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Abstract
Crowdsourcing as a concept of engaging customers, collaborators, visitors and audiences by 

using web 2.0 technology and philosophy has hit the world in recent years with the great 

impact. Positive experiences of using crowdsourcing in many  fields from science research and 

education to media production, financing and culture has been the main incentive for this 

research as well. It is a pioneering research of the use of crowdsourcing by artists and cultural 

organizations in Serbia. 

The aim of the research was to find out the immediate experiences of crowdsourcing and 

participatory practices of cultural organizations in Serbia, to place them in the broader, 

international theoretical perspective and offer recommendations for the development of the 

crowdsourcing practice. Thus, the research involved a thorough desk research of the 

theoretical background, case study analysis and a field research in form of semi-structured 

interviews with artists, cultural practitioners and experts in the field. The discussion that 

followed offered an insight into the most  important issues and dilemmas related to 

participatory and crowdsourcing artistic practices in Serbia and internationally. 

Recommendations for cultural organizations and policy makers as well as directions for future 

academic research conclude the work.
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Résumé
Crowdsourcing comme un concept de clients engageant, collaborateurs, visiteurs et 

spectateurs en utilisant la technologie Web 2.0 et la philosophie a frappé le monde ces 

dernières années avec le grand impact. Les expériences positives de l'utilisation de 

crowdsourcing dans de nombreux domaines de la recherche scientifique, d'éducation, pour la 

production de médias, le financement et la culture a été la principale incitation pour cette 

recherche ainsi. Il s'agit d'une recherche pionnière de l'utilisation du crowdsourcing par les 

artistes et organismes culturels en Serbie.

Le crowdsourcing dans la culture et  des arts peut être défini comme une activité dans laquelle 

un organisme culturel, une institution ou d'un artiste fait un appel ouvert  à un public indéfini 

et non précisées pour la contribution à l'objectif commun que ce soit la création d'œuvres d'art 

collaboratif , un événement, base de données, la publication ou une recherche.

Le but de cette recherche était de découvrir les expériences immédiates du crowdsourcing et 

les pratiques participatives des organisations culturelles en Serbie. Aussi, le but est de placer 

cette expériences dans une perspective internationale théorique et offre les recommendations 

pour le développement de la pratique de crowdsourcing. La recherche comportait (1) une 

recherche documentaire, (2) l'analyse des études de cas et (3) une recherche de terrain en 

forme de semi-structurés avec des artistes, acteurs culturels et des experts dans le domaine. La 

discussion qui a suivi a offert  un aperçu des questions les plus importantes et les dilemmes 

liés à la participation et le crowdsourcing pratiques artistiques en Serbie et au niveau 

international. Recommandations pour les organismes culturels et les décideurs politiques ainsi 

que des directions pour la recherche universitaire à venir conclure les travaux.

Pertinence de la recherche

Crowdsourcing s'est avéré être un outil puissant pour établir des relations significatives avec 

les clients par le biais de divers processus de co-création dans de nombreux domaines. Dans le 

même temps, la plupart des organismes culturels en Serbie sont confrontés aux mêmes 

problèmes: d'intérêt bas des médias pour leur travail et la faible pénétration au niveau national 
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canaux des médias, un engagement faible et l'intérêt du public en général dans la culture et 

l'art, cercles fermés de bénéficiaires et les membres du public menant tous à faible visibilité 

globale des activités régies par des organismes culturels. Par ailleurs, la faible visibilité des 

activités et leur impact conduit encore à des options de financement réduit.

En appliquant le crowdsourcing dans la praxis, les organismes culturels en Serbie pourrait 

atteindre leurs auditoires de façon plus engageante et significative, créant ainsi une 

communauté vivante de supporters et  collaborateurs et surtout élever leur visibilité. C'est 

pourquoi cette thèse est pertinente pour les organisations de recherches, leurs auditoires, et 

enfin la Serbie scène culturelle.

Structure de la thèse

Dans la première partie, le cadre théorique a été étudié et présenté. Il est basé sur: 

• Des articles scientifiques dans les domaines de crowdsourcing et l'innovation 

collaborative dans les entreprises, de co-création et  de la participation dans les 

médias;

• Des rapports commandés sur le sujet des expériences d'engagement, la participation 

et participative arts;

• Une gamme de livres sur les thèmes du crowdsourcing, production collaborative, 

économie de l'expérience, le développement communautaire et d'autres thèmes liés;

• Les journaux étudiants;

• De nombreuses conférences et présentations disponibles sur l'internet.

