstrates that given historical “truths” are rarely being questioned, and 

curious minds are often being judged. This artwork in itself shows that purpose of art is to at 

least question the truth if not to completely reveal it, but for the purpose of this thesis, it is 

important to take note of the reaction that it caused, which paints a picture where the problem 

of neglected history is clearly visible.  

2. “TV Mellowdrama” space and video installation by Hana Zeqa (born 1989, Kosovo)17 

The idea of TV Mellowdrama came from a very personal and direct childhood experience 

that an artist had while following children music festivals which were held in the exact same 

hall where Prishtine Monamour took place. The events that the artist is talking about were 

happening in the 90’s, and have marked the childhoods of young Albanian children.  As Hana 

Zeqa remarks, this was “the only way to see / hear singers/music through yearly video tapes 

                                                                 
17 Appendix (2):Photo  
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that where produced as a substitute for a TV channel in Albanian language that we (young 

generations of Albanians in Kosovo) did not have at the time.” 

“The strongest memory of Boro Ramiz for this generation of Albanians actually comes from 

these manifestations.” In a very personal interpretation, the artist reminds us of later history 

of Boro Ramiz through the glorious dresses of a famous singer Gili of the time, and an old 

television screen playing festival’s videotape. “I believe that everyone who was part of 

Prishtine Mon Amour (...) wanted in their own way to show appreciation for the past, 

remembering it with celebration and belief (…) in keeping good memories alive through unity 

that was best seen at Prishtina’s biggest event.” 

This work of art is interesting in the context of this research because it shows the earliest 

memories of the young artists from Kosovo in relation to particular Hall of Boro & Ramiz 

building. What they remember and what they know about the building from the stories of past 

is in majority of cases (detected within this and other works o f Prishtina Mon Amour) not 

reaching beyond the period of 1990s. The events happening prior to this period were rarely 

mentioned, but when then they were mentioned, they would be seriously critiqued by the 

public. The history of the collaboration between Serbian and Kosovo Albanian artists and 

symbolism of  Boro & Ramiz building as brotherhood of both sides has deteriorated in the 

often ignored past.18  

 

3.The Last Kiss”, art performance by Astrit Ismaili (born 1991, Kosovo)19 

Six young women in costumes were shoveling soil from bare soil and transferring it to the 

patio. Under the pile of dirt there was a double portrait of two men, which are absorbed in the 

socialist fraternal kiss.  

The portrait of the kissing men is the re-creation of the original photo of Boro and Ramiz, the 

only photo of them that exists. “Boro was a Serbian war hero, Ramiz one from Albania. They 

                                                                 
18 However, it should be noted that th is is a consequence of a specific historical narrative and political discourse that leads 
toward one acceptable truth. To question this truth (or to understand the possibility of another), an ar tist must be exposed to 
other options. And this is why exposure to other truths – or in this sense intercultural d ialogue – must be possible through 
art. Thus, diversity of cultures must be strengthened through considerate collaboration – where all memories, all truths and 

even opposed attitudes can be presen ted while new collaborations and conversations continue and turn towards future.  
 
19 Appendix (2):Photo 
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fought together against the Nazis and became a symbol of our “brotherhood”. But all of this 

ideology was in the end only a big disappointment.” 

In this piece, the artist directly addresses the historical importance of the “brotherhood” that 

is now lost, and it emphasizes the absurdity of ideologies that are changeable during 

discontinuous identity formation. It questions the past that was once a certainty that became a 

lie because the political context which suddenly changed.  

 

4. Oj Kosovë, o djep lirije", performance installation by Shpat Deda (born 1985, Kosovo)20  

The performance piece "Oj Kosovë, o djep lirije" is a politically charged commentary that 

constructs a contrasted parallel with a famous patriotic Kosovar song of the same title. The 

popular song emerged during the 1999 war in Kosovo, and its title means "Kosovo, the cradle 

of freedom". The song talks about the braveness of Kosovo's young men fighting for 

freedom.  

Description: The piece featured an over-sized cradle that could fit a fully-grown person. An 

actress was lying inside the cradle throughout the performance, and she was tied inside by a 

fabric band that went around the cradle, the same way babies in Kosovo villages were 

traditionally safeguarded in their cribs. Hanging above her was an old blue wheel with 12 

yellow stars attached and dangling in the air, similar to the baby mobiles fixed to modern 

cradles. The actress was unable to move or get out of the cradle, and a chair next to the 

cradle was an invitation for the audience to be part of the performance and to rock the 

cradle. 

The inspiration for this piece came from the fact that in the free Kosovo, young Kosovar 

people still do not enjoy the same freedom of movement most of our contemporaries do. 

Travelling in EU countries is still just a dream for most of us, and the process for doing so is 

tedious and demeaning. In a way, we’ve become part of the problem by letting, and 

sometimes enabling, each other to "fall asleep" (Shpat Deda).  

This artwork differs from the ones mentioned above in the context of the thesis enquiry, but 

because of its contemporary relevance in the lives of young post-conflict generations, it is 

vital for understanding what is the greatest concern occupying their art and their lives.  

                                                                 
20 Appendix(2): Photo 
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One of the biggest concerns of the postwar artists is the freedom of movement, considering 

that this freedom is very limited in Kosovo today.21 

This concern is subtly addressed in Shpat Deda’s installation “Kosovo, the cradle of 

freedom”, by pointing at the limitations of the freedom that came with the liberated 

(independent) Kosovo. The youth who was bred on the idea of borderless opportunities that 

came with the new state, is faced with the reality in which they are left in unjust isolation, 

where they easily become passive and full of dreams of better future.  

 

Final observations 

In conclusion from previous examples, we can see that young artists are sometimes exposed 

to different influences that determine their expression; they are sometimes brave and try to 

stay informed despite the rigorous or unperceptive public; they are emotionally involved and 

never disinterested.  This all serves to show that the problems of Kosovo and Serbian young 

artists and audiences is evident, despite the progressive and open-minded members of these 

societies. The fact that out of 32 art works in the project, only few addressed the issue and 

were severely critiqued, as well as the fact that exposure to Serbian audiences in this case was 

quite low further illustrates the same point. Never the less, it is clear that art still is a 

magnificent module of expression and can serve to demonstrate both cultures clearly and 

respectfully so that future and broader collaboration in the field may be assured.  

The themes dealing with turbulent past and trauma are dealt with delicacy. Considering the 

visible absence of dealing with this theme in previous examples of work - although the logic 

of the entire project insinuated the need to do so - the policy of forgetting the past becomes 

very important. This problem is addressed by Nigel Biggar in her book “Burying the Past” as 

understandable in the context of newly born states “(…) I must first address the proposal that 

the tension between the peace and justice is better bypassed than negotiated; that the doing 

of justice in the aftermath of civil conflict is impossibly fraught, and should simply be 

dropped; and that the past and its unaddressed grievances are best buried by deliberately 

                                                                 
21 The presence of th is topic in ar tworks of young Kosovars is noticed also by the successful young playwright Doruntina 
Basha, who identifies it as one of the two most addressed  themes for the ar tists: “Mobility and Isolation became the real 
issues, thanks to the international politics which isolated Kosovo from the rest of the Western Balkans, and Europe. ” These 
notions are actually basic human rights, and in our case defining our lives at the moment” . Full article http://www.e-

novine.com/intervju/intervju-kultura/112894-Preokupirani-smo-heroizmom-muenitvom.html 
 

 

http://www.e-novine.com/intervju/intervju-kultura/112894-Preokupirani-smo-heroizmom-muenitvom.html
http://www.e-novine.com/intervju/intervju-kultura/112894-Preokupirani-smo-heroizmom-muenitvom.html
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forgetting them, by sweeping them under the carpet, by drawing a thick line between the past 

and the present, turning around and walking resolutely into the future. This policy where it to 

work, would have the advantage of not raking over old coals, kindling fading resentments 

and suspicions, and igniting fresh wrangling over the “truth” about the past and about how 

much responsibility should rest on whose shoulders.” 22 

The theme of “brotherhood” of Serbs and Albanians and time of the 80s is for political 

reasons a taboo in contemporary Kosovan society, equally so the period of the 90s in the 

context of the conflict, and those are not the themes artists deal with.  But what seems to be 

even more accurate explanation of this phenomena is that the memory of joint life with Serbs 

is absent from the memory of the postwar generation.  Already in the 90s, Serbs and 

Albanians were living as “divided societies” in the same city, and majority of the generation 

growing up in that period haven’t had any contact with Serbian children, or even Serbian 

language. Doruntina Basha was explaining that young artists in Kosovo are initially 

interested in the topic but still didn’t find the way how to approach war in their works. One of 

the biggest concerns of the postwar artists is the freedom of movement, considering that this 

freedom is very limited in Kosovo today.   

Of course, this issue exceeds the boundaries of this particular project, and it represents the 

way the artistic scene is being formed in both environments. Connecting the two in that 

sense, may seem like the logical response to the problem and throughout further analysis of 

this research, the models of this connection will be analyzed and proposed.   

The audiences represent special focus of this thesis and their reactions to some abo ve 

mentioned works tell us important notion of their current readiness to accept these subjects 

within art. It is extremely rare and undesirable to express any kind of admiration for Kosovo 

in the period of socialism or “friendly time” between the neighbor ing nations.  

The one conclusion or feeling about the Prishtina Mon Amour, that remains as a distinctive 

notion of this event is “oblivion of unwanted past”. Despite the historical symbolism in the 

name of the building, and it being one of the rare buildings preserved from the time of “old” 

Prishtina, the project was not intended to deal with the past in a critical manner, but to serve 

as a theater podium for performance about the city of Prishtina today.  

                                                                 
22Niggel B. ( 2005)  “Burying the Past: Making Peace and Doing Justice After Civil Conf lict”, Georgetown University Press,  
p. 4 
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Milica Tomić described this in words: 

“The trauma is urbanized… Live an urban life and never remember, never ask political and 

ideological questions because they only create confusion and conflict. And we no longer want 

war, and we no longer want conflict…And the whole problem and the whole trauma remain 

in the deep background, anaesthetized.”23 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                                 
23 Tomić M. „Politics of Memory (conversat ion between members of Monument Group) “, 26-27 
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In this chapter there will be three Case Studies examined. All of the cases 

will be described and thoroughly analyzed through positive and negative 

elements of their concept, realization and systematization. All these 

categories (concept, realization and systematization) will be examined from 

two focus positions – the artists’ and the audiences’ position. Structurally, 

projects will be divided into two sections. First section will be descriptive 

and will serve to demonstrate the main issues the project itself reflects, as 

well as the connection of the project to the problem of young artists of post-

conflict generations. The second part should examine the managerial part of 

the project related to issues that young curators may encounter in this field. 

This part is vital for the later development of the research, because it focuses 

on the practical element of every project, which serves to turn the idea into 

reality. The purpose of these Case Studies is to find “positive” and 

“negative” elements of practices that could be later on examined in order to 

draw conclusions that could lead towards possible strategic approaches and 

the “model of a festival” that would help young culture and art managers and 

curators. 
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Case Study One – Histories in Dispute  

 

Parallel Historical Truths  

The post-conflict youth in Serbia and Kosovo is raised upon two opposite historical truths 

about the same events in the past – these are the findings by the Belgrade-based artist Vahida 

Ramujkic. This issue is brought up in the project called “Disputed Histories”, the project for 

which Ramujkic received the award of the 52nd October Salon (2011). The findings of the 

project show that the problem is more than the dispute over the status of Kosovo, but it’s 

rooted deeply in opposite interpretations of the past events. 24 

The project deals with very essence of what can easily become “ideological” conflict between 

the young artists and cultural workers from Serbia and Kosovo in the future, once they decide 

to engage in mutual collaboration. This kind of conflict is possible due to lack of 

understanding of the other’s initial historical perspective on things when joining the project, 

which may have been the reason for many quitting the project, and can possibly bring a lot of 

confusion for curators and organizers, and between the artists involved, who essentially 

didn’t want to deal with the topic of the past.  

This analysis relies on the Ramujkic’s paper “DISPUTED HISTORIES: ART AND DESIGN 

METHODOLOGIES APPLIED IN DEALING  WITH CONTRADICTORY HISTORICAL 

NARRATIVES IN TEXTBOOKS”, project information from artist’s website, and personal 

observation made as a student when attending the workshop within this project, which has 

resulted with the publication called “Istina / E VËRTETA”25.  

 

Part One – Project Description and Analysis 

                                                                 
24 Although this is a single project, it represents the way the issues of young ar tists of Kosovo and Serbia are addressed by 
art, and despite the fact that this is not a festival – it still contains managerial parameters that can be examined and fro m 
which conclusions can be drawn.  
25 The three-day long workshop took place on October 2011 at Museum of Yugoslav History in Belgrade as par t of October 
Saloon. In that shor t time student had the oppor tunity to observe behaviors and learn about perspectives of participants, 
most of them being young students from Prishtina.  
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“Among the relations between distinct Yugoslav nations, the one between Albanians and 

Serbs is arguably the most complex and opaque”26 said Vahida Ramujkic, and one thing that 

inevitably contributes to this is language difference between them (as Serbian and Albanian 

belong to completely different language groups).  

The testing assumption of the project “Histories in disputes” is that the region of former 

Yugoslavia is dominated by contradictory official historic narratives, which are being 

presented in official educational systems of newly created post-Yugoslav states (and these are 

also written in the language that other cannot understand even if one would like to read it). 

These historical narratives are, firstly, different from the previous socialist version, and 

secondly, from one another, which impacts the revival of old conflicts and inciting new ones. 

As they are designed from different national perspectives, in this case those of Serbia and 

Kosovo, postwar generations of young people have been formed on such revised curricula 

which play a great role in shaping their basic presumptions of the “other”, primarily in a 

negative way. In the words of the young Kosovar historian Shkelzen Gashi: “In the history 

textbooks of Kosovo and Serbia a central position is given to the abuse of the rules of war, 

where only the crimes of the ‘other side’ are presented, and these are exaggerated, with room 

left for misunderstanding.”27 

 

The concept, structure and methodology of work: 

The project was open for general public willing to engage in exploring the history textbooks, 

with the aim to get familiar with the lesser known historical narratives that are valid in 

neighboring states, thus providing a better perspective on the contemporary political and 

economic mechanisms applied in history-writing in the region, and offering opportunities for 

self-reflection and construction of alternative historical narratives.  

“Histories in Disputes” consisted of a (1) library of history textbooks from the new nation-

states that emerged after Yugoslavia’s dissolution, and of (2) workshops in which the 

                                                                 
26

 Ramujkic V. (2014), DISPUTED HISTORIES: ART AND DESIGN METHODOLOGIES APPLIED IN DEALING  WITH 
CONTRADICTORY HISTORICAL NARRATIVES IN TEXTBOOKS  
 
27 Shkelzen Gashi (2012): KOSOVA1912-2000- in the history textbooks of  Kosova, Albania and Serbia, KAHCR and KEC,  

p. 46 
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conflictive history curricula was critically and creatively explored through a collaborative-

work approach.  

 

 

Workshops: 

The two workshops were dealing with comparison of Serbian and Kosovar textbooks, set to 

critically approach the existence of two valid truths, and the results were presented in a 

publication called “ ‘Istina / E vërteta’ (meaning ‘truth’ in Serbian and Albanian) .  

The first workshop was conducted in 2011 at the CZKD Center in Belgrade without any 

funds, and the participation of only local people from Serbia. The workshop encouraged  

discussions, opened lots of questions but did not conclude in a printed publication. The 

second workshop was held in the context of the October Salon on November 2011, supported 

by funds that made possible to invite participants from Kosovo. Focusing on the most 

important events of Serbian and Albanian joint history the workshop’s goal was to detect and 

compare two mutually ignored realities existing in two neighboring states - Republic of 

Serbia and Kosovo.  

Project came up with valuable findings in comparison of textbooks and opinions of the 

participants. One example here is the Kosovo Battle in 1389, which has the same historical 

weight and means for the Serbian participants what the Kosovo War in 1999 means for 

Kosovars.28   

This is only one example among the various topics that the workshop dealt with (ancient 

Illyrian history and the arrival of the Slavic tribes in the Great migrations, the Balkan Wars 

and establishing of the Albanian state, The Prizren League, etc.). All of them in different 

ways showed us the complexity of the existing conflict, and how deeply it is inscribed in the 

official historic mindset. Vahida Ramujkic : “Finally it made us ask why these opposed 

narratives are promoted on an official level to such an extent, and who might gain profit from 

                                                                 
28 Appendix (3): Photo 
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promoting these conflicts? It became clear to us that most of the people who live in these 

countries are not the beneficiaries of such politics.“ 29 

 

Project Observations: 

 “The reason for persisting on practice of confrontation of different truths, placed in non-

institutional context and among non-experts, is twofold: on one side it shows that in such an 

informal and non-authoritative setting disputed narratives are confronted, treated and 

discussed in more direct and unmediated way. The other side is based on the strong belief 

that common-collective histories should be questioned from those parts of the society that 

tend to be held passive, usually not being expected or invited to take part in the generation of 

official knowledge, which is normally reserved for the “experts”, explained Vahida 

Ramujkic. 

This practice is founded on the belief that everybody (to some extent) could be considered 

expert in the historic matter, on the base of their life experience and participation in the 

historical occurrences. Further on, Vahida Ramujkic explained “Present official histories 

prove that this process is currently done from above. However, the observations of the 

workshop practice confirm that there is a great potential for building of commonness from 

below in non-expert, non-authoritative and non-institutional environment, where creative and 

participatory methodologies are applied”.30 

 

Part two: Analysis of the Methodological Approach and Project Manifestation  

Although the concept of the project is of high importance for understanding the very basis of 

the problem of mutual understanding of two histories/truths/cultures, and the working 

methodology applied is innovative, in the context of this paper it should be considered why 

this project never achieved wider public (nor media) attention in Serbia or in Kosovo. Despite 

being staged in the setting of October Salon as one of the most relevant international 

                                                                 
29

 Ramujkic V. (2014), DISPUTED HISTORIES: ART AND DESIGN METHODOLOGIES APPLIED IN DEALING  WITH 
CONTRADICTORY HISTORICAL NARRATIVES IN TEXTBOOKS  
 
30

 Ramujkic V. (2014): DISPUTED HISTORIES: ART AND DESIGN METHODOLOGIES APPLIED IN DEALING  WITH 
CONTRADICTORY HISTORICAL NARRATIVES IN TEXTBOOKS  
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manifestations of Contemporary Art in Serbia, there were several critical points that prove 

low exposure of the project. There was a noticeable absence of the local Serbian participants 

(1), and insufficient interest of the local media to promote or cover the project and the 

particular workshop (2).  The first workshop treating the topic of Kosovo was organized in 

CZKD earlier that year and was done with only few Serbian participants and in the second 

one Kosovar participants were present in Belgrade. However due to absence of Serbian 

participants, the second time it lacked a proper proportion in interaction and exchange. The 

results of the workshops were mostly summarized by the author herself, and the chance to 

gain wider involvement of the locals was not taken, nor was this interaction repeated again, 

which we can conclude from Vahida Ramjkic’s publication: The experience and knowledge it 

had produced remained in the private sphere of the participants or of the small circles of 

people who were already receptive towards such issues.”   