Dans la deuxième partie de l'ouvrage, l'objectif était d'analyser et de présenter quatre cas de 

crowdsourcing projets et des projets activities.Three sont internationaux et un est réalisé en 

Serbie. Information sur les projets sont collectées à partir des documents de recherche et  de 

livres, de ressources Internet et des entrevues menées avec les interviewés de cette recherche.

Méthodologie de travail est présenté dans la troisième partie, et la discussion est présentée 

dans la quatrième partie. Dans cette partie, objectif était de trouver et  de discuter de la plupart 

des questions difficiles liées à crowdsourcing et l'art participatif dans le contexte culturel de 

Serbie.
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Basé sur la discussion et le cadre théorique, les recommandations pour l'amélioration de la 

pratique de crowdsourcing sont offerts dans la cinquième partie. A la fin de la thèse, viennent 

les conclusions.

Discussion

La discussion a impliqué des sujets les plus ordinaires du crowdsourcing et la participation 

dans les arts. Il est basé sur des entretiens avec six professionnels de la culture de la Serbie et 

de deux experts. Leurs opinions sur le sujet ont été comparés à la conclusion de la partie 

théorique. 

1. Combattre l'idéologie de l'autosuffisance. En Serbie, les organisations culturelles sont 

souvent fermées et auto-suffisante. Cela empêche la bonne relation avec le public. Afin de 

positionner les arts comme une question social plus centrale, organisations culturelles et de 

l'artiste aura à s'ouvrir et à engager le public.

2. Découvrir les motifs la coopération dans les projets artistiques participatifs. Souvent, 

les motifs de la collaboration avec le public ne sont pas sincères. Ils sont  influencés par les 

directives de bailleurs de fonds internationaux. C'est pourquoi, la participation devient 

souvent artificielle. Un bonne projet artistique participative est basée sur le désir sincère de 

collaborer.

3. Le désir du public de participer. Praticiens culturels disent souvent que le public est 

passif et indifférent  à la culture et des arts. Toutefois, les personnes interrogées ont déclaré 

que ce n'est pas vrai et que les audiences ont un désir de collaboration. Le problème est que 

les artistes et praticiens culturels sous-estimer leur auditoire. Cette attitude doit être changé si 

nous voulons voir de bons projets artistiques participatifs dans un proche avenir.

4. Liberté contre le contrôle. La liberté d'expression et le respect sont la base de tout travail 

collaboratif. Pourtant, il doit y avoir un contrôle sur le processus créatif. Dans les projets 

participatifs, la gestion de l'alimentation doit être très adaptative à la dynamique rapide des 

processus de production. Le contrôle des changements de l'artiste aux participants et à l'arrière 

et les styles de leadership varient pour s'adapter à la situation actuelle. Enfin, il est important 
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de ne jamais perdre de vue que la participation est impossible sans la prise de décision 

partagée et accessible.

5. L'égalité et la transparence. Dans les relations suivantes, l'égalité et un bon équilibre doit 

être maintenu: 

• artistes - les participants,

• le résultat - le processus créatif,

• Qualité du travail - la quantité de la contribution,

• Les participants - les spectateurs.

Pour atteindre cet bon équilibre, il est très important que tout le processus soit aussi 

transparente que possible.

6. Crowdfunding. Crowdfunding est une nouvelle façon de financer des projets artistiques 

basés sur les principes de crowdsourcing. Bien qu'il n'y ait aucune pratique crowdfunding 

en Serbie, les personnes interrogées a déclaré que cela pourrait fonctionner si les 

organismes culturels serait mieux engager leur public et de devenir plus pertinentes pour 

leur entourage.

Les recommendations

Cette thèse a formulé des recommandations pour les artistes et les praticiens ainsi que pour les 

décideurs culturelles.

Ce sont les lignes directrices pour la enagagement des publics dans des projets d'art 

participatif:

• Mettre en œuvre un leadership clair de collaboration.