Obviously, a very good idea with a strong concept failed in its implementation in this specific 

instance. The goal of this chapter section is to examine the potential mistakes or factors that 

affected the project and induced such result.   

Among the first issues to be analyzed as an important moment in this is the question why the 

project didn’t achieve expected attention, despite the fact that Ramujkic was pronounced the 

winner of October Saloon? It seems logical that the underlying problems could be the 

promotion of the project itself or the disinterest of the audiences for such topics. The 

promotion of the project has to be done through several mediums – the event organizer, the 

artist herself and possible media coverage. All three in this particular ins tance, although in 

different degree, performed this task in under-representative fashion, which can be concluded 

from the thorough exploration of internet promotional data and statistics of event visibility 

and public exposure.  

What can be determined from the promotion that the event organizers conducted is that this 

event happened parallel to numerous projects that were promoted to wide spectrum of 

audiences, without focus on the specific groups that could be interested in these subjects. 31 As 

an example, if the organizers promoted the event focused on the students and connoisseurs of 

history, education, ethnical conflict or similar, the statistics might have been different. The 

artist herself admitted that she relied on solely organizational promotion, and  thus never 

devoted herself to the task in full capacity.  

                                                                 
31 Ironically, the motto of the Salon was “Vreme je da se upoznamo” (engl. I t is time to meet each other). 
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The problem of the promotion of this issue in the media is probably very controversial as it 

most likely relates to the political context of the moment and media control. At the time of 

project realization, another event that is closely related to the igniting issue of relationship 

between the two cultures happened and provoked the public opinion. It was intriguing and 

quite inflammatory as some nationalists threw cans on a school bus coming from Tirana to 

participate within “The Joy of Europe” manifestation of 2011.32 This raised far more interest 

than a project that would promote the mutual understanding of the two nations. The search 

for scandal is always more dominant than the search for education, whether in the position of 

media representative or the public. The main issue here is the fact that media is mostly 

controlled by the politics in contemporary societies, even the most progressive ones, and this 

goes beyond the single instance of this particular project. We no longer can rely on media to 

promote good ideas, and it is the duty of art organizers and artists themselves to devote to this 

task with greater vigor and interest.  

Special attention when promoting a project should be paid to the Soc ial Media. In this 

particular case, up to today, the only Facebook page of the project was made as closed group 

by Prof. Daniel Costantino33, with the title False Truths: Disputed Histories Belgrade, has 16 

members, and it wasn’t promoted as a Facebook event.  Social media is very approachable, 

easily managed and a free medium of information distribution, and therefore once more 

proves that the effort in this case was lacking on multiple fronts. The project equally had no 

media-coverage in Kosovo, while in Serbia only one article covering the workshop and 

encounter was published online: “Od istorije do histerije (engl. From History to Histeria)”   in 

the form of an interview with the author, by regional media outlet Radio Slobodna Evropa, 

one month after the event took place.34  

The other important concern is found in the feedback Kosovar participants gave after they 

came back home to Kosovo, that there was no one interesting to talk to, about what they have 

learned during the workshops. There was obvious lack of space where the topic of examining 

the “truth” can be raised, both in the public and private spheres (such as families).  This is 

why it is questionable, even the workshop had been given full public exposure, how many 

people would have applied for this workshop.  It is quite a challenge for a curator to create a 

                                                                 
32 “Konzervama na autobus iz Tirane”, ar ticle by B92 online magazine: 
http://www.b92.net/info/v esti/index.php?yyyy=2011&mm=10&dd=03&nav_category =12&nav _id=546606 
33Professor Daniel Cosentino from American University of Kosovo, who lead the group of Kosovar students to Belgrade . 
34 “Od istorije do histerije”, Radio Slobodna Evropa 
http://www.slobodnaevropa.org/content/vahida_ramujkic_od_istorije_do_histerije/24436672.html 

 

http://www.b92.net/info/vesti/index.php?yyyy=2011&mm=10&dd=03&nav_category=12&nav_id=546606
http://www.slobodnaevropa.org/content/vahida_ramujkic_od_istorije_do_histerije/24436672.html
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format of collaboration that can communicate with a wider circle of people, without being 

simplistic and trivial.  

Finally, it is important to note that P.R. (Public Relations) of a certain project is based on 

quality (creativity) and quantity (exposure) of information given, and it is subjected to the 

rules of a “strong start”. If the effort coming from the initiators (artists and organizers) is 

strong and effective, the response has better chance to be achieved.  
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“Ključna pouka ovih nasih  razgovora, a I samog  festivala je da pokažemo da je normalno 

da različite generacije iz Kosova I Srbije sede za istim stolom. Nema potrebe da imamo više 

policajaca nego predstavnika moje generacije. To je porazno I pokazuje da oni nisu za 

dijalog, oni su za monolog (…)Užasno je važno sto ovde komuniciraju ljudi na 2 jezika, na 

potpuno drugačiji način od političara: neopterećeno, konrektno, lično I opredeljno. Razlika 

u viđenju je nešto na šta svi treba da se navikavamo… Suština je stvaranje navike za dijalog, 

sa slušanje drugog mišljenja (...) Varaju se oni koji kažu da jedna mala grupa ili jedan čovek 

ne mogu da promene svet! Uvek su male grupe I pojedinci pokretali nešto I onda dolazili do 

velikih uspeha. Mala inicijativa može biti klica velikih promena. Mi ne možemo stvoriti 

naviku kod svih da razgovaraju, ali možemo kod  npr. književnika I drugih- umetnika, 

profesionalaca(...)  Dobar je znak to što je policija preuzela ulogu Evropske Unije na ovom 

festivalu. Preko policije nama država želi nešto da poruči- ne mešaju se, ali tu su za svaki 

slučaj(…) Činjenica da je ova generacija počela na ovaj način da razgovara- javno,a ne po 

kafićima I malim grupama, to je ogroman pomak. Treba obezbediti da se ovakva vrsta 

saradnje nastavi. Što vise saradnji između pojedinaca koji preuzimaju te male korake. Tako 

se gradi novi sistem vrednosti (…) Evropska komisija je, recimo, odbila ovaj naš predlog 

projekta festival, zato što u komisijama sede domaći ljudi, Srbi, ali oni koji ne dele naše 

mišljenje (…) Raduje me što me je Rona dodala za prijatelja na fejsbuku. To znaci da se 

Ronini  komentari na albanskom jeziku pojavljuju kod mene na profilu, a to čitaju svi moji 

fejsbuk “prijatelji”, među kojima ima I desničara koji me prate iz ne toliko prijateljskih 

pobuda”. 

 

(Excerpt from the speech of Miljenko Dereta35  

at the Panel “Reconstruction of Future”36, September 21st , 2014)  

 

 

 

                                                                 
35 Miljenko Dereta was the founder of the non-governmental organization Civic Initiatives (GI) in Belgrade and the Director of 
the Festival “Mirëdita, dobar dan”, which first edition took place in September 2014. He passed away on November 3 rd in 
Belgrade and unfor tunately we never met for the planned interview. At the conference “Reconstruction of the future” at the 

closing of the festival, he made a shor t speech in the discussion w ith other  speakers. I have recorded it,  and selected par ts 
of the speech which I think capture the essence of his thinking, and that point at the relevant issues for th is paper.  
36 The transcript of the speech was made by Ana Dragic  
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Case Study Two – Festival “Miredita, Dobar Dan” 

 

Initiated and implemented by the organizations of Civil Society from Serbia and Kosovo, the 

festival is imagined to serve as a starting point for encounters between two countries that 

should become a tradition and continually contribute to establishment of permanent peace 

and normalization of relationships between Serbia and Kosovo.37The inspiration for 

establishment and realization of the festival was the Albanian and Yugoslav actor Bekim 

Fehmiu, who in the words of organizers is a symbol of the joint past with all of its challenges, 

achievements and misunderstandings.  

Besides presenting the best of Kosovo contemporary art scene, essential part of the festival 

were public debates. The focus of the debates was placed on experiences which consist of 

deconstruction of joint past, reconstruction of the future and general relationships in the 

artistic world, its interconnectedness with political changes, and how we can re-assess already 

started building of new relationships and co-operations between the two worlds. The debates 

addressed advancements and challenges equally to provide a critical review and platform for 

future festivals and talks. The current situation was observed in a rough, critical and self-

critical manner, and at the same time defined as a great challenge which the participants are 

ready to tackle.  

 

Part One – Project Description and Analysis  

Festival “Mirëdita, dobar dan” is a newly established festival of arts and activism that focuses 

on presenting, in broader sense, cultural scene of Kosovo in Belgrade. The first edition of the 

festival took place on September 18-21st, 2014, in different cultural venues in the city. The 

project is created in partnership of three non-governmental organizations: NGO Policy Center 

and NGO Civic Initiatives from Belgrade, and NGO Integra from Prishtina.  

In the words of organizers themselves, the Arts are here used as the instrument for 

Intercultural Dialogue. The intended and obvious “politicization” of the problem in order to 

push the pressing issues and expose them to the wide audiences is the approach this particular 

manifestation is prone to. In this research, this particular example will be examined in the 

                                                                 
37

 Data gathered from Mireditia, Dobar Dan Newsletter. 
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context of this kind of approach and its effects on audiences, attendance and artists and their 

position in the matter. As opposed to the previous example, here the organizers used the 

politically intriguing context to promote the subject and debate the issue – but the art itself is 

used as a tool of promotion; “the means of reaching audiences who otherwise wouldn’t 

debate the pressing issue and are generally apolitical”. 38 Throughout this case study, there 

will be attempt of objective justification of these actions as well as questioning of their 

position, in the context of resolving the issue in question and giving the best option for usage 

of art as transition catalyst.  

It is also important to note why this is relevant in the current context, when Serbian and 

Kosovar representatives entered the fifth year of negotiations; when certain development in 

the “normalization process” is achieved. It is crucial to understand the difference between the 

political negotiations in Brussels as international communication39, and interaction between 

artists and other cultural practitioners that can be described as intercultural communication. 

Both are important, and in this particular case interconnected, as the political discussion is the 

main goal of the organizers, whether through medium of art or other means of achievement.  

Finally, this thesis will aim to examine the results that were achieved with such approach. 

Since, concluded from the words of organizers, debates on the pressing issues were the goal 

while art on the other hand represented a sort of a “ba it” to lure certain audiences, the results 

of this practice must be thoroughly and critically examined. Strong results may justify this 

kind of approach, but mild and unrepresentative effects may indicate the need of 

reexamination of this model. 

 

Structure 

Festival Program overall included eight events and it was divided in two parts: 

1. Political / two Panels, Public Debates  

2. Artistic / two Theater Plays, one music concert, one set of film screenings, one 

presentation of the festival and one presentation of the writers talk (artistic part).  
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 Data gathered from Mireditia, Dobar Dan Newsletter. 
39

 International communication  takes place between nations and governments rather than individuals; it is formal and 
ritualized.  Intercultural communication happens between people of different cultures.  
 “The nature o f inter cultural communication“, p. 3.  
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In this research, concrete artistic projects and content are not within the main subject of 

interest. However, detailed description of selected projects within the festival can be found in 

the appendix.40 Here, the focal point is related to the promotional approach of the festival in 

order to attract and inform audiences, as well as the position of art and artists within the 

festival’s body.  

The main core of debate was reflecting on the position of Kosovo Albanians in former 

Yugoslavia, the conflicting interests of the Serbian and Albanian communities in Kosovo, the 

issue of dominant national myths in Serbia and Kosovo and other issues directly affecting 

regional developments during the 90s. The speakers were giving examples of different 

experiences during their personal and professional encounters with political elites and with 

each other, in order to explain relationship between Serbs and Albanians during the life of the 

common state formation.  

Within the discussions one thing to be criticized is the presence of no external audiences but 

attendance of the people from organization and people involved and regularly visiting similar 

events. Some conclusions made within the discussions were promoted in media but no public 

participation (although that was seemingly intended) was a part of this manifestation.  

The Festival was concluded with the public debate “Reconstruction of the Future” on 

September 21st in Belgrade’s Media center, mainly around topics: Interpretations of Brussels 

Agreement, Border Crossing procedures, Intergeneration dialogue. Panel gathered younger 

generation41 of activists and representatives of Civil Sector: political analytics Shpend 

Kursani and Rron Gjinovci, Kushtrim Koliqi (director of NGO Integra) Maja Stojanović 

(director of NGO Civic Initiatives), Dragan Popović (director of NGO Policy Center) and  

writer Vladan Arsenijević (director of Literature Festival Krokodil).  

 

Part Two - Analyses of the Methodological Approach and Project Manifestation  

Art per se is not a goal, the political questions are- This is paraphrased general approach 

previously thoroughly described as the main guidance of this festival. 42 To present the 

problem, to promote it through interesting disciplines as art and to expose wide audiences to 

                                                                 
40 Appendix (4): Program description  
41 Younger in comparison to previous panel. The speakers were in their thir ties.  
42 Interview with Dragan Popovic, D irector of Policy Center in Belgrade. Full interview at Appendix( 4) 



33 
 

pressing issues seems like the proper direction of approach. But in this section of the thesis, 

there will be several questions raised about the realization of such intentions in practice of 

this particular example. Has the problem been properly promoted, have the arts actually 

brought broader specter of audiences, and has the number of audiences increased 

significantly in comparison to other similar manifestations of different approach?   

 

Audiences:  

The overall Media coverage of the festival, in Belgrade and Pristina, was positive and 

provoked encouraging comments from the wider public, inviting to debates and discussion of 

reconciliation and further talks on regional cooperation and implementation of Brussels 

agreement. The audience during cultural events was open and welcoming and thrilled with 

the cultural program. Over 400 people attended different events of the festival, and over 500 

people liked the Facebook page of the festival, with 76% of people liking the page being 

younger than 35. 43 

However this data should be taken with reserve, since this represents the accumulated 

summarized data of the entire four day manifestation. It suggests that project attendance per 

day was in average 100 people. In addition, individual project statistics44 show that the 

attendance per artistic work or a debate ranged from 10% of expected attending audience to 

roughly 50% of expected attending audience.45 

The question of such low attendance is very important in this case, since it may indicate poor 

results in terms of wider audiences and public emancipation “For us it’s of biggest relevance 

to attract classical theater and concert audiences in Belgrade, regular citizens, those outside 

of traditional circles of supporters of various NGO contents”.46 In several occasions the 

importance of reaching out to young audiences was stressed (Festival is designed to attract 

especially young audience, especially young artists). The presence of local artists, which in 

this case wasn’t pressed as important, was ranging in very low numbers, which should be 

revised as an approach as it prevented the potential of the events to create the real atmosphere 

                                                                 
43 Data gathered from Mireditia, Dobar Dan Newsletter.  
44 Gathered from the interviews with organizers, conducted by the student and monitoring of the festival by the student who, 

for the sake of research, attended each event of the entire festival.  
45 Check the appendix (4) in detailed description of individual projects  
46 Press Conference Mirdita dobar dan at  https://www.youtube.com/watch?v=zo9Xiw uYI6o 

https://www.youtube.com/watch?v=zo9XiwuYI6o
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of cultural exchange. In the survey47 conducted with young Belgrade cultural managers, from 

among eight subjects, only one attended the festival. Five out of eight haven’t heard of the 

festival.48  

Poor attendance can also be related to specific location of event realization, which should be 

carefully considered during the event planing. In this instance, all project sites were 

physically available since they were in the very center of the city, but some of the locations 

attract specific audiences which may prevent the exposure to numerous focal groups outside 

of these. CZKD – Center for Cultural Decontamination is quite specific as it usually attracts 

very specific profile of attending audiences which includes intellectual liberals who are aware 

of numerous problems addressed within the festival. The problem here is the way to attract 

new, completely different type of a citizen who is not self-motivated to attend such events 

and who will not visit CZKD regularly or with intent. It is interesting to note that, as opposed 

to the previous Case Study that indicated the need to focus the promotion of the project to 

more specified groups that would be interested in these subjects, here, the problem of poor 

attendance is of completely different nature. Specific group is informed, yet quite small in 

numbers and the focus should be expanded beyond the current practice. In the context of this 

research, these are interesting and important things to consider since the organizer (young 

manager) must explore the institution were the events will be held in terms of physical 

approachability, focus groups of interest and spatial capacities.  

 

"Instrumentalization" or "Politicization" of Art  

“We don’t bring Bekim Lumi because we love his art, but because of political reasons”, 

explained Dragan Popovic, one of the event organizers. 49 Despite undouptably quality of 

work that is being presented in the festival, the accent is still not on art but on politics. 

Whether this is “a good approach” is only considered here in the context of managerial 

actions and attitudes in promotion and distribution of information on certain idea. If politics 

and debate on pressing issue is the goal, is it appropriate to communicate this through form of 

art and entertainment regardless of whether this art also addresses the issues or is not at all 

                                                                 
47 Appendix(4):Survey included 8 young cultural managers and  curators in Belgrade  
48Appendix(4): Andjelka Jankovic (Bitef) replying on the question: Have you heard of Festival “Miredita, dobar dan”, a. Never 

heard of it, which is intolerable for me and for those who were supposed to forward the information to me.  

49 Appendix(4): Interview with Dragan Popovic, D irector of Policy Center in Belgrade  
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related to them? In this instance, art was used as animator that provoked interest, but it in 

itself never provoked related question that was the main goal of the festival debates. Artistic 

contribution was contained within the limits of entertainment and presentation of diverse 

artists regarding diverse subjects.  Within the discussion panels, the contribution and position 

of artists was not the focal point of interest, and in this instance, the attendance of local and 

foreign artists was not addressed in manifestation or theory.  

One of the exceptions can be seen in the presence of the renowned writer Vladimir 

Arsenijević, who has reflected on his professional collaboration experiences with Qendra 

Multimedia from Prishtina in different literature events, and on how the atmosphere was 

never hostile when Serbian writers were in Kosovo or vice versa. He concluded that a radical 

change in deep awareness of the increasing number of people is impossible per se, but it is 

possible through the formation of habits that are in cohesion with the result that we (as artists, 

advocates of culture and intellectuals) aim for.  

In the context of this example, the possible criticism can be found mostly in the fact that 

respected artist has spoken on the subject numerous times and on numerous occasions, which 

brought additional weight to the problem of repeating the similar traditions that are not 

always the best and that need change. In that sense, there is no dispute about the contribution 

of Arsenijevic’s work and an amazing energy and knowledge the artis ts brings to the table, 

but, the lack of others addressing these subjects and perhaps through the media of art in any 

form is what can be questioned in presented model approach. This issue specifically arises in 

the conversation with V. Krasniqi and A. Selmani. 50 

In simple words, within this specific festival model the selection of art works presented was 

not based on the artist’s intention to deal with political issues and the political discussion 

section barely addressed issues of art in the political context. But what is also absent in the 

programming matters is professional curatorial approach in the background of presented 

artworks. Or what Andrej Nosov noticed is that it lacks strategy in most of the aspects, but 

especially in programming: “The program is based on the belief that they are themselves 

                                                                 
50 “ (…) lately I quit cover ing these  events. For example, Polip Fest ival  is not interesting for me anymore, if they will always 
going to bring Tomislav Marković or Vladimir Arsenijević here. Last year I interviewed a writer from Galicia, Spain, and it was 
more interesting than inter viewing Serbian writer, because I already knew how he or she will te ll me.”  

 Appendix(1): “Do we collaborate for the sake of the art, or do we endeavor in art for the sake of collaboration ” Dialogue 
transcript written by Ana Dragic, from an interview that that became a discussion between journalist Vullnet Krasniqi and 
writer Arber Selmani.  
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capable enough to choose the artists”51, there is no responsibility of curator and it seems too 

ambitious that it was called “the best of Contemporary Art scene 52 from Kosovo.”53  

This is the main problem that marks such divided methodological approach in creation of a 

festival. But this approach can also be observed as a model that allows the art to be liberated 

from the directives of curatorial subject related to a certain problem. It allows diversity in that 

sense that would otherwise be reduced. Thus, from the position of a curator, it is important to 

note that either approach is allowed, yet it is up to the entire systematical approach of 

developing a festival altogether, to make sure that the right messages were delivered to the 

right number of adequate audiences.  

Finally, interesting remarks of the manifestation were made by moderator Idro Seferi54, who 

raised several controversial notions after moderating panels for a long period of time, not 

only in service of these organizations but  for many other organizations of the NGO sector.  

He concluded the discussion at the closing event of the festival with a comment: “The goal is 

actually that people reach the point when they will no longer need festivals to communicate 

with each other”.55 To perfect a model of a festival that will finally lead to the festival as an 

obsolete form of communication among cultures, may seem like a paradox, but it should be 

the actual direction to go to. Once this is achieved, art can flourish in it most pure fo rm, and 

festivals can continue their existence in a completely different structural manifestation, 

promoting new values that these new societies will aim to maintain. This, of course, is 

looking into the far future that we once hope to achieve. For now, and for the purposes of this 

research, this notion is an interesting one to keep in mind, while working on models 

applicable in reality of today.  

 

 

 

 

                                                                 
51 Appendix(4): Interview with Andrej Nosov, Director of Heartefact Fund in Belgrade.  
52 There was no Visual Ar ts in the program.  
53  Data gathered from Mireditia, Dobar Dan Newsle tter. 
54 Idro Sefer i, Correspondent for several Kosovar media from Belgrade, who moderated the two panels of Festival Miredita 
Dobar Dan. 
55  From the Panel Reconstruction of the Future, Festival Miredita Dobar Dan  
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Case Study Three- Mikser Festival 2014 

 

Mikser Festival in Belgrade is a multidisciplinary festival, imagined to serve as a platform for 

interaction between artists, designers, companies, media and products, in order to support 

development of creative industries in Serbia and the region. Initially the project was started 

with the idea to expose the invisible domestic talents of creative design to the light of the 

public eye, but has expanded the scope towards all forms of creative expressions. The sixth 

edition of Mikser Festival took place under the slogan “Sustainable Utopia”, and was 

explained by organizers in words: From massive quire scene at the bridge for Karadjordjeva 

Street to the miniature, intimate confessions and monologues in the rooms of Bristol hotel – 

this festival invites everyone to give their own input of the Utopia’s manifestation in 

Savamala. We will take the action to the streets of Savamala, the perfect setting of cultural 

urban memorials, neglected and forgotten, ready to be reinvented and resurrected by the 

community.  International audiences and creators will get a chance to participate in 

realization of their own Utopia, right here where local creative sector learned how to do 

impossible. 56  

The Art is in the context of this edition expected to have an activist impact, by raising 

awareness of diverse social issues and engaging the wider audiences. This was mostly done 

through the selected art performances in public spaces in both intriguing and entertaining 

manner, mostly meaning to shock and provoke discussions.  

 

Part One – Project Description and Analysis  

(The Kosovo contingent at Mikser Festival) 

A group of eighteen persons from Kosovo was invited to participate within the festival, 

through different program segments. The group included students from the American 

University in Kosovo and The University of Prishtina, independent media outlet (Kosovo 

2.0), Documentary Film Festival (Dokufest), The Prosperity Initiative for Kosovo Society 

(PIKS), the Center for Energy and Natural Resources (CENR), and an independent artist born 

in Prishtina now living in Belgium, a young Kosovar photographer and a Kosovo Serb youth 

                                                                 
56  Appendix(5): Mikser Festival statement 
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activist from Strpce (Brezovica, Kosovo). The connection resulted in several open initiatives 

for further collaborations, some of which are already in progress. 57  

 

In societies where modern conditions of production prevail, all of life presents itself as an 

immense accumulation of spectacles. Everything that was directly lived has moved away into 

a representation.  

( Guy Debord, 1983, p. 1) 

Festival- Art as a spectacle 

“The word spectacle derives from the Latin root spactare “to view, to watch and specere “to 

look at” (…) On the one hand, spectacle refers to particular public events, high profile 

extravaganzas and urban spaces and on the other a theatrical presentation or controlled 

visual production conceived as antithesis of a spontaneous festival.”58 

Ii is interesting to analyze the festival format that intentionally uses art as a spectacle, in order 

to attract wide range of audience. For the purposes of this research, it is crucial to focus on 

the young artists from Kosovo in the role that the festival has appointed for them.  

 We will enhance a specific art performance “Writing Piece” by Kosovo born artist Shelbatra 

Jashari in the context of Mikser Festival.59 “Writing piece” is a performance/body installation 

art work in which a burqa-veiled woman (the artist) sits on a chair, offering part of her body 

unveiled to the audience as a canvas or wall to use as writing piece. 60 The performance took 

place two times, lasting three hours, once in the festival’s main location Mikser House, and 

the second time in the re-discovered abandoned space in Karadjordjeva street. 61 The 

interaction between audience and performer, in the concept, becomes a space of spontaneous 

dialogue. In Belgrade, Shelbatra Jashari explored the relationship with the audience as if the 

form of her body becomes the space of a 'tableau' or a painting. For the artist it was rather 

interesting to explore the reaction of the audience within the history of an area and to see how 

the enigma of the 'dark lady' can exteriorize certain reactions and powerful interactions 

                                                                 
57 The group from Kosovo was invited by one of the curators from Mikser Festival and came w ith the suppor t of American  
Embassy in Kosovo. 
58 Doğan E. “City as a Spectacle: The Fest ivalization of Culture in Contemporary Istanbul”  
59 More about in the video-interview with Shelbatra Jashar i at  http://house.mikser.rs/sr/video/novo/67921/interv ju-sa-%C5%A1elbatrom-

ja%C5%A1ari--autorkom-performansa-%E2%80%9C%C4%8Din-pisanja%E2%80%9C 
60 Appendix (5): Photo 
61 Appenndix(5): Photo 

http://house.mikser.rs/sr/video/novo/67921/intervju-sa-%C5%A1elbatrom-ja%C5%A1ari--autorkom-performansa-%E2%80%9C%C4%8Din-pisanja%E2%80%9C
http://house.mikser.rs/sr/video/novo/67921/intervju-sa-%C5%A1elbatrom-ja%C5%A1ari--autorkom-performansa-%E2%80%9C%C4%8Din-pisanja%E2%80%9C


39 
 

reflecting the human condition.62 According to the artist, Writing Piece has proved to be a 

testimony of current state of mind of the city, by reflecting the attitude of its inhabitants.  

Referring to her experience as being Kosovar artist in Belgrade, she stated: „I found that 

Belgrade digested very well the mix between different forms of high and low art, between so 

called gallery art and more conventional ways of creation, urban and contemporary graffiti 

art (...) It was a turning point in interaction with a land, city and culture that has shaped my 

life, as well as with a dialogue I might have been avoiding until now. Being exposed to a such 

a degree to the media and interaction with the public , was revolutionizing for my work.“ 63  

The main concern for her was that her last name Jashari64 could resonate a negative sound 

and cause some violent reactions. “I had difficulties dealing with the panic that this situation 

created in my family- making me aware of the political step I was taking in creating an 

artistic dialogue with a Serbian art event”. It is not uncommon for such an intriguing name 

and provocative art work (the combination of religious symbol and nudity) to cause 

disturbance in the virtual community. The question was: how these reactions would be 

expressed later on in reality. Considering potential risk of performing such an act, one could 

be faced with a strong inner conflict, whether to pursue this as an artist or withdraw as a  

human facing cultural dispute. 

 

 

Part Two - Analyses of the Methodological Approach and Project Manifestation  

The performance of Shelbatra Jashari was promoted through the same channels as all other 

events in the festival, although her performance was marked as a spectacle rather than a 

culturally intriguing artwork. However, it should be noted that the cultural dimension was not 

neglected in any way. There was no particular accent on her Kosovar background, but she 

was accordingly referred to as a Kosovar artist. 65 The performance has caused a big 

proportion of hatred in the virtual reality, but not on the festival site. In the  words of Arber 

Selmani: It is just an online nationalism, not the nationalism of the streets. 66 

                                                                 
62 Appendix(5): Artist Statement ( full) 
63 Appendix(5) : Artist Statement ( full) 
64The same as of Adem Jashari, soldier of Kosovo Liberation Army (KLA) 
65 There was a large billboard that enhanced the provocative side of this par ticular ar tistic per formance  

Appendix (5): Photo 
66 Appendix(1): “Do we collaborate for the sake of the art, or do we endeavor in art for the sake of collaboration ” from an 
interview that became a discussion between journalist Vullnet Krasniqi and writer Arber Selmani.  
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Audiences: 

Reflecting on the aftermath of the performance, based on the messages written on her body, 

the artist concluded that the audiences of Belgrade expressed high level of political 

correctness.67 She described audiences as a bit distant, but at the same time close, as she felt 

they were not afraid to interact. The artist noted to have heard a mother telling her child: 

Have you ever wrote on a person before? This is a simple yet vital notion that reminds us 

about the power of intrigue and spectacle to provoke dialogue.  

 

In terms of outreach towards wider audiences, model of a festival as a spectacle proved to 

serve the purpose. Although it was not calculated how many people interacted with the 

performer (according to the artist around 70 persons) the approximate number of people 

attending the performance (according to the organizers) was between 500 to 600 in total. The 

fact that the festival is free of charge certainly added to the “spontaneous”, unintentional 

audience as well. The performance, being set in the context of alternative space (second day) 

and multifunctional space (first day) contributed to attracting non-artist audiences, as well as 

regular cultural connoisseurs. The fact that this form of festival attracts great number and 

wide range of audiences can be very useful in the context of presenting the artists of Kosovo 

to those social groups that would otherwise never get exposed to them. 

On the other hand, although the number of people attending is larger than in previous case 

study, in the context of communicating so many events at the same time, it remains unclear in 

which way the content of the work is understood by the audience, and how much it 

contributes to establishing real communication on deeper level. Precisely under these 

conditions, it often happens that the concept, true message and meaning of the work remain 

unexplored.   

Finally, it is obvious that spectacle although inviting for wide range of audiences, may not 

ameliorate the true essence of art as a discipline within a certain manifestation. The problems 

or subjects in question may be widely presented and available for interpretation, but the depth 

and complexity of the same, may be lost in the sea of flashy provocations.  

 

                                                                 
67  Within the writings, one could find a range from graffiti tags to personal greetings, from sayings as "Srbija do Kosova" 

(engl. Serbia to Kosovo) to drawings and doodles by kids to the Cyrillic writing, questions such as “ Хоћеш ли моћи ово да 
скинеш?“ ( Will you able to wash this off).  
Appendix (5): Artist Statement 
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CHAPTER III 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

In this chapter, previously explored subjects will be summarized in the form of a 

list of conclusions that will insinuate the next step in the formulation of the model 

proposal. The conclusions of the previous analyses are set in the last section of 

the thesis with intent, because they will influence the next step in the research to 

a great extent. The second part of the chapter will contain thorough presentation 

of an experimental project where some of these steps were implemented in 

project manifestation. Although it is a single project, this experiment should be 

taken as a systematic approach to the issue of the festival model. Computing, 

networking and virtual reality technologies are gradually approaching the level of 

maturity where large-scale multi-user virtual environments will be possible. This 

will lead possibly to the development of large-scale spaces for the on- line 

community to meet, socialize and produce joint art works. Finally, the last 

section of this chapter should present the proposed suggestion of a model that is 

drawn from both case study conclusions and experimental practice of assumed 

actions.  
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Case Study Analysis Conclusions  

This list contains most relevant conclusions drawn from the previous analysis, with 

commentaries and reflections that will be important in the next section of the chapter “Face 

the Reflection”. 

1. The Concept of the Project 

2. Approach to artists 

3. Approach to audiences 

4. The space of the realization 

 

1. The Concept of the Project  

In the first case study of “Histories in Dispute” although it is a single project, one can notice 

how relevant this concept is in approaching the problem of different histories that formed 

identities of young post-war generations in Kosovo and Serbia. The direct confronta tion of 

different stories presented in the schoolbooks from the different cultural environments is an 

interesting and enlightening way to approach a problem in question. The artistic format here 

is used directly as a mediator between two cultures, facing them with each other openly. This 

is extremely relevant, in the current sociopolitical context of Serbia and Kosovo, where there 

is a “political dialogue” but an absence of strategy of “intercultural dialogue”, that would 

actually bring divided societies closer to understanding each other’s very basic standpoints 

(that initially shape one’s approach to the other, and that frequently lead to breaking-ups of 

collaborations between those post-war generations that are initially not interested in 

discussing past). 

In the second example of Festival “Miredita, Dobar Dan”, the main concept lies in intentional 

“politicization” of the art where art is used as an attraction drawing people in to learn about 

pressing issues in question. However, in this instance, the festival is organized as a podium 

for presentation of art that does not address the pressing issues on one side, and debates and 

discussions that are separated of the art program and actually address these issues on the 

other side. The fact that participants of art program are not interested in discussing the 

burning issues addressed in the “panel” part of the program shows that in the concept of the 

program there is a “link” missing, as the relevant issues remain discussed only within small 

circle of intellectuals and NGO activists and with no impact on the general public. Despite 
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the fact that art doesn’t address these matters, this can be a reasonable idea that sets the 

discipline free from the boundaries of curatorial control, while still one can use the art as a 

tool of attention direction.  

Finally, in the last case study, the concept is based on the great number and great diversity of 

content concentrated in one large and “open-to-everyone” space of spectacle. In this instance, 

the concept is positive in terms of diversification of audiences but it raises the question of 

quality of content and organization, or at least the potential “invisibility” of artistic essence 

that can disperse within the fair- like manifestation. While the “spectacle” is a useful too l in 

approaching audiences, and a convenient way for artists to present themselves, its impact 

mostly ends right there- in the sphere of short consumerist delight and without any deeper 

impact on the intercultural dialogue.  

 

2. Approach to artists 

In the context of approach to the artists, the first example stands to show that individual 

journey of an artist is just as relevant in the context of mutual understanding and 

emancipation, as the journey the audiences are conducted to. Saying that, the Histories in 

Dispute has had the inevitable knowledge-generating importance for its author (and artist) 

Vahida Ramujkic. For that project she was also awarded from October Saloon. However, the 

organizer hosting the artist’s project didn’t adequately support the artist with promotion and 

audience reach out, which did impact the process of art creation and its dialogue with wider 

public. 

In the second case the approach to art itself is the indicator of the approach to the artist. But 

more important, festival such as Miredita Dobar Dan should specifically target “tandem” 

organizations and artists to those presented from Kosovo, for instance if specific presentation 

of Skena Up festival( international festival of student theater in Prishtina) takes place, festival 

should reach out to similar kind of festival in Serbia, such as FIST (international festival of 

student theater in Beglrade), as putting the two in contact would not be a hard mission due to 

similar professional focus of the two. In that way the festival would really serve the purpose 

of the platform for a dialogue between artists from Serbia and Kosovo. Equally, the artists 

which are participating in the festival could obtain the pursued goal of being exposed to more 
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focused groups in Belgrade, being more interested in the common artistic form of expression 

than as pure “exotic” character of being Kosovar.  

 

3. Approach to audiences 

Observing the first case study, one can argue that promotion of the artwork was the main 

issue this project faced in its realization. As mentioned in thorough analysis, a good idea  

needs to be more than just relevant and expressed – it needs to be visible. In this case, due to 

chain of inadequately presentation of the project by several sources, the workshops were 

unattended. But the most important conclusion of this case is that one can no longer rely on 

media to promote good ideas, and it is the duty of art organizers and artists themselves to 

devote to this task with greater vigor and interest. Targeting specific audiences in this case 

could be students of History and Political Science, although the theme could be of wide 

interest for anyone, and could be easily achieved through unofficial channels of 

communication such as Social Networks. Today a curator should not rely only on the 

traditional media, especially if his/her project is situated in the frame of State-related 

manifestation and institution. 

In the second case study we can see that the approach had theoretical sense – as it openly 

used art as a tool to lure the audiences in which exposes them to the subjects intended to be 

raised. However, in the process of realization, this idea somehow faded into not such great 

results. As mentioned in previous conclusion, poor attendance can also be related to specific 

location of event realization, which should be carefully considered during the event planning.  

The third example whose quality of content representation may be questioned certainly 

prevails over the other examples when it comes to the audience exposure. Mikser’s diversity 

and openness allows a sophisticated connoisseur of art to stand shoulder to shoulder with a 

political activist, culinary or recreational enthusiast or a scientist. However, the organizer 

should make sure to communicate the specific program to more specific audiences, but this is 

a defect of the festival model such as Mikser, whose interdisciplinary and non/focused 

approach to programming is also reflected in its incapability to  decide what audiences the 

program is designed for. 
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4.The space of the realization 

In the first example, the main workshop was realized in the Museum of Yugoslav History, 

within the larger manifestation of October Saloon under the slogan “It’s time to meet each 

other”. The event despite its intention was unattended by local youth, and therefore failed to 

achieve greater success by engaging post-conflict generation of Serbs in ground-breaking 

discussions with their peers from Kosovo – even if the author of the project came out with 

fruitful findings on the discussed matter (and therefore the project is highly important and 

should have continued to be further developed). However one should, in the context of 

reaching out to these generations, approach the question of the choice of the space for such 

encounter very carefully and contemplate alternatives.  

In the second case study the festival was conducted within several locations in the center of 

Belgrade, big part of the program was at CZKD68 cultural center attracting very specific 

social group of followers and audiences. In that sense, although open to the public, this space 

influenced the attendance with the strong unspoken rule of specific and narrow attending 

group. The festival aiming to reach young audiences and provide platforms for encounters of 

young artists from Kosovo and Serbia should embrace idea of off-spaces and target specific 

youth-gathering places, where more of a spontaneous interaction could happen. It should 

also, in relation to its initial aim (discussing the joint past and future) think of the space not 

only as the venue where specific artists from Kosovo will be presented but also as the space 

where both discussions and artistic performances can happen simultaneously. In that sense 

the missing “link” between the art and the addressed political issues would be established and 

a wider emancipator effect could be achieved.  

Final example shows how open space and free of charge approach to cultural promotion of 

art can be a good example of exposure to both entertaining and more “serious” subjects of 

matter. But the most important conclusion drawn from this example is taken from an artwork 

of an artist from Kosovo named “The Writing Piece”. This specific art work (described in 

detail above) gives an illustration of contemporary spatial conditions that art faces, as virtual 

world becomes just as important as reality. The perception of artistic performance in virtual 

realm differs in many ways from the perception encountered in the real festival manifestation, 

with the general public attending the festival. This example, although specific and therefore 

not to be generalize, did however show that speech of hatred to a wider extend remains in the 

                                                                 
68 Center for Cultural Decontamination, Cultural Center in Belgrade  
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sphere of Internet, and the audiences (in this case Serbian) were welcoming the artist from 

Kosovo. 

*** 

Either way, the joint conclusion that open spaces are logically more open to a wider range of 

audience is to be drawn from all said above. Spontaneity of manifestations such as Mikser 

allows exposure without pressure. That said, in further development of strategic approach to 

festival planning there will be a tendency to connect the previously concluded fact that spaces 

of manifestations are becoming virtual and that exposure to the content should be to a great 

level natural and spontaneous.  
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Face the Reflection – contemplating new methodologies 

 

Living in a world of digitalization, one should consider Internet as the space where new 

systems of art and culture manifestations will have to be developed, and this research will pay 

special attention to this suggestion in experiment and model development to follow. 

Therefore we will examine one project as an experiment that approached the subjects 

discussed in previous cases in a slightly different manner, reflecting conclusions that were 

drawn in the previous section of this chapter. However, it should be noted that this particular 

project was conducted prior to some of the presented examples, in the time it was chosen as 

an experiment in approach of connecting postwar generations of artists from Serbia and 

Kosovo. 

 

Project Concept 

Face the Reflection was the project intended to establishing collabora tion and exchange 

between young artists from the capitals of Serbia and Kosovo, to contribute to breaking 

prejudices and mistrust and to provide a positive example of using art as a tool for 

intercultural dialogue. 

Participants of the project were young photographers aged 19-26, from Belgrade and 

Prishtina. The author made selection of the photographers based on their desire for 

cooperation with colleagues across the border and their interest to reflect on their 

communities/ explore new ones through photography. The prerequisite for participation was 

a) no previous visit to the other country and b) no experience in meeting other country 

citizens. The idea was to gather young people who already had some prejudices toward the 

other group or have no interest in the other group to work together on a joint project and see 

how the perceptions will change. The author selected diverse group of young artists, both 

amateurs and professional photographers, who were representing different profiles of young 

people and lifestyles in both cities. Therefore, the visitors of online and offline exhibitions 

should have had a better (alternative) understanding of the “life” in the other city. 69  

                                                                 
69 Brogden Z.(2011) ,“Young Serbian and Kosovar artists Face the Reflection”, OSF blog  
http://blog.soros.org/2011/05/young-serb-and-kosovar-photographers-face-the-reflection/ 

 

http://blog.soros.org/2011/05/young-serb-and-kosovar-photographers-face-the-reflection/


48 
 

 

The first part of the project was an online photo exhibition- in-the-process-of-creating on the 

website www.facethereflection.com70 that served as a platform for virtual interaction between 

10 young photographers (five from Belgrade and five from Prishtina). Artists were inspired 

with motives from their every day surroundings with a special accent on the student life of the 

two cities, wishing to explore the difference and the similarity.  The basis of this online 

interaction lied in the fact that every week one photographer brings up a photo theme, while 

the 9 others responded to it by sending their photo-answers. In a 10-weeks period, they 

created 10  unique  photo stories, without knowing each other and without using words. The 

author of the project, at age 22, was the mediator and administrator of the website with role to 

coordinate and upload all the photos, being the only contact between participating artists. 

Free of their names and backgrounds, they used photography as an instrument to express 

their observations and artistic views, while audience (from Serbia and Kosovo) was given an 

opportunity to find out more about these reflections and leave their comments on the website. 

In the course of the project-realization the idea became interesting to many people, so the 

author decided to involve more photographers in the project. The photo composition "Lica - 

Fytyrat" (engl. “Portraits”) is a subproject of “Face The Reflection", its complement and a 

contribution to it. The "Lica -Fytyrat" was a composition comprised of fifty photographs. The 

photographs were made by ten (additional) young authors from Belgrade and Prishtina. All 

photographs would depict faces taken frontal. Some of the "Lica - Fytyrat" were published at 

the www.facethereflection.com, during the two last weeks of the project. The aim of this sub-

theme was further emphasizing the similarities between Belgrade and Prishtina. The identity 

and nationality of the people in the photos weren’t revealed.  

The second part of the project  consisted of exhibitions in Belgrade (April 14-17) and in 

Prishtina (May 12-19) and gathering of photographers in both cities. In Belgrade the 

photographers met for the first time, after 10 weeks of communicating only with project’s 

author who was uploading their photos. The exhibition resulted with 150 photos (100 made in 

“10 weeks” part, and 50 made in subproject “Portraits”). For the exhibition the author 

revealed the names of the photographers and descriptions of the photos that were deliberately  

                                                                 
70 The website of the project is not active since 2013, but the documents regarding this project  are preserved and selected 
for this paper in  Appendix ( 6 ) 

http://www.facethereflection.com/
http://www.facethereflection.com/
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not published on the website. The Exhibition was opened with the photographers from 

Prishtina and the ones from Belgrade were speaking.  

Main goals of the project Face the Reflection were: 

 To establish the first online web platform for the intercultural artistic exchange  

between young people from Serbia and Kosovo 

 To provide space for freedom of artistic realization for young artists.  

 To organize offline exhibitions in both cities  

 To gather all the participants in the openings of both offline exhibits  

 To make the project continuing in long-term 

 

Broad goals of the project Face the Reflection were: 

 To change deeply rooted prejudices and stereotypes of young Serbs and Kosovars 

towards each other 

 To establish cooperation with both cultural and non-governmental organizations in 

order to attract a wider audience 

 To inspire and encourage other initiatives dealing with artistic exchange and 

reconciliation 

 To change Belgrade-Prishtina media discourse from “political” to “cultural” 

 The  encourage representation of the life of the ordinary people vs. media selection of 

information 

 

Project evaluation 

Based on the research, available documents and personal experience of the project, evaluation 

will analyze and asses most important aspects of the project including: 

 Needs of the participants (beneficiaries) 

 Success in reaching desirable goals 

 Sustainability of the project and level of multiplication effect 
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Needs of the participants (beneficiaries)  

There were many beneficiaries in this project. Participants in the project (photographers) had 

a unique opportunity to cooperate with each other on the joint project and to have their work 

exposed in relevant galleries in cities that they previously didn’t have opportunity to visit 

(“KC Grad” in Belgrade and “Tetris” in Prishtina). NGO Youth Initiative for Human Rights, 

that supported the project, benefited from positive publicity and recognition from the public 

for supporting the “alternative” idea of reconciliation. The hosting gallery announced re-

opening of the exhibit since it was one of the most visited exhibitions that they had. The 

audience was given a rare chance to find out more about “real” life of people in these cities 

despite manipulated messages that they’ve been exposed to through the media for years. 

Many people changed their perception of the youth from Kosovo after the exhibit and showed 

great interest to cooperate in their fields with colleagues from the other country.  

 

Success in reaching desirable goals 

  

The project justified most of the planned goals. One of the biggest achievements of the 

project was moving the concept of Belgrade-Prishtina relation from “political” to “cultural”. 

The project had 100% positive media coverage, and it was a rare, if not only, successful 

project that gathered young Serbian and Kosovar artists after Kosovo’s proclamation of 

independence in 2008. There were some attempts before, but they failed due to clashes of 

police and nationalistic groups, or due to inability of the organizers to bring artists across the 

border. Therefore, the most important accomplishments of the offline exhibit in Belgrade 

were that photographers from Prishtina were present at the opening and they talked with the 

audience. The website www.facethereflection.com was the first website of its kind, and it 

served for both photo exchange and comments of the visitors from both countries and 

beyond.  

 

Sustainability of the project and level of multiplication effect 

The project was finished after the offline exhibition in Prishtina in May of 2011. The 

exhibition was not moving to other galleries nor to other cities in the in the region.  Although 

http://www.facethereflection.com/
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the follow-up of the project was planned, so far no action was taken to involve new 

participants and create a second round of the project.  

The website remained on internet with basic information about the project, photos, and 

comments of the visitors, as a memory of the project, until 2013.  

Participating artists continued collaboration on the personal level which motivated few other 

artists to meet and exchange views. The project inspired several other initiatives and projects, 

such as the project called Interactive Diaries.71 

 

Success of the project  

The success can be measured according to the extent in which the main goals were achieved:  

-To establish the first online web platform for intercultural artistic exchange between young 

people from Serbia and Kosovo 

 

”Face the Reflection” was the first and so far the only website that served for artistic 

exchange between young artists from Serbia and Kosovo. It introduced the idea of effective 

use of the new media for gathering artists from two countries and drawing attention of the 

broader audience. 

           -To provide space for freedom in artistic realization of young artists.  

 

Artists had the full freedom to express their observations and artistic views through their 

work. The curator was just uploading photos on the website, without personal intervention 

and selection of the work. 

          -To organize offline exhibitions in both cities  

 

The exhibit was successfully opened in Belgrade and in Prishtina, despite, in author’s words, 

inconvenient political circumstances.72 Saying that, the author referred to the starting of 

political dialogue between Serbia and Kosovo, which caused a lot of negative public 

                                                                 
71  About the Project Interactive Diaries  at http://interactiv ediaries.tumblr.com/ 
72 Spasojevic I.(2011), Interview with Ana Dragic, author of the Face The Reflection, Wave magazine 
http://www.wavemagazine.net/arhiv a/55/culture/interview-ana-dragic-face-the-reflection.htm 

http://interactivediaries.tumblr.com/
http://www.wavemagazine.net/arhiva/55/culture/interview-ana-dragic-face-the-reflection.htm
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responses by nationalists in both countries. The exhibition in Prishtina unintentionally 

coincided with the visit of Serbian negotiating delegate, Mr. Borko Stefanovic, to Prishtina. 

The exhibition was nevertheless opened, despite potential danger that could have been caused 

due to the tension in the city. This was described as “parallel” dialogue - on political and 

artistic level by the regional media outlet Balkan Insight.73  

 

 

Conclusion 

One can argue that entering into such process brings with it a certain preparedness to 

change something in the core-belief system of pre-dialogic culture/community (…) Those 

elements of belief system or attitude will undergo change depending on the experience of 

those in dialogue, i.e. whether it tackles trivial issues or leads to a consensus on some 

essentially important issues i.e communal truth.74 

Face The Reflection project was considered an innovative project with initiative to gather 

young artists from Serbia and Kosovo.  It fostered re-establishing of communication between 

the separated ethnic groups and created an event that has gained recognition among young 

people without being a real competition. It was supported and assisted by the civil sector. Its 

biggest achievements were: bringing Kosovar artists to Belgrade despite formal technical 

(border-related) obstacles, managing to sustain secure and peaceful atmosphere in both cities 

during the events and positive impact on the audience in terms of breaking prejudices.75  

According to the personal statements of the project participants, project influenced the 

change of perception towards the other community and increased their interest for further 

cooperation.76 Project was recognized as an innovative and modern way of using new media 

and technologies for the artistic purposes. Project supported intersectorial collaboration since 

the partners were coming from different backgrounds of arts and culture, non-governmental 

organizations and associations of civil activists. It has inspired several initiatives with similar 

aims of gathering young people from conflict areas. More than anything else, it reflected the 

                                                                 
73 Osmani S. (2011) Kosovo, Serbian Art ists Converse Without Words, Prishina Insight 
http://www.balkaninsight.com/en/article/kosovo-serbian-artists-conv erse-without-words 

74 Defining dialogue and interculturalism by European Institute for Comparative Cultural Research (ERICar ts), Repor t for the 
European Commission: Sharing D iversity. National Approaches to Intercultural D ialogue in Europe (2008), p.10 
75 Sivinjski D (2011),  Photography connecting people, Sivinski b log   
http://siv injski.com/blog/photography-connecting-people/ 
76 Rukaj M (2011), Belgrade and Prishtina off the beaten tracks, Balcancausio  
http://www.balcanicaucaso.org/eng/Regions-and-countries/Serbia/Belgrade-and-Pristina-off-the-beaten-tracks-94540 

 

http://www.balkaninsight.com/en/article/kosovo-serbian-artists-converse-without-words
http://sivinjski.com/blog/photography-connecting-people/
http://www.balcanicaucaso.org/eng/Regions-and-countries/Serbia/Belgrade-and-Pristina-off-the-beaten-tracks-94540
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real life of ordinary young people from both countries, instead of framed realities that are 

constantly shaped through the media.  

 

On the other hand, project did not build a sustainable network of young artists from Serbia 

and Kosovo, nor it remained an active online platform that could serve as a starting point for 

other initiatives.  Therefore, its impact on the audiences was short-therm. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



54 
 

Festival Model Recommendations 

 

In order to make a clearer presentation on findings and recommendations for the model of the 

festival that would most likely increase intensity of cultural dialogue, the findings are 

presented in five categories similar to the categories in the first section of the third chapter:  

1. Approach to the problem / visual dialogue 

2. The Concept of the Project 

3. Approach to artists 

4. Approach to audiences 

5. The space of the realization 

 

1.Approch to the problem / visual dialogue 

The first chapter demonstrated the problem in question by representing several project s and 

analyzing and their creators’ motivation. One could conclude that the policy of forgetting the 

past becomes very important. It seems as if the conflict times, however close, are to be 

forgotten. This insinuated and interesting and quite intriguing question – of whether this is 

true, at least in for the focus group of post-war generations. It may sound like a radical idea, 

but sometimes dialogues are most efficiently accomplished if they start with a casual “small 

talk” unrelated to the subject in question. Since the model we are trying to promote is 

supposed to “speed up” the process of communication, an applicable approach can be “an 

artistic small talk”.  What this means is next: art offers us a chance to connect on a deep level, 

even if we disagree. It offers a chance of numerous perspectives and it puts focus on the 

artwork instead the background from which it came to be. To  be clear, cultural background is 

highly important as it affects the art, but it shouldn’t be in the main focus and first point to 

make.  

Through the experiment of Facing the Reflection, the idea that was being promoted was so 

called “visual dialogue”. The photograph was a subject, and the photograph was an answer. 

And as evidence of a very dynamic dialogue between the two sides, one can find series of 
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colorful pictures that remained as artistic transcript of this talk. This approach doesn’t mean 

that “picture” is the only form of communication that can lead to productive conversations.  

On the contrary, it means it can be anything – as long as it becomes more important than 

conflicting past. 

What is even more important, when observing this experiment is what comes next, after the 

initial “visual small talk”, ant that are the “real comments”. Audience and artists started a real 

dialogue about art while observing these photographs, and verbal communication followed 

the visual one. The subject related to different past interpretations wasn’t in the focus, 

because participants and audiences focused on the “sameness” rather than the differences. 

But, as the exhibition turned from virtual to real the differences were not ignored, but 

accepted, present and a part of a whole (this idea is elaborated on in category 5.).  

To finalize this line of thought, one can conclude that the first step in communication taken 

by the curator or a young manager must be focused on the art itself. The duty of an organizer 

is to “initiate the small talk” between artists and audiences, artists among themselves and 

perhaps finally two sides of audiences from both Kosovo and Serbia. And this must be done 

by focusing on the “sameness” which can be done through art, as presented in Face the 

Reflections experiment.  

In the project Histories in Dispute, we saw a different kind of approach, were communication 

was direct and verbal, and differences represented concretely and evidently. Although this 

was an excellent concept and truly fantastic idea, when comes to the festival organization, 

one must think broader than the problem in question and “lure in” the audiences.  

We saw something similar in the second case study (Meridita, Dobar Dan), but in that case, 

the results were unachieved for different reasons which has been discussed in the first section 

of this chapter and chapter II.  

The key words that indicate a good approach – start the artistic “small talk” to focus on the  

intercultural dialogue. 

 

2. The Concept of the Manifestation  

Within precious case studies showcased in chapter II and experimental project showcased in 

chapter III, one was able to see diverse approaches when comes to concept of the project or 
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manifestation. Verbal dialogue, “politicization” of the art, art as spectacle and etc. are quite 

different concepts of artistic manifestations. However, after gathering positive and negative 

about all previously mentioned, a conclusion can be drawn.  

A festival can be understood as a “platform” serving to showcase certain works in different or 

specific disciplines. However, when comes to a intercultural dialogue, showcasing seems not 

to be enough. 

In the second case study “Miredita Dobar Dan”, numerous artists from Kosovo were brought 

to Belgrade to present their work. However, there was no interaction with Serbian artists and 

attendance was quite unsatisfactory for numerous reasons discussed. The “interaction” of 

artists from both side was lacking, and this is quite important, because the dialogue should 

start within the art, and then be transferred to the audiences.  

In addition, within all case studies, the idea of the festival as a platform to showcase gathered 

art projects and present them to the public eye, a moment of cooperation, interaction and 

collaboration with audiences is often neglected ( although not always as individual projects 

could have been quite interactive).  

This indicates that the festival as a concept must be changed from an onetime (a nnual) 

platform (presentation) of artwork, that displays already finished artistic projects to the wide 

audiences – into a fluid event that lasts before and after the actual manifestation and includes 

audiences within the process of creation. This is based on the idea that communication is best 

formed within the process of working together. If audience and artists are living with the 

project that changes until the actual manifestation – this gives a chance of connecting on a 

much deeper level. This means-to jointly create a program.  

Of course, the level and form of the involvement and communication between all parties 

cannot be the same and must be coordinated thoughtfully by the organizer(s).  

Key words describing a suggested concept:  Instead of a showcase, one should make festival 

into an inclusive process that pushes participants to build something together.  
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3.Approach to artists 

As a curator, one must approach artists, and it is of great importance to take into 

consideration artist journeys within the process of collaboration. The position of the artist is 

such that he or she bears a responsibility of a message behind the work, and sometimes 

consequences the message may cause. To achieve an intercultural dialogue within 

environments such as Kosovo and Serbia, one can probably encounter numerous obstacles, 

and ignorance, unacceptance and even violence are not excluded.  

No matter how fearless an artist is, if the one doesn’t feel safe – one feels one may not say 

things out loud. Safety issue may sound as irrelevant when comes to art itself, but in the 

politically charged context in which these events take place, it need to be contemplated 

carefully. Within presented case studies, there were almost no incidents, and if there were 

indication of any, they were quickly resolved. But when comes to such delicate cultural 

situations, as the one in these post-conflict ones is – it is usually the fear itself that creates the 

bigger barrier than the conflict in physical sense.  

As mentioned in the chapter II, the main concern for an artist within Mikser festival for 

instance, was that her last name Jashari could resonate a negative sound and cause some 

violent reactions. Such an intriguing name and artist’s provocative art work caused quite a 

disturbance in the virtual community. The question was: how these reactions would be  

expressed later on in reality? 

This is where the experiment presented, project Face the Reflection, showed an interesting 

phenomenon. Since it began as a virtual project where artists communicated online and 

trough the artwork of photography, the first contact with the audience and other artists was on 

the Internet. It took several tasks, phases of project and months until all participating subjects 

actually met, and by that time, the chances of miscommunication have been next to zero. 

Through the artwork, people communicated without paying attention to the conflicting issue. 

How the issue wasn’t ignored but overcome in essence, will be discussed in the last category 

of this section.  

The duty of an organizer in this sense is to be a mediator of communication on many levels, 

and as such, one should come up with a good way to ignite the discussion carefully and let it 

continue through communication of all individuals involved, while continuously monitoring 

the process.  
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Key words to keep in mind: the way to avoid miscommunication is to take a safe virtual step, 

and lead it through the artwork into a dialogue.  

 

4.Approach to audiences 

Within the case studies we had different audience attendance. While the first two had less 

than enough due to logistic and P.R. slips, third (Mikser Festival) had wide range and great 

number of audiences which can be attributed to its “spectacle” like approach.  

P.R. is an important part of organizing festivals and it can be elaborated on thoroughly, but 

for the sake of clarity, this will not be analyzed in detail within this thesis. What was said in 

chapter II and III is enough for the purpose of these pointers.  

Although a spectacle possibly reduces the possibility of understanding the artwork (by the 

audiences) it can give a few pointers about attracting the masses. Perhaps the spontaneity of 

the manifestation that was in the open and free may be the most significant one. To be able to 

bump into art by accident and to step into an interesting panel discussion while walking 

towards a sculpture in the open is a good way to share ideas and involve citizens 

unintentionally.  

 

In the experiment within the third chapter, as the first phase of the project was virtual – the 

audience was small and accidental (people browsing the net). It later became greater as the 

online commenting and discussion followed. Once the project was transformed into an off-

line exhibition, the attendance was higher than anticipated and overwhelmingly great. 

Perhaps this stands to show that living with the art project, following its phases and evolving 

with the work is also a valuable element of attraction. Direct communication with the artists 

is certainly very valuable for audiences, and virtual space in that sense provided room for 

such communication that would otherwise be impossible.  

Keywords that indicate the best way to approach audiences: First step should be spontaneous 

and in the virtual realm, (PR, or the art itself) and second should be such that it allows 

growing and following the process of artwork.  
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5.The space of realization 

Following the analyses of the methodology applied in the project Face The Reflection, and 

the previous case studies, we can conclude that in order to  design any artistic format of 

collaboration for post-war generations of Serbs and Kosovars, it appears of great importance 

to choose the right “terrain” where the two cultures meet. Thus, designing the model of the 

festival means designing of the specific environment where the interaction takes place.  

As it may be clear from the previous category conclusions, Internet/ virtual space has been 

characterized as a good starting territory for numerous reasons, and the next part of this 

discussion serves to clarify these conclusions in detail. However, it should be noted that 

virtual space is to be considered only as a first step in communication and only in a controlled 

manner. Festival in itself must be a “manifestation” and as such – in reality. The idea 

presented here insinuates that it should be conceived as a virtual event that leads to 

realization.  

 If the Internet can be understood as the site of any culture at all, it is not, presumably, culture 

in the sense either of an elitist enclave or of a homogenous social sphere.77 Considering the 

fact that new generations are growing up in this virtual environment, cultural manger should 

investigate the possibilities of Internet to create this kind of shared space for intercultural 

dialogue. Internet Culture maps this new domain of language, politics and identity, locating it 

within the histories of communication and the public sphere. In the context in which post-war 

generation is raised, therefore inevitable to think of the Internet as joint space of interaction 

and creation. 

In this sense, intercultural dialogue processes or encounters are to go beyond a mere 

'tolerance of the other' and can involve creative abilities that convert challenges and insights 

into innovation processes and into new forms of expression. “The "shared space" in which 

such processes take place can be located outside of physical spaces, situated in the media or 

in a virtual environment promotion of good practice projects.”78 

                                                                 
77 Porter  D.(1997), Internet Culture, Routledge, p.1 
 
78 Sharing spaces: create spaces where ideas, experiences and beliefs can be respectfully exchanged – in case of conflict,  

"participants can agree to d isagree agreeably" – and where interactive communication can freely flow. European Institute for  
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Designers of virtual spaces (managers as cultural mediators) have an opportunity to build 

their space from scratch. Without an existing context of the physical space, this new virtual 

terrain can be a completely new context or one free from any prejudice.  

The virtual sphere is therefore imagined as a space of “pre-dialogue”, where the attitudes that 

will undergo change depend on the experience of those in this dialogue.  

An offline exhibition or other format which provides results of interactions will take place at 

local public spaces in order to make this experience accessible to a larger audience. The 

virtual experience and outcome creates a program of the new festival, whose manifestations 

could take various forms. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                                                                                                                                                                          
Comparative Cultural Research (ERICarts 2008): Sharing Diversity. Nat ional Approaches to Intercultural Dialogue in 

Europe, p. 14  



61 
 

CONCLUSION 

 

In the last chapter there is a summary of thoughts that started, followed through and 

concluded this thesis. The theme of post-war generations will be once more addressed and the 

possibility of art as a catalyst for intercultural dialogue concluded as such. The conclusion, 

although this is not common, shall start with a part of a dialogue that points out the problems 

in question, but also how ineffective existing standard solutions are. It is important to note: 

this was a research of practice in order to produce the new model that would touch on vital 

questions. After all, it is practice, and most of all good practice that leads to practical 

solutions and that operates in reality. In the field where the problem is real, the proposed 

suggestions dedicated to young curators and managers of artistic events should help in facing 

that reality.  

The paper introduced project Prishtina Monamour (Chapter I) in order to explore the ways 

the post-war generations in Kosovo artistically deal with the specific space, which in its 

historical and social essence is manifestation of what remained from the past. This space is 

directly confronting them with artifacts of the joint past with Serbs, with political system of 

Yugoslavia which is not directly familiar to them, which doesn’t exist as their own 

experiences, but only in the interpretations and memories of their parents and history books. 

Prishtina Monamour unintentionally deals with the past, as the participants are directly 

confronted to the image of past which, from the side of new Kosovo state, tends to be 

“buried”, neglected, and forgotten. This project is purposefully analyzed at the beginning of 

this thesis, as it should serve young cultural managers, curators and artists from Serbia as 

prerequisite to understand the relation that young Kosovars have in connection to what one 

from Serbia could describe as joint past.  

The issue of different interpretations of past is directly addressed in the project Histories in 

Dispute (Chapter II), where we find out that the postwar generations, both in Serbia an 

Kosovo, are prevented to comprehend the perspective on the same historical events by the 

other side, because of two parallel and mutually excluding official versions of “historical” 

truths imposed through official education, which directly shapes the starting pos ition of one 

towards the other. This case is specifically relevant in the context of examining the artistic 

format in which the project took place, and to what extent this approach can be explored, 

without support of the State in addressing the matters. How far can art function as education 
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in a context when political elites in both countries have no interest in engaging in real 

intercultural dialogue? 

In such a politically charged context, art collaborations of various types between artists and 

cultural workers from Serbia and Kosovo get easily politicized. “There is no normal event 

between Serbs and Kosovars. At least no normal Art event”…”If Dačić comes to the 

exhibition, that’s the highlight“...“So it happened that my article, written for the cultural 

sector of the paper, ends up in the political section“ (Vullnet Krasniqi, 25). And this is not 

done only by the media, but also unintentionally or not by the organizers and curators. 

“…even when they say they want to fight against nationalism, the way the event is being 

announced, the way they represent the guests, that tone - it contributes to certain national(ist) 

stand”… “why do organizers have to put so much accent on the fact they are inviting artists 

from Serbia/Kosovo? They should act like it’s a regular collaboration, like between Serbia 

and France” (Arber Selamani, 23).79   

The politicization of art is noticeable in the intention of Festival Miredita Dobar Dan, which 

approaches art as an instrument to address the “burning” political issues related to  historical 

and current relation between Serbs and Kosovars. As the first festival of its kind dedicated to 

presenting independent Kosovo to Belgrade audience, it is interesting to follow the impact it 

will have in the future of bringing closer a particular culture. Still one could notice that the 

link between art and contextualization of the addressed issues needs to be further developed, 

especially when and for attracting young audiences.  

Mikser Festival was explored in contrast to previous example, as it has no political ambition 

to engage Kosovar artists in its program, as it is interested mainly in the “spectacle” side of 

the programming. This approach is convenient in engaging diversified audiences and 

therefore has potential to introduce intercultural dialogue in more spontaneous way. 

However, the limits of this approach are obvious in its manifestation - the “provocation” has 

short effect, as it doesn’t provide a space for deeper understanding of the art work, or the 

cultural specificity behind the work. 

Face the Reflection (Chapter III) project is introduced in this work as potential new 

methodology that could be applied in approaching post-conflict generations from Serbia and 

Kosovo in intercultural dialogue. Its initial idea is to use a different kind of space when 

                                                                 
79

 Conversation with journalist Vullnet Krasniqi and Arber Selmani, (Appendix 1)  
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beginning the project, Internet (in smart way), to connect people, to facilitate communication. 

It introduces the idea of neutralization of the past as the starting point of the collaboration, 

focuses on the professional interest of the participants and puts process over the result, but 

where the result is free of curatorial intentions of the organizers and potential manipulation of 

the “image “of the other. It is in a way controversial, as it suggests that the best way to 

overcome the issues of division is by intentionally not discussing them and on the assumption 

that participants and audiences will undergo change depending on the experience of those in 

dialogue, whether it tackles trivial issues or leads to a consensus on some essentially  

important issues such as historical “truth”.  

This model especially relies on the idea that audiences need to be built-up during the process 

of artistic exchange, in order to develop their interest and keep their attention until the final 

result and for the future. Audiences, in this case the youth from Serbia and Kosovo, needs to 

feel engaged in this process of artistic production, by being able to comment and react to the 

virtual artistic production.  This is why Internet, as predominantly visual medium, is 

convenient for the first step in interaction- visual dialogue, which will be continued in the 

“offline” world, in the form of the festival that transfers the results of interaction from virtual 

space.  

A cultural manager or curator is in the role of the intercultural mediator, and the process 

could be described as curatorial- free, due to fact that participants themselves are selecting the 

artwork they want to present to the audiences. 

Designing the program of some future festival based on the methodology from the above 

experiment, in theoretical sense, would go in direction of cultural relativism80. The basic 

principle out of which cultural relativism emerges is a simple one: "Judgments are based on 

experience, and experience is interpreted by each individual in terms of his or her own 

enculturation".81  

The model suggests that this could be a process in which a culture of the other is learned 

along the way and not imposed from “above”, through traditional formats of presentation,  

                                                                 
80 One of the most controversial challenges to the study of social ethics comes from a methodological approach of the social 
sciences called, cultural relativism. "Cultural relativism is in essence an approach to the question of the nature and role of 
values in culture" (Herskovits 1973, p. 14). If values are shared ideals which give rise to beliefs and norms of behavior  
around which a people or a group organizes its collective life and goals, cultural relativism declares that these values are 

relative to the cultural ambiance out of which they arise.  
Rosado C. “The Concept of Cultural Relat ivism In a Mult icultural World”, online article.  
81 Ibid  
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and where cultural management through intercultural mediation can contribute in bigger 

extent to establishing a real intercultural dialogue.  

To go back to meaningful words from the introduction part of this paper written by Alptekin 

Hüseyin Bahri who says: “As art is different kind of knowledge, the dialogue within cultures 

should be firstly based on ‘sameness’, rather than ‘otherness’. (…) otherwise hospitality 

turns easily and suddenly into hostility and we miss the knowledge where art resides.”82 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                                 
82 Bahri A.H. (2005) ”The issue of ‘otherness’ has become a cliché, but the problem st ill exists“   
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Appendix: 1 

Do we collaborate for the sake of the art, or do we endeavor in art for the sake of 
collaboration? 

 (Dialogue transcript written by Ana Dragić, from an interview with journalist Vullnet Krasniqi and writer Arber Selmani in July 

2014 in Prishtina).  

 

Can you both summarize your working experiences as culture journalists? 

Vullnet (25): I was active since 2007. First I was working at “Gazeta Express”, until 2010, and than for “Koha 

Ditore”, until 2014. As an investigative journalist, I was mostly covering Cultural Policies in the Balkans and 

researching how the public money was spent on different cultural projects. Now I work for the regional network 

BIRN, in Kosovo.  

 

Arber (23): I work as a culture journalist since 2009.  I am now editor and writer at online media kultplus.com. I 

was previously working at TV “Klan Kosova”, newspapers “Zeri” and “Tribuna”. I was writing event covers, mostly 

reviews. I am also a feature writer and poet.83 

 

When did you start covering cultural events (dealing with Serbian and Kosovar artists)?  

 

“Exception”84 was the start, it was about nationalism. Dren Maliqi wanted to make a question on nationalism, to 

raise the question: What is nationalism for us? We are in the same situation now. It is all about the question of 

nationalism since 2008. Anything Serbia and Kosovo do in art field, even when they say they want to fight 

against nationalism, the way the event is being announced, the way they represent the guests, that tone… it all 

contributes to support certain nationalistic stand. We need a hero and enemy, to live. 

 

Arber: Yeah, you can’t go to Serbia and not represent something provoking. 

 

 

What did your editors request from you, when you were sent to cover these events? 

 

                                                                 
83 More about Arber Selmani at http://kucazapisce.krokodil.rs/arber-selmani/ 
84 The case of the exhibition EXCEPTION / Contemporary art scene of Prishtina in Belgrade (2008) at 
http://www.red-thread.org/en/article.asp?a=21 

 

http://kucazapisce.krokodil.rs/arber-selmani/
http://www.red-thread.org/en/article.asp?a=21
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Vullnet: In Kosovo, every single event that includes collaboration between people from  Serbia and Kosovo, even 

in culture & arts field, is important and needs to be covered by the media.  The idea is that will make readers talk 

about. You need to highlight things. 

 

Arber: But you cannot avoid political reference in the event. If  Ivica Dačić85 comes to the event, that’s the 

highlight.  

 

Vullnet: Yes, I wrote the article about “Bogujevci” exhibition86, and my editor changed it completely.  I needed to 

delete my interviews and the format of the article, and to put Dačić as highlight. So it happened that my article, 

written for the culture section of the paper, ends up in the political section of the paper87.This is example how any 

art project becomes political project. Art scene and these kind of projects cannot change anything, because it will 

always matter what politicians have to say. 

 

Arber: Dačić was in both newspapers on the cover page. 

  

Vullnet: In Koha Ditore it’s not easy to get the first page, however, when I was covering these projects, my article 

would get the first page.  

 

Arber: I remember those articles were not in the culture section at all.  

 

Vullnet: When Dačić said it is not necessary to apologize for what happened during the war, at Bogujevci 

exhibition, it was the whole front page of my article. “It is not necessary to apologize” was the headline across the 

whole page (about the exhibition). It overshadowed the exhibition itself.  The other example, from 2011, was 

when I interviewed Serbian writer Tomislav Marković, and he was saying something against nationalism and 

Serbian Government. This story was again in front page. Koha Ditore and other media in Kosovo love to catch 

these statements from Serbian artists, when they criticize their own State, and use it in a way to confirm how 

foreign policy of Serbia is not good. I guess Serbian media do the same. It also happened with Face The 

                                                                 
85 Iv ica Dačić, the Leader od Socialis tic Party  of Serbia (SPS) and current Minis ter of Foreign Affairs of Serbia  
Prev ious Prime Minister and Minis ter of  Internal Affairs of Serbia (2012-2014) and former high official of SPS during Milošević regime 
(1992-2000). 
86At the time Prime Minister of Serbia,  Iv ica Dačić attended the opening of art exhibition in Belgrade  about a massacre of the family  
Bogujevci in Kosovo.  More about at  http://pescanik.net/bogujevci-2/  
 

http://pescanik.net/bogujevci-2/
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Reflection88, right? When you opened an exhibition here in Prishtina, and  Borko Stefanović came (for the first 

time) to negotiate with Edita Tahiri, I remember I had to ask you what do you think about political cooperation 

between Kosovo and Serbia.  

Also the donor’s politics. I realized when I was covering the project Culture for All (EU project)89, that, even if you 

don’t have a good concept of the project, as long as you put together artists from Serbia and Kosovo, you will get 

financial support. You can make conclusions just by looking at their financial support, it’s online. 

 

Arber: Although there is a lot of money going into these projects, I don’t think they were all totally senseless. I 

mean, if someone gets an art residency or goes on visiting program through the project of an NGO, it affects him 

of course. The problem is that limitation to the same circle of people (NGO and their supporters), so it circulates 

among the small group of people who are already open for collaborations. It never gets to those who are close-

minded. To those who need to change their radical standpoints.  

 

Vullnet: In which way? 

 

Arber: In the way it affects those individually. You change individuals. It’s not like you’re going to have big 

campaign on raising awareness on Kosovars and Serbs how to accept each other out of it. But for me going to 

Belgrade for 3 weeks, for writer’s residency, was quite an experience. 

 

It seems the most common question for the organizers is: how will you make change with this project? Is 

it? 

 

Arber: But then the main question is : Do we really want to change something, and do we really want to 

collaborate? Because there is a circle of people who will go to Polip and circle of people who is going to Krokodil, 

but there are a lot of artists in between, who don’t want to collaborate. So you change only the people who come 

to your events. So it affects those who are interested anyways. It changes me because I want to go to Belgrade 

anyways.  

 

                                                                 
88 Project Face The Reflection (2011) of collaboration between young photographers from Belgrade and Prishtina  
More in the interv iew with  the project author at  
http://www.wavemagazine.net/arhiva/55/culture/interv iew-ana-dragic-face-the-reflection.htm 
http://www.balkaninsight.com/en/article/kosovo-serbian-artists -converse-without-words 
89 http://www.culture-ks.org/about.html 

 

http://www.wavemagazine.net/arhiva/55/culture/interview-ana-dragic-face-the-reflection.htm
http://www.balkaninsight.com/en/article/kosovo-serbian-artists-converse-without-words
http://www.culture-ks.org/about.html
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Than the question is do you want to change something, or do you want just to collaborate?  

 

Arber: Exactly. When I was invited for the residency in Belgrade, I was interested just for the sake of travelling, 

like going to any other city. I didn’t feel the need to change myself, or to change the perception of Kosovo in the 

eyes of the Serbs. I thought it was good for CV, and good for my professional improvement. I refused to answer 

to political questions of the journalists. The Media is framing it in a way they want, but than it’s the organizer’s 

fault. Why do the organizers have to put so much accent on the fact that they are inviting artists from Serbia or 

Kosovo. They should act like it’s a regular collaboration, like that between Serbia and France.   

 

But, you said you were obliged to ask political questions when you worked as a journalist… 

 

Vullnet and Arber: Of course! 

 

So what exactly would you ask the participating artists? 

 

Vullnet: Like clichés 

 

Arben:  You always have to ask clichés… 

 

Vullnet: It’s so déjà vu… 

 

Arben: Yeah but you got answers from them. 

 

Vullnet: It happened one time, I was interviewing 4-5 Serbian artists. And I just recorded one. Because everyone 

were saying the same. 

 

What were they saying? 

 

Vullnet: The questions were like: Is this your first time in Kosovo? How do you feel to be here? Do you think that 

Art can change our relation? 
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Arben: Do you feel safe? 

 

Vullnet: Yeah, and do you feel safe. 

 

Arber: And than they would answer… 

 

Vullnet: Than they would say “When I first talked to my friends that I’m going to Prishtina, they would say don’t, 

they’re gonna kill you”. So cliché. 

 

Arber: Cliché yeah, but you change… 

 

Vullnet: Let me finish…and they continue: ”And when I came here, I found out there’s nothing going wrong. And 

that I’m really having fun here. I met some cool people”. So, can art change our relation? “Well, Art was always 

outside of the box of the politics. So maybe as an artist you can change the mind of the people”. But the fact that 

is that in those kind of events, there was always the same audience. 

 

Arber: What I was talking about. Always the same group of people around. So organizations should extend their 

audiences. But to say that it’s a stupid cliché I’m not sure. I was scared to death when I went to Belgrade for the 

first time also. And than I changed. It was through my writing, through my Art going there. 

 

Vullent: And how did reacted your friends here, when you told them you’re going to Belgrade? 

 

Arber: Well the same. But the fact is that still many people still not willing to go there.  That’s what I said, you 

change individuals. 

 

Vullent: I met a Serb from Gračanica. It was ridiculous. He was from… what do they call it…their Art 

organization… Anyways, it was an artist from Gracanica and I asked him why am I not seeing you in Prishtina. 
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He replied I’m not going because it’s dangerous for me over there. I found it ridiculous that he finds it dangerous, 

when he lives only 10 minutes away from Prishtina. 

 

Arber: So if an art event would bring the guy here, he would realize he can always come here. So Art CAN 

change something. Probably nobody cares to bring that guy here, but if you as an organizer can do this… 

 

Vullnet: So that’s where we can conclude that those supposed to be Art events, are not regular Art events. 

Because going to Art events you go to see some Arts. But in those kind of events it always has to do with politics. 

So all of these kinds of events are political events. 

 

Arber : But you cannot change it. It’s just a regular collaboration. 

 

Vullnet:  There is no normal event between Serbia and Kosovo. At least no a normal Art event. 

 

Arber: But anyways even in this way, people do change. 

 

Vullnet: Yes but t would be better if Serbian artists take place ‘unnoticeably’ in some group exhibition together 

with artists from France and Germany, in National Gallery of Kosovo.  

 

Arber: Yeah but than. I mean, leave the Art in that sense! I think changing people is more important in our case, 

than art between. Ok, do this so-called art, but at least change people. Why do we need art when we hate each 

other? Than it’s better to use art, which is not art in itself ,and we tend to change in between. 

 

But when you were writing as journalist, about these events… Could you say your opinion on this? Your 

opinion that basically, this collaboration is not what is supposed to be? Or you had to have conclusion 

where you were affirmative about these collaborations? 

 

Vullnet:  In Kosovo no one cares about your opinion, so there’s no space for commentaries, columns and similar. 

You can just write reviews, in the way it’s expected. That’s why I’m so pissed off now, and lately I quit covering 
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these events. For example, Polip 90 is not interesting for me anymore, if they will always going to bring Tomislav 

Marković or Vladimir Arsenijević here.91 Last year I interviewed a writer from Galicia, Spain, and it was more 

interesting than interviewing Serbian writer, because I already knew how he or she will tell me. 

 

Do you think that organizers will always bring those artists that fit in their ‘reconci liation’ scheme? 

 

Vullnet: Yes, always those with very liberal standpoints. 

 

Arber:  Yes, but you cannot expect to bring a Nationalist.  

 

Vullnet: For me would be so interesting to bring, not an extremist, but more conservative artists. For example I 

would like to see Kusturica’s92 film to be premiered at Dokufest 93 than it would be big debate on what’s really 

going on. 

 

Arber: But they are afraid how they will be perceived as persons. If you would at one paint in the past bring Ivo 

Andrić in literature festival in Kosovo, there would be demonstrations or something. So they know that Ana, Arber 

and Vulnet will come to their event, and that Tomislav Marković is an anti -fascist, so there will be a nice 

conversation between them. 

 

Vullnet: Another example. It was interesting when an average Kosovar Dj was performing at Exit Festival, and 

there was another Dj from Kosovo who was for the first time performing in London at the very big music festival. 

When I said to my editor I want to write about this guy, he said that Kosovar Dj at Exit is more interesting story. 

Even though he was performing in a very small stage at Exit, and the other guy in the main stage in London.  

 

Arber: But it’s a question of editorial policies and journalism in general. It’s a policy to highlight these kinds of 

events and to cover them politically. But it is on the other hand, fault of the editors for not breaking the gap 

between what’s culture and what’s politics. 

                                                                 
90 International Literature Festival “Polip” in Kosovo http://polipfestival.wordpress.com/  
91 About selected authors from Serbia at Polip festival http://polipfestival.wordpress.com/authors/  
92 Emir Kusturica, Serbian film director: http://en.wikipedia.org/wiki/Emir_Kusturica 
93International Film Festival “Dokufest” in Kosovo http://www.dokufest.com/  

 

http://polipfestival.wordpress.com/
http://polipfestival.wordpress.com/authors/
http://en.wikipedia.org/wiki/Emir_Kusturica
http://www.dokufest.com/
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Vullnet: Another example: There was a Serbian film at Dokufest, which won Balkan Dox in 2013, about the 

Transgender.94 In every media, the highlight was “Serbian film wins in Dokufest”. In any other case, it would be 

the title of the movie - wins Dokufest. In media here you need to stress on the “Serbian”. I felt sorry for the 

author. 

 

Arber: But at least, no one went to beat her (Ivana) up. No one went to beat her for being a Serbian transgender. 

 

Vullnet: Because gender has nothing to do with nationalism. For media here it was more important that it’s a 

Serbian movie, than that it’s a movie about the transgender person. So before they could have attacked her as a 

transgender, she was more in danger to be attacked because she was Serbian. In the public there were negative 

comments about Dokufest, for giving awards to a Serbian film, although it was a high quality movie. 

 

Arber: But it’s not nationalism on the streets! It is just an online nationalism, which is a fake nationalism! 

Everyone is in disputes in Internet, but in real life they are having coffee and being cowards to discu ss things 

face to face. And during the festival no one cared about her, for walking around Prizren and being Serbian or 

transgender. 

 

Do you think it’s because organized right-wing groups don’t really see Art festivals as a relevant 

“target”? 

 

Arber: Not sure. Because in Kosovo, being a transgender is always a risk. Kosovo 2.0 95 was attacked last year 

for launching new edition of the magazine, just for the topic related to sexual rights.96 We have a lot of radical 

Islamists here. But in this case, although there are a lot of Muslim religious groups in Prizren, they didn’t attacked 

Serbian transgender. So it’s a good sign, people start to get that’s just art! You can be very nationalistic on the 

Internet. It’s trendy I guess. 

 

                                                                 
94 The film  When I Was a Boy I Was a Girl by  Ivana Todorov ić (Serbia) was awarded in category BALKAN DOX at the film festival 

Dokufest (2013) http://dokufest.com/2013/dokufest-2013-winners-announced/  

95 Independent media outlet, Kosovo 2.0 http://www.kosovotwopointzero.com/  
96 About the event http://www.balkaninsight.com/en/article/attack-on-kosovo-2-0-widely-condemned 

 

http://dokufest.com/2013/dokufest-2013-winners-announced/
http://www.kosovotwopointzero.com/
http://www.balkaninsight.com/en/article/attack-on-kosovo-2-0-widely-condemned
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Vullnet: I’m not interested to write about it anymore. Because of the never- changing format of reporting about it. 

 

Why don’t you break the chain of repetitive reporting, by writing what you lost interest in covering events 

in the same way? 

 

Vullnet: Yes I might do. But at the end of the month I still need to take my salary from the editor. For me it’s more 

interesting if the director from Syria is here. 

 

Arber: Because you fulfill media expectations! 

Vullent: But I did that also when I went to cover events about Serbia. 

 

Arber: But not about Serbia, you would go to interview Serbian writer. 

 

Vullnet: But just because he is a Serbian writer. 

 

Arber: I went to interview Serbian transgender, because her film was great, not because she was Serbian or 

transgender. 

 

(disagreement)… 

 

Arber: But again, why did you let your editor change your text about “Bogujevci” exhibition and make a Dačić -

story out of it? You could refuse to be signed in for that text. I guess there is also responsibility of the journalist! 

 

Vullnet: Don’t you think it’s inappropriate to ignore what he said, and to focus only on artistic side of the event, 

having in mind the exhibition was about victims of the war? To tell you the truth, it wasn’t art exhibition at the first 

place. It was about the memories of the war. 
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Arber: You could talk to three normal people, and make story about how they feel about the exhibition. You could 

have easily skip Dačić! If you really wanted to go that way! You could argue with  your editor, not to sign you as 

the author of the text, if he already chosen to highlight nationalism  and politics in the text. 

 

Vullnet: But that was the highlight in that phase. 

 

Arber: So again, you are the one who is feeding the nationalist things between the two. 

 

Vulnet: No. Have in mind that Dačić is in the place where Milošević was during the time of the Bogujevci 

massacre. Of course if he appeared in different kind of exhibition, the highlight would not be so much on him. 

 

Arber: But you decided to politicize it! You had the whole creativity to write in how you saw that exhibition. 

 

Vullnet: Yeah but what can you do as a journalist? You can only adjust to the editor. And I already told you at the 

beginning, there is no space for columns in our media, because no one cares about your opinion. 

 

 

 

July 2014, 

Bar T inglle Tanglle, Prishtina 
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Appendix: 2 
 

The Map  (front page) of the final event, project “Prishtina Mon Amour” 

 

 

The “burned Hall” of Palace of Youth and Sports (“Boro and Ramiz”), Prishtina
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The poster of Adem Jashari, at the entrance of the complex Palace of Youth and Sports (“Boro and Ramiz”), Prishtina (left)  

Old photo/the only image of Boro and Ramiz, found in the basement of the build ing (right)  

   

 

1.“Surrender”, murals depicting pioneer iconography painted directly on to miscellaneous interiors of the Hall, 

by Brilant Pireva and Yll Xhaferi 

 

 

 



80 
 

 

2. “TV Mellowdrama” space and video installation by Hana Zeqa  

 

 

3.”The Last Kiss”, art performance by Astrit Ismaili 
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 4. Oj Kosovë, o djep lirije", performance installation by Shpat Deda 
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Appendix: 3 
 

 

Publication “Istina / E VËRTETA”, project Histories in Dispute by Vahida Ramujkić 
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Appendix: 4 

 

 a. Program of the Festival, Miredita Dobar Dan 

(Written by Ana Dragić)  

 

 

The concert of Rona Nishliu , September 18th  

The Festival started with the concert of jazz singer Rona Nishliu,  on the 18 th September in Belgrade 

Philharmonic Orchestra. As announced on the festival website, Nishliu (27) represents a young generation of 

Kosovar artists who in the past decade have transformed the Albanian cultural and music scene, both in 

Prishtina and Tirana. The tickets were free of charge for the visitors who could have previously picked the tickets 

at the box office, or through contacting organizers via festival Facebook page. The concert was opened with the 

introduction speech of Maja Stojanović, Director of NGO Civic Initiatives from Belgrade, the festival’s initiator-

organization. Nishliu started the concert with the long speech (in English) expressing her satisfaction for being 

invited to Belgrade to the festival which is inspired by Bekim Fehmiu. She stressed on the Fehmiu’s Albanian 

origins, his love for his people and his legacy to Kosovo and the hole region. Accompanied by the pianist Gent 

Russi, Nishliu peformed in a self interpretative, modern jazz style, traditional songs from Kosovo and Albania, 

and in the end sang the song "Suus", with whom she won the fifth place at the Eurovision Song Contest in Baku 

in 2012. Every song would be previously informally introduced by Nishliu, who tried to bring closer the narrative 

background of each piece to the audience. The concert lasted roughly one hour and half, in the half-filled Hall of 

The Philharmonic. After the concert, she gave interviews to the media and travelled back to Prishtina the same 

night. Branka Petrić, the spouse of the late actor, also attended the concert. The event was secured by more 

than two hundred policeman. 

 

Panel discussion Deconstruction of the joint Past, September 19th  

 

The Panel named  “Dekonstrukcija zajedničke prošlosti”(eng. Deconstruction of the joint Past)  took place at 

noon on 19th September in Belgrade’s Media Center. Speakers at the Panel were Director of the festival Miljenko 

Dereta (NGO Civic Initiatives, BG), Journalist Fakir Musliu, Director Lazar Stojanović, Nora Ahmetaj (Centre for 

Research, Documentation and Publication, PR), Nataša Kandić (Humanitarian Law Center, BG) and publicist 

Shkelzen Gashi (author of the “KOSOVA from 1912-2000, in the history textbooks of Kosova, Albania and 

Serbia”).  The Panel was moderator by journalist Idro Seferi, correspondent of several  Kosovar and Albanian 

Media outlets. The main aim of the debate was to reflect on the position of Kosovo Albanians in former 

Yugoslavia, the conflicting interests of the Serbian and Albanian communities in Kosovo, the issue of dominant 

national myths in Serbia and Kosovo and other issues directly affecting  regional developments  during the 90s. 

The speakers were giving examples of different experiences they encountered during their personal and 

professional encounters with political elites and with each other, in order to explain relationship between Serbs 

and Albanians during the life of the common state formation. Nataša Kandić stressed the importance of dealing 
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with the past97 and that “We need to deal with the past, as with the rote learned book, to make sure that the past 

will not repeat”. Shkelzen Gashi argued that the best way of explaining past is history, especially comparative 

analyses of different history interpretations in Kosovar and Serbian textbooks. Lazar Stojanovic -cultural policies 

of Serbia and Kosovo are focused only on the Institutions of the national importance, protecting ethnocentric 

cultural interest while on the other hand between artists there is an ongoing exchange of living people, of the “live 

culture” that could represent our nations better. Fakir Musliu  was explaining the role of propaganda and  inability 

of the younger generations to understand the system in which he was raised, while Nora Ahmetaj about 

responsibility of social network and mass media to fix the stereotypical image of the Albanians, middle generation 

vs young and old. Nebojša Miličić reflected on the negative reputation that  Civil Society  among the general 

public in Serbia, raised the question if there will  ever come the moment when political elites will have  interest in 

engaging in the joint rational approach to the Past, and invited the attendees to the serial of lectures that is being 

organized in Cultural Center Rex Short History of Kosovo”.  Luan Shllaku, Executive director of Kosovo 

Foundation for Open Society, made a comment from the audience : “Maybe it’s good that young people in 

Kosovo don’t know anything about Belgrade. Their first information  source would be their parents, and from 

them they will hear nothing positive”. 

 

Presentation of award-winning author, Blerta Zeqiri, September 19th 

(film screenings) 

The second day of the Festival, presented screenings of two films by award-winning Kosovar director Blerta 

Zeqiri (1979), in Cultural Center “Parobrod”. Short film “The Return (21 min, 2012) tells the story of the war 

aftermath in Kosovo. Storyline follows the return home of a man from a Serbian prison, an arrival that gets 

complicated through his struggle to continue and pick up his life with his wife and his son. Movie “Exit” (62 min, 

2014) is a story about three friends, hiding in a flat during war time in Kosovo. Feeling of helplessness, isolation 

and fear is spread among them in the in the darkened rooms, while daily routine hostage life brings the dilemma 

of whether they should risk to break out or wait in uncertainty. The screenings were poorly attended by 

approximately 10 persons. 

 

Theater play “The Dealers”, September 19th  

 

Theatrical piece “The Dealers” directed by  Bekim  Lumi, established Kosovar director and professor at the 

Faculty of Dramatic Arts in Prishtina, was performed two times on the September 19 th, in the Cultural Center 

Rex. The play was performed by 4 young actors (Bujar Ahmeti, Ermal Sadiku, Faris Berisha dhe Shaban 

Behramaj), with whom Lumi collaborated during over one year period in ‘Loja’ Laboratory Theatre in Prishtina. 

Based on the text “In the Solitude of Cotton Fields” by the contemporary French author, Bernard -Marie Koltès 

(1948 – 1989), the piece examines the phenomenon of deal-making, or the attraction and repulsion of bipolarity, 

between the “seller” (dealer) and the “buyer” (client), a feverish and magnetic relation upon which our universe is 

created, breathes and functions.98 This technically demanding and experimental piece was primarily designed for 

industrial spaces instead of traditional theater stage, but  organizers found Cultural Center Rex more suitable 

                                                                 
97 “ We need to deal w ith the past over and over again, as w ith the rote learned book, to make sure we will prevent repeating 

of the past”, Kandic 
98 http://mireditadobardan.com/ the-dealers/  

http://mireditadobardan.com/the-dealers/
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than other options in Belgrade.  The capacity of around 120 seats attracted approximately 100 persons in total of 

bot performances. 

 

Presentation of Skena Up Festival, September 20th 

(film screenings) 

  

International Students Theater and Short Film Festival “Skena Up” was presented by Parlote Muzlijaj at Center 

for Cultural Decontamination In front of around 10 visitors, mostly organizers. The presentation was followed by 

screening of several student short films of Film Academy in Kosovo. 

 

Presentation of poets and festivals Krokodil and Polip, September 20th 

(Writer’s Talks and Readings) 

 

Presentation of festivals Polip and Krokodil was held by Vladimir Arsenijević and  Ana Pejović, organizers of 

Literature Festival Krokodil from Belgrade. They reflected on the experiences from the ongoing project 

NEIGHBORS99, which is created in collaboration with  Polip Festival organized by Qendra Multimedia from 

Prishtina which aim is presenting and reinforcing literary and cultural cooperation between Serbia and Kosovo. 

The project is the result of excellent cooperation between the two organizations at the festival DO YOU READ 

ME? In Kosovska Mitrovica in 2013. 

 

As part of the NEIGHBOURS project, three Kosovar writers were in one-month artist residency in Belgrade 

during 2014. One of the residents was Shpëtim Selmani and who did a reading of his book of poem s at the 

presentation.  Author reflected on his experience as a resident writer in Belgrade, and commented that every 

encounter he had with local people would start with different issue but would end in polemics about the past and 

the war. The other  reading was done by Serbian writer Tomislav Marković who was in residency in Prishtina. 

 

Theater play "Oh, good days", September 20th  

 

Theater play “Oh Good Days” by young director Kaltërim Balaj (22), twice awarded Best director at Skena Up 

Festival was performed in the Center for Cultural Decontamination on the Saturday, September 20 th. Based on 

the Samuel Beckett’s Hapy Days, this play is about the life of a married couple, particularly the efforts of the wife 

trying to create a beautiful day. She starts to recall and remember all the days of her married life, hoping that she 

is going to find a beautiful one. While remembering all the married days, she concludes there is no a good day. 

Her life is a routine”.100 Balaj is a recently graduate at the Faculty of Dramatic Arts at the University of Prishtina 

                                                                 
99 http://www.krokodil.rs/neighbors/  
100 http://mireditadobardan.com/the-dealers/  

http://www.krokodil.rs/neighbors/
http://mireditadobardan.com/the-dealers/
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and this play was his graduation performance work . Donikë Ahmeti and Ermal Sadiku. The play was attended by 

approximately 25 persons. 

 

Panel discussion "Reconstruction of the Future", September 21st  

 

The Festival was concluded with the public debate “Rekonstrukcija budućnosti” on September 21st in Belgrade’s 

Media center. Topics: Interpretations of Brussels Agreement, Border Crossing procedures, Intergeneration 

dialogue Moderated by Idro Seferi again, Panell gathered younger generation101 of activists and respresentatives 

of Civil Sector: political analytics Shpend Kursani and Rron Gjinovci, Kushtrim Koliqi (director of NGO Integra) 

Maja Stojanović (director of NGO Civic Initiatives),  Dragan Popović (director o f NGO Policy Center) and  writer 

Vladan Arsenijević (director of Literature Festival Krokodil). 

Shpend Kursani pointed at the causal link between the political agreements in Brussels and the situation “on the 

ground”. According to him political negotiations even increase antagonisms in Kosovo, as after every meeting 

politicians turn to populism and demagogy which is supported by the local media.  While the politicians tries to 

present the negotiations as progressive for the eyes of the European Union, in Kosovo integration of Serbs is in 

decay. He referred to the research “In last 3 months, 80 % Serbs in Kosovo never saw an Albanian despite living 

in Kosovo.” Rron Gjinovci presented his idea of the entity he calls “ the Balkan Federation”, unification of the 

states based on the territorial model vs ethnic model, as idea to attract apathy youth. They both concluded that 

Serbia and Kosovo should turn off the logic of ethnicities which dominated for last 20 years, and turn together 

towards collaboration and mutual interest in the sphere of economy. Dragan Popović was surprised with those 

opinions and expressed satisfaction with discovered young activists who for the first time since he is working with 

activists with Kosovo are able to critically reflect on the political situation in their country.102  Referring to the 

young Kosovars he suggestively mentioned that maybe it came the time for "the clash with the fathers.103" 

because young generation don’t have that burden to need to justify yourself to someone you for an  independent 

Kosovo. 104 “This comment was followed by question from the representative of “older generation” Mr. Miljenko 

Dereta who replied to Popovic: “And you, have you talked to your father about it?” He explained that it’s these 

kind of generational conversations hardly took place in Serbia regarding any historical period which as a 

consequence had an unenviable position of Serbia and Serbs. 

Directors of festival initiating organizations made general remarks about the work of NGO-s for human rights, by 

commenting “We closed ourselves in closed elitist circles where things are being meant without being said, and 

the main question now is how we should reach regular citizens”. Kushtrim Koliqi expressed his observation from 

his professional experience in the  NGO “Organizations who professional deal with the topic of  human rights, in 

everyday life  don’t live in accordance to those values”. He believes the this festival is manifesting a true need for 

reconciliation, which cannot be said for some other projec ts. 

                                                                 
101 Younger in comparison to previous panel. The speakers were in their tweinties and thir ties.  
102 In the interview I made with Mr. Popović after the festival, he said that it was at the Panel, that he discovered this new 

way of critical thinking by young activists. Apepndix: Interwiew with Dragan Popović  
103 Referring to the1968.  Debate in Germany, generation talk between young Germans and their parents about the war, 
Popovic suggested that young Kosovars would need to ask their parents similar question about the war and state -build ing 
process in Kosovo. 
104 At the Panel he referred to established Kosovar intellectual Shkelzen Maliq i, whose latest book is written in the manner of 
denial that he has ever been against independence of Kosovo, which is according to Popovic a recent trend and it doesn’t 
reflect Maliqi’s previous standpoint on the matter.  
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The only artist at the Panel was Vladimir Arsenijević, who has reflected on his professional collaboration 

experiences with Qendra Multimedia from Pristhina in different literature events, and how the atmosphere was 

never hostile when Serbian writers were in Kosovo or vice versa. He concluded that a radical change in depth 

awareness of the increasing number of people is impossible, but it is possible the formation of habits.  
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b. Miredita, Dobar dan- organizer’s view 

(Interview with Dragan Popovic, Director of NGO Policy Center, conducted and written by Ana Dragić).  

 

 

Thinking about it 2 months after, how are you satisfied with the festival? 

 

It was better than I expected, considering the fact that we organized it in a very short period. We also had a 

dilemma if we should go that way and organize this festival, because some Serbian and Kosovar festivals 

already collaborate. But we decided to do it, because there is still not enough information in the about it in the 

public in both countries. We are not primarily working in Art field, but we use Art as a medium to achieve the 

goals of our organizations. Both of us who are festival initiators ( NGO Policy Center) and NGO Civic Initiatives, 

have a goal normalization of relations between Serbia and Kosovo. That means to ‘bring down’ these high, 

prime-ministers negotiations to the real life. Because while they are negotiating, in people in Serbia and Kosovo 

don’t know anything about each other. So there isn’t a real normalization of relations, because there isn’t a 

contact between two societies. It’s a total tabula rasa, about the ‘other’. We don’t know cultural or any other 

person in Kosovo. We don’t know their singers, artists… So we decided to show to the people here, that in 

Kosovo there are some people who also have a need for the art and their art products that can be shown in 

Belgrade. But as I said, for us Art primarily an instrument to accomplish a bit deeper connections between the 

two societies. So overall I’m satisfied with the festival because for the beginning, we managed to achieve enough 

attention. I have experience from “Days of Sarajevo” festival, where the beginning was also very diffi cult. It 

started within a very narrow circle of people, at CZKD, and than it grown.  

 

Do you have clearly defined role in the festival? 

 

Firstly my role was managerial one, which includes fundraising in the process. And during the festival itself I was 

mostly engaged in Debates, with that political part. Maja Stojanovic, Miljenko Dereta, Kushtrim Koliqi and me 

were making decision about the program. Kushtrim is a Theater Director, so we relied onhis his 

recommendations, as his art scene better then us. It was important to hear from them what would they like to 

show to Belgrade audience.  

 

Was there a clear split of roles, in the festival program making and organization? 

 

Sure. We approached it as any other project we did before. Management delegates tasks. It depends to which 

program is related to. We are smaller organization, so all five of us were involved. While in the Civic Initiatives 

that was one, out of their two programs. So we split between, who is in charge for the Theater, who is in charge 

for the Film. 
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Who exactly was in charge for the parts of the program? 

 

My people took over Debates, the Theater and Film part was done by Civic Initiatives. Civic Initiatives runs two 

programs- Capacity Building, and the second is Public Policies. So the Public Policies program people was doing 

completely the organization. Don’t know their exact names. We do it the same way we do organization of the 

conferences for example.  

 

Who was making program selection? 

 

When we gathered to think of program, we thought we should have first the classical genres- music, film and 

theater. Than Kushtrim suggested Rona Nishliu. And we also consulted some people who know the scene better, 

such as Natasa Govedarica.  

 

Isn’t she a donator of the Festival? 

 

Yes yes, but she was also working in art field all her life. So Kushtrim and Nataša had similar program 

suggestions. We thought Rona is interesting because she was at the Eurovision. With the music it’s not easy as 

with Bosnia or Croatia, because of different language. However we thought to bring famous artists from Kosovo. 

 

Famous in Kosovo, but rarely anybody hear about them here.  

 

Yes, that was the biggest problem. When we tried to explain Kushtrim that Bekim Lumi is not known here, 

although he is very important in Kosovo. 

 

You applied with this project to European Commission and it was rejected. Did you get feedback from 

them- why? 

 

They have their general grading system. We got good grades for each part of the application, but I guess we 

were not a priority to other applications. Although I was 100 % sure we will get it. 

 

At the Panel, you were talking about “clashes with the fathers”. Can you tell me more what did you 

wanted to say with this phrase? 
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I work with Kosovo since 2004. And the hole time I have a problem with nationa l-romantic atmosphere there. 

What other nations were creating at the beginning or end of 19 th century, Kosovo is doing now. For the justified 

reason it is like that, however that kind of approach doesn’t allow critical self-questioning. Any kind of self 

criticism is being perceived as a danger which  tends to demolish this state-building process. This position of 

Kosovo is understandable, but now it’s 21st century and events history happens in shorter period. Everything is 

happening faster. But finally I got an impression that there is a generation of young people who cannot leave with 

the idea of the “State” only. For the first time, and in Belgrade, young Kosovars were discussing critically the idea 

of problem of building the nation state that suppresses all other issues. So I referred to this, the youth that asks 

their elder “Ok, now we have the State. Tell us how it was build up? What are all the things you are covering by 

the wing of the State building process? Things like corruption, war crimes, minority issues. The first generation 

that asks these kind of questions, is a revolutionary one. 

 

So you think this is already happening in Kosovo? There is a generation who is asking these questions? 

 

Not enough. But it always starts with few people. It’s stupid  to make banal historical parallels about these 

generation issues. It’s not massive like in Germany in 1968, but I’m glad few persons at our Debate raised those 

brave questions. And they are young political analysts who are quite active in Kosovo now.105 Although 

translation was very bad, not sure how much did you get out of it. This is different from the predominant 

discourse of Kosovars, when they come to Belgrade, the one that is burdened with accusations against Serbia. 

 

How did you chose the speakers at the Conference?  

 

Kushtrim made his suggestions. We didn’t really know what are their standpoints and how they will talk at the 

Panel. We just new we didn’t want to invite those people who spoke at the panels too many times, such as 

Shkelzen Maliqi. Also we didn’t invite classical NGO-s, the circle that we already knew. These guests were out of 

these circles and they do interesting works independently. 

 

 

When you were talking about the situation in Kosovo, Miljenko Dereta asked you, if your generation did a 

talk with their parents. Can you reply to this (there was no answer at the Panel)? 

 

Well some of us is trying…not enough of course. But we definitely ask more questions than in Kosovo. Because 

we are not in the state-building process as they are. But yes, we also don’t talk enough about past, because 

political elites moved this discourse from the public and imposed the question of the future as the only priority. It 

is very problematic to go into future if you didn’t understand the past, and it’s dangerous. 

 

                                                                 
105 Shpend Kusani, Rron Gjinovci, Kushtrim Koliqi  
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So you have discovered this switch in thinking in the new generation, at the Panel, after their speech? 

 

Yes, it was quite instant. It was the first time I heard young Kosovars talking critically about their state.  So it 

gives me some hope, that in the future more people will be open in that sense. My deep belief is that the 

prosperity of Kosovo is crucial for Serbia also, because if we have ‘failed’ states around us, we can’t make any 

progress either. There is an interest for Serbia in it, and political elites should see it. 

 

The media in Kosovo showed much bigger interest in the festival than local media. Why?  

 

First they were happy that their artists are being presented in Serbia but also because for them Belgrade is the 

center of the region. They still see at Belgrade as a cultural center, center of happenings. My impression is that 

especially among the Kosovar youth, Belgrade has this ‘magical’ note. I think their media would not report about 

it with so much enthusiasm if it was in Zagreb or Skopje. 

 

Was there a specific reason why the festival started in September 19 th (having in mind that you started 

preparation in June)? 

There wasn’t a particular reason. The idea about the festival is about one year old. First we really wanted to 

make it in June, as a symbolic reference to Bekim Fehmiu who was both born and died in that month, but we 

couldn’t make it. So after the summer was the closest date. 

 

You said you were working with older generations of activists in Kosovo. Now this festival is focused on 

artists. How different was that experience for you (working with artists vs actvists? 

 

There isn’t big difference. Somehow most of the people with whum we were working in activism way, were also 

related to art. For example with Integra, with whom we preciously did projects about “dealing with the past”, he is 

a theater director. Prishtina art scene was quite overlapping with the activist scene. At least that was this middle 

generation; I’m not sure how it is with yours.  We’ve worked with Sara Maliqi, whose brother is Dren Maliqi. Than 

Petrit Selimi, etc. To me, these two worlds were always overlapping.  

 

Would you consider inviting artist from Kosovo, who reflects attitudes of his generation, but is not 

sharing the same values, let’s say? For example, would you invite famous young artist, who has a bit 

more ‘nationalistic’ way of seeing things? 

 

It is hard to imagine collaboration with someone who doesn’t want to come to Belgrade at the first place. But we 

have lower criteria for Kosovars because we understand their position. We will not run away from bringing 

someone with a bit different opinion from ours. We don’t have clearly defined criteria, it’s possible. 
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What part of the program is the best part for you? 

 

Panel discussions. And from the art program, theater seems always the most important. 

 

What is your stand on the extensive police security that was surrounding festival events and guests? 

 

We were against it. But it was decision of the State, they wanted to show they can. Even though the authorit ies 

fully ignored events. We invited Mr. Tasovac and he refused to appear. So this behavior fully fits in the image of 

the State, which wants to give impression of being very pro-European in the eyes of the European Union, but in 

reality they will use every chance to sabotage the reall communication efforts, and they will use their impact on 

the media to make them cover they will use every incidental situation to make nationalist and racist remarks. I 

think this is much more dangerous than fair nationalistic approach of Mr. Vuk Jeremic and Boris Tadic. That’s 

why we are doing this festival. We have the program at Policy Center wich has working title “normalization of 

relations”. We are trying to make as many connections between two societies. 

 

What are your methods to attract wider public outside of the regular circles of the NGO activists? 

 

That’s a million dollar question. That’s the biggest problem. We did website “How much Kosovo costs?” where 

we uploaded official data how much Government is investing in Kosovo.  Half of the milliard from the budget of 

Serbia is given to Kosovo for different issues. We tried in this way to show what is the price that Serbia citizens 

are paying for the fake patriotism of political elites. But it’s very hard to reach audienc es. NGO sector is longtime 

traitors in the eyes of the general public. But we are always trying new ways, and culture is one of the good 

ways. Culture can reach different audience who will come to see the arts, and also learn something new. 

 

What were the main mistakes  obstacles you encountered during festival organization? 

 

It was done on the unacceptably short term, so there were a lot of logistical mistakes. Second thing is absence of 

the film audience. And third thing, we don’t have success in collaboration with Public Institutions in general. We 

contacted Faculty of Dramatic Arts, and the y were not interested in anything we offered to them. We were lucky 

only with Belgrade Philharmonic. 

 

Did you contact anyone from the young people running festivals  such as FIST or FAF? 

 

No. But that’s a good idea. 
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You don’t have a curator or someone who would be focused only on the program part of the festival. Will 

you involve someone next year? 

 

That really depends on lot of factors: our capacities, interest of the donors… You are never know what donators 

have in mind when they say Serbia-Kosovo relations.  If we continue only with the presentation format of the 

festival, an extra person is not needed. But if we would go more into creating some productions, that’s something 

else. But the focus will never be only the artistic exchange. As I said at the beginning, for us Arts is just a medium 

to achieve our goals. We don’t bring Bekim because we love his Art. We bring him for the political 

reasons. And this format is convenient for reaching wider public attention. But let’s see how it will develop in the 

future. 

 

Are you also planning a return festival, in Prishtina? 

 

We will do something in Prishtina as well, but not so big as festival. We don’t have capacities to organize one 

more festival. In Kosovo the donors are much more interested to support  this project than here. Our Donator 

Open Society in Kosovo is literally pulling our sleeves for the meeting about next year. I don’t know exact reason. 

But it is a fact that all organizations in Belgrade that are dealing with Kosovo have serious financial problems. It’s 

very hard to fundraise money for the projects between Serbia and Kosovo here. Our assumption is that donors 

are afraid to support organizations that are independent and critically oriented, because they might in some way 

threaten the politics of Vucic’s government, which they for some reason like. So for other issues they will be more 

open, but not for the issues related to Kosovo. 
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c. Survey 
 

Godište: 
Profesionalni i radni status:   
Mesto gde radiš:  
Datum od kada si angažovan/a na toj poziciji: 
Oblast I podoblast umetnosti za koju si specijalizovan/a 
(npr. vizuelna umetnost / grafički dizajn): 
 

 

1. Da li si nekada bio/la na Kosovu? 

 

DA     NE 

     Ako jesi, koliko puta i kada :  

 

2. Da li si nekada pozvao/la ili predstavio/la rad  nekog kosovskog umetnika ?  

 

DA     NE 

     Ako jesi, navedi detalje u vezi sa projektom: 

 

             a. Bila je moja inicijativa 

              b. Došao je po pozivu ( ime osobe, organizacije,)  

 

a. Učestvovao je u okviru festivala  

b. Boravio je u rezidenciji za umetnike 

c. Učestvovao je na posebnom događaju (ime projekta, događaja)  

 

a. Nastup je bio solistički 
b. Nastup je bio grupni 

 

a. Sam je birao rad kojim se predstavlja 

b. Rad je birao organizator/ kustos 

 

a. Sarađivao je sa lokalnim umetnicima  

b. Nije sarađivao sa lokalnim umetnicima  

 

 

3. A. Da li te zanima i da li pratiš šta se dešava na umetničkoj sceni Kosova?  

 

 

a. Ne 

b. Da, u oblasti umetnosti kojom se I sam bavim 

c. Da, generalno me zanima šta se tamo dešava 

 

             B. Da poznaješ umetnike starije generacije sa Kosova?  

             a. Da, __________________________        

             b. Ne 

 

4. Na koji način najčešće dobijaš informacije o umetnicima I kulturnim dešavanjima na Kosovu? 

 

a. Ne dobijam ih nikako 

b. Putem intereneta  
c. Preko poznanika 

d. Na drugi način (preciziraj )______________________________________  
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5. Šta misliš o umetničkoj sceni Kosova?  

 

Upućen sam I mislim da je__________________________________________  

Nisam upućen ali zamišljam je kao__________________________________ 

 

6. Da li bi voleo da predstaviš nekog/ sarađuješ sa nekim kosovskim umetnikom?  

 

Da, konkretno sa______________________ zato što____________ 

Da, pod uslovom_________________________________________ 

Ne, jer_________________________________ 

Ne znam nijednog relevatnog kosovskog umetnika 

 

7. Na koji način zamišljaš tu saradnju?  

 

 

 

8. Da li si čuo/la za festival “Mirdita, dobar dan”, koji se po prvi put održao ovog septembra u Beogradu?  

 

a. Prvi put čujem 

b. Načuo sam nešto ali nemam dovoljno informacija da bih komentarisao  

c. Čuo sam od prijatelja koji je posetio festival 

d. Čuo sam od kolege umetnika koji je učestvovao 

e. Čuo sam od organizatora koje poznajem lično  

f.  Saznao sam preko medija, konkretno_________  

g. Saznao sam preko društvenih mreža, konkretno_____ 

h. Lično sam posetio festival, konreketno sledeće događaje 

(navedi)______________________________________________________________________________  

i. Lično sam učestvovao na festivalu, kokretno ______________ 

 

9. Šta misliš o prisustvu velikog broja policije na festivalu?  

 

a. Mislim da  nije bilo neophodno prisustvo policije u tom broju zato što__________________________ 

b. Mislim da je bilo neophodno prisusto policije zato što ______________________ 

a. Smetalo mi je prisustvo policije I osećao sam se nalagodno jer_________________  
b. Nije mi uopšte smetalo prisustvo policije.  

 

 

10. Da li misliš da je ovaj festival pravi format za kulturnu I umetničku razmenu izmedju Srbije I Kosova? 
Prokomentariši: 

____________________________________________________________________________________________________

________________________________________________________________________ 

 

11. Da li strahuješ za bezbednost svoje organizacije I učesnika, ukoliko bi organizaovao/la događaj koji uključuje 

prisustvo kosovskih umetnika? 
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a. Da jer ________ 

b. Ne jer_________ 

        

12. Da li je Kosovo nezavisna država?  

 

DA            NE 

Upitnik je namenjen namenjen mladim kustosima I organizatorima koji rade u relevantnim kuslturnim 

institucijama I festivalima u Srbiji radi  ispitivanja njihove zainteresovanosti za saradnju sa kosovskim umetnicima 

kao I njihovog poznavanja savremene kosovske umetničke scene. U istraživanju je učestvovalo osmoro kustosa 

I producenata, iz sledećih institucija: Kulturni centar “KC Grad”, Galerija Hub G12, Bitef, Narodno pozorište u 

Beogradu, Galerija U10, Pančevo Film Festival, Love Fest Vrnjačka Banja I Festival internacionalnog 

studentskog pozorišta FIST. 

Analiza popunjenih upitnika: 

 

1. Petoro ispitanika nikad nisu posetili Kosovo, dok od četvoro koji  jesu, samo jedna osoba je bila u Prištini 

nakon proglašenja nezavisnosti 2008. 

2. Sedmoro ispitanika nisu nikad uključili kosovske umetnike u svoje programe, dok je samo jedna osoba imala 

kontakt sa jednim kosovskim umetnikom  (Kushtrim Hoxha, glumac predstave „Patriotski hipermarket“). 

3.a Četri osobe su rekle da ih „generalno interesuje“ umetnika scena Kosova, dvoje da ih interesuje „u oblasti 

umetnosti kojom se i sami bave“, a dvoje da ih „uopšte ne zanima umetnička scena Kosova“. 

3.b Niko od ispitanika nije čulo ni za jednog kosovskog umetnika starije generacije. 

4.Informacije o kosovskim umetnicima petoro  ispitanika dobija preko poznanika ili preko interneta, a troje ih ne 

dobija nikako. 

5. Svi ispitanici zamišljaju kosovsku kulturnu scenu kao „mladu“, a šestoro kao „nedovoljno razvijenu ili scenu u 

razvoju“ 

6. Šestoro ispitanika su „u načelu zainteresovani“ da predstave kosovske umetnike u svojim programim ali 

nemaju preciznu ideju sa kim jer nisu upoznati sa umetničkom scenom, a dvoje ima  preciznu ideju sa kim bi 

voleli da sarađuju, i to sa onima koje su upoznali u Beogradu (Šelbatra Jašari, koja je učestvovala na Mikser 

Festivalu2014, i Doruntina Baša, dramaturškinja po čijem se delu izvodi predstava „Prst“).  

7.Četvoro ispitanika bi volelo da se saradnja desi u vidu slobodne razmene ideja i  formiranja zajedničkog 

koncepta izložbe ili drugih gostovanja, dvoje kao konkretno gostovanje željenog umetnika i nekog daljeg razvoja 

produkcije, dok dvoje nisu odgovorili na pitanje. 

8. Samo jedna osoba je posetila festival „Miredita Dobar dan“ (koncert Rone Nishliu),  dvoje ispitanika  je  čulo za 

festival ali nemaju dovoljno informacija da bi ga prokomentarisali, dok petoro ispitanika nisu uopšte čuli da se 

festival održao. 

9. Četvoro nisu ništa prokomentarisali na temu prisustva policije na festivalu, dvoje da je to svakako „neprijatno 

iskustvo“, jedina osoba koja je posetila festival rekla da joj nije smetalo prisustvo policije, dok je jedna osoba 
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uporedila to sa sličnim iskustvom u okviru Bitefove produkcije „Patriotski Hipermarket“ kao očekivano usled 

okolnosti. 

10. Petoro nisu prokomentarisali da li je ovaj format dobar za predstavljanje kosovskih umetnika, dok troje veruje 

da jeste. 

11. Na pitanje da li strahuju za bezbednost kosovskih umetnika i svoju organizaciju ukoliko bi predstavljali 

kosovske umetnike u Beogradu, sedmoro ispitanika je odgovorilo NE.  Jedan ispitanik je prokomentarisao da 

„informacije o održavanju umetničkog programa u galeriji ne stižu do lica koji se mogu smatrati opasnim za 

stvaranje problematičnih situacija“. Jedna osoba se izjasnila potvrdno, jer bi to podrazumevalo promociju 

namenjenu privlačenju šire javnosti, koja uključuje i onu koja nije naklonjena svim stanovnicima Kosova“. 

12. Na pitanje da li je Kosovo nezavisna država, pet osoba se izjasnilo potvrdno, dvoje negativno, dok jedna 

osoba nije želela da se izjasni po tom pitanju. 
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d. Programming is the most difficult problem 

 (Interview with Andrej Nosov, Director of Hear tefact Fund, conducted and written by Ana Dragić).  
 

(…) 

I sad je problem, kada hocemo da kreiramo blo kakvu vrstu sadržaja... Ta elita koja odlučuje o novcu, resursima 

(je na jednom mestu), a umetnička zajednica tj. programski potencijal je na drugom mestu. Ti moraš da nađeš 

prostor koji te dve stvari mora da uveže. Tu je Mirdita, dobar dan, dobar primer kako to ne treba . Sam naziv 

festivala (sad se upoznajemo), implicira da se Srbi I Albanci ne znaju. To nije tačno. Mi nećemo da se znamo. 

Naš stav nije da mi nemamo priliku, nego da mi nećemo da se upoznamo. Prosečan mlad Srbin neće da zna 

Albanca, da hoće mogao bi da se okrene I našao bi nekog albanskog kolegu .  

 

Kreiranje programa je najveći problem. Ako se program vezuje za konflikt, što se uglavnom dešava u tim 

odnosima, tu ima malo mesta za umetnički sadržaj. Jer to postaje postkonfliktna umetnost, a ona ima svoju 

manu: ima univerzalniji I veći  cilj, a ne da bude umetničko delo. Ima cilj da poveže uroćene zajednice. 

 

Zamisli festival “Ljubav”, I da imaš umetnike koji imaju nešto da kažu na tu temu. Dajem glup primer teme. Dakle 

ljubav. Mnogo problematično. Mi sad pravimo program, I imamo problem što se I dalje ispostavlja potreba da 

pravimo neke debate, razgovore. To je dosadno, ali mnoge organizacije se povezuju preko tih konferencija npr 

. na Sv. Stefanu u hotelu smo pravili debate, 7 organizacija napravilo projekte. U tom smislu postoji velika velik 

potreba za razgovorom I dalje. Ali razgovor ne sme biti jedina stvar. Ako je to jedina stvar, tu nastaje veliki 

problem. 

 

Nema naše/njihove inicijative, zavisi od ljudi. Mi radimo sa Besom Ljuci. Ona smisli, predloži, mi pristanemo I 

vice versa. Kosovsko društvo je društvo žrtve I oni u velikoj meri odbijaju tu saradnju (to je moje iskustvo), 

onako kako je mi zamišljamo. Mislim da smo mi odgovorni za tu miskomunikaciju. Ta postodgovornost koja 

dolazi, albanska, ona je posledica naše neodgovornosti. Što ne znači da ta jedna vrsta zatvorenosti  I frustracije 

koja postoji u Prištini- pre svega jezička barijera, nacionalizam itd, to treba odbiti kao stvar, kao fakat, činjenicu 

koja se tamo dešava bez obzira na pitanje odgovornosti. Postoje precizni fakti da su ljudi prekinuli saradnji jer se 

nisu slagali recimo oko statusa Kosova. 
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(…) 

 

 

 

 

Appendix: 5 
 

            

 

 

THE FESTIVAL’S THEME IN 2014: 

SUSTAINABLE UTOPIA 

SMART CITIES / URBAN TACTICS 

 

UTOPIA – AN IDEALLY PERFECT PLACE, ESPECIALLY IN ITS SOCIAL, POLITICAL, AND MORAL ASPECTS 

- IN THIS CASE REPRESENTS AN IRONIC TERM DEMONSTRATING CRITIQUE TOWARDS GENERAL 

ATTITUDE THAT OUR VISION OF SOCIETY WITH SOCIAL RESPONSIBILITY AND MORAL VALUE IS AN 

ILLUSION. IS IT REALLY IMPOSSIBLE TO CREATE SUCH A PLACE AND ISN’T IT OUR RESPONSIBILITY 

TO UTTERLY EXPLORE THIS POSSIBILITY? 

 

The subject of UTOPIA can be elaborated on within different segments of the festival’s program. Strong 

emphasis would be cast upon URBAN UTOPIA, through so called “bottom up” initiatives of local community in 

Savamala, citizen participation and different organizations involvement. Ranging from theoretical exchange of 

opinion (conferences, workshops), to the practical endeavors ( installation, space interventions…) these projects 

will explore actual ability of simple and small actions that lead towards general good of significant value and 

sustainability that promises further development.  

Through the experience and knowledge exchange of different content and scale– from grandiose social and 

macro-urban - to small, personal and invisible utopias that an individual can live within and improve society - the 

Festival becomes a great school (six day campus) for exchange among creative professional sectors and 

society. It “teaches” the general population to develop tactical mechanisms for initiating positive change in their 

environment.  

We are inviting artists to give us their own vision and to react to this theme through different forms of art. This 

program shall include magnitude of disciplines in the goal of interloping and collaboration between different 

sectors and media. From massive quire scene at the bridge for Karadjordjeva Street to the miniature, intimate 
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confessions and monologues in the rooms of Bristol hotel – this festival will invite everyone to give their own 

input of the Utopia’s manifestation in Savamala. 

We will take the action to the streets of Savamala, the perfect setting of cultural urban memorials, neglected and 

forgotten, ready to be reinvented and resurrected by the community. We will offer this city new manners of 

improving a city – a creative “know how” developed in the region through years of struggle for art and creation in 

infertile environments. International audiences and creators will get a chance to participate in realization of their 

own Utopia, right here where local creative sector learned how to do impossible.  

 

Performance “Writing Piece” by Shalbatra Jashari at Mikser Festival 2014 
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Shelbatra Jashari, “Writing Piece”, Mikser Festival 2014 
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Artist statement by Shelbatra Jashari, wrote on the request of Ana Dragić 

I found that Belgrade digested very well the mix between different forms of high and low art, between so called 

gallery art and more conventional ways of creation, urban and contemporary graffiti  art. It was interesting to 

explore the reaction of the audience within the history of an area and to see how the enigma of the 'dark lady' 

can exteriorize certain reactions and powerful interactions reflecting the human condition. 

I had difficulties dealing with the panic that this situation created in my family- making me aware of the political 

step I was taking in creating an artistic dialogue with a Serbian art event. So it was a turning point in interaction 

with a land, city and culture that has shaped my life, as well as with a dialogue I might have been avoiding until 

now. 

The messages written my legs in Belgrade were very diverse. From graffiti tags to personal greetings, from 

sayings as " Serbija do Kosove" until drawings and doodles by kids. Cyrrilic writing , questions such as if I would 

be able to take it off. On the second day certain people drew motifs and embroidery patterns on my legs, thus 

creating some kind of urban collective tatoo. The writing that comes to my mind is most is: Love yourself. The 

messages of the audience are crystal clear. They mirror an image that I present to them.  

In Kosovo the audience was very different and maybe less careful to the sight of my legs. The messages were as 

diverse as in Belgrade, but maybe colorful. In Kosovo the personal line got crossed several times, several 

audience members kissed my legs to leave lipstick marks on it. Moreover - There was a riot between the 

audience members as several of them got into a fight about the performance. Some audience members were 

using my body and putting it indifferent positions. Moreover the gallery was not sure of the safety, so they 

explicitly insisted on having 2 bodyguards around.  

The bodyguards were relatively clam but they took away the person who was putting kisses on my legs while 

they left the more 'violent' or aggressive acts such as writings over others' writings (wich in the graffiti world is a 

sign of non-respect and can be used as an excuse for killing) peacefully happen.  

In Belgrade the audience was quite distant but at the same time people came close, were not afraid. Some 

people murmured messages in my ears such as: Nice legs, Devojka ti si legenda, and so on.  

I heard a mother tell her child: Have you ever written on a person before?  

The diversity and polite politicalness of the messages in Belgrade did present me with messages that were 

surprising. Also online there was a lot of dialogue and heated discussion about my origins, my legs, comparisons 

with Marina Abramovic,  a lot of swearing and heated discussion of how I was a copier of Abramovic and so on.  

This obviously created a whole different perception of my work and the range of Mikser and its appeal to a large 

audience engaged this kind of perception and generated a large audience to interact with my work. Being 

exposed to such a degree to media, public intervention and public dialogue was quite revolutionizing for my work 

and helped in exposing the work and creating a different perception of how performance can interact with public 

space instead of a settled gallery or museum space.  

 

 

 

Appendix: 6 
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Screenshots of the website, project “Face The Reflection” (2011) 
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Offline exhibition at “KC Grad”, Belgrade (April, 2011) 

 

 

Offline exhibition at “Tetris”,  Prishtina (May 2011) 
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Biography  

 

Ana Dragić (born in Belgrade, Serbia, in 1988) is an Independent Art Manager and Curator.  

After returning from United States, as Fellow of the Open Society Foundation Undergraduate 

Exchange program, she switches her professional focus from Journalism to Art Management, 

initiating several collaborations with Kosovar artists (presenting them in Belgrade and in 

different festivals in the region and Switzerland). She has collaborated with 

CULTURESCAPES Festival in Basel, Mikser Festival in Belgrade and, most recently, with 

contemporary art festival Informal Mind in Elbasan, Albania (October 2014) as a co-curator. 

Became specialised in organizing inter/multi/trans-disciplinary art events.  

 

Interested in Contemporary Dance, Performance Art, Participatory Art,  

and hybrid collaborative art practices in neglected urban spaces. 

  

 

 

 

 

 