• Conception des tâches simples et clairs pour les participants.

• Offre différentes profondeurs de la contribution.

• Être transparent et sincère.

• Soutienne le pluralisme.

• Maintenir l'équilibre.

• Construire la confiance.
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• Offrir des incitatifs.

• Construire la communauté.

Ce sont les recommandations pour les décideurs politiques pour appuyer le développement 

des pratiques artistiques participatives:

• Inclure la participation dans les critères d'évaluation des projets,

• Soutien que la collaboration sincère,

• Soutenir la création de réseaux éducatifs pour l'art participatif,

• Favoriser l'utilisation de l'Internet basée technologies interactives par des organismes 

culturels,

• Soutenir les initiatives de crowdfunding.
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Introduction
In the sumer of 2006, famous tech Mecca, Wired magazine, published a rather iconic article  

named “The Rise of Crowdsourcing”. The article was written by  the Wired journalist Jeff 

Howe and it echoed through the virtual world right away. Crowdsourcing? Sounds like 

outsourcing, but  it it’s not. Although this newly coined word is more of a word game than a 

completely new idea, it soon found many followers. What is then crowdsourcing? When a 

company  creates an open call for the redesign of its logo, it’s crowdsourcing 

(www.designcrowd.com is a specialized site for that). When a newspaper creates a special 

issue with reader contributions only, it’s crowdsourcing (or better known as participatory 

journalism). When the authors asks for readers to continue writing a story, it is crowdsourcing 

(Harry Potter). When a company asks for complex scientific solutions, it is crowdsourcing as 

well (www.InnoCentive.com is a specialized company for crowdsourcing patents and 

technical innovations). When artist creates an open call for the collection of personal items 

and builds them into a public art installation it is again crowdsourcing. The list is huge and 

ongoing and the act of crowdsourcing is getting more and more an everyday practice. 

Crowdsourcing is all about using the vast  potential of millions of people plugged into a single 

web, the Internet. It is about  turning to customers in cases most companies would turn away 

from them. It is about creating communities, involving them, awarding them, following them. 

It is about trusting that  a total stranger, an outsider, an amateur can solve our problem better 

than our employees and long time partners can. Finally, crowdsourcing is about realizing that 

every idea needs a community to live and grow.

The topic of this thesis is crowdsourcing, but not crowdsourcing in the fields of scientific 

research, programming, consumer electronics or media - the fields that are most often 

affiliated with crowdsourcing. The focus of this thesis is to discover, analyze, compare and 

discuss possible and existing uses of crowdsourcing in culture and the arts. For a long time, 

artistic creation has been treated as a strictly individual process, distanced in time and space 

from the audience that is to receive it. However, this concept of art might be the very reason 

for the growing indifference of the general population towards the artistic achievements. 

Numerous artists, cultural organizations, funds and policy makers are looking for new ways to 

10

http://www.designcrowd.com
http://www.designcrowd.com
http://www.InnoCentive.com
http://www.InnoCentive.com


solve this problem for decades now. Dozens of participatory art  forms evolved as a 

consequence of that: community art, immersive theatre, inclusive art, etc. Still, discussions 

about various issues that sprang out of the collaboration of artists and amateurs or audiences 

are far from over. Good experiences and successful participatory practices are a good motive 

for further experimentation and thinking. This thesis is in line with such tendencies. 

Crowdsourcing art  is just one in the line of attempts to actively engage audiences in the 

creative process. Still, it  harnesses the vast technical possibilities as well as the logic of web 

2.0. It challenges artists and cultural organizations to open their doors to the audiences, their 

experiences and creative potentials and create lively  and vibrant art-loving communities. 

These communities are shown to have the abilities far from pure joy: ability  to create, curate, 

fund and advocate for the arts. From my point of view, this is what the whole cultural sector 

in Serbia needs. This is why, here in the thesis, I argue that  artists and art cultural 

organizations should turn to their audiences and develop  and modify  various participatory 

techniques, crowdsourcing or not, in order to reposition themselves on the overall social map. 

This argument is rooted in theoretical background and supported by or confronted by previous 

researches and case studies. Most importantly, I have involved eight experts, artists and 

cultural professionals in the discussion to find out what they, from their own personal 

perspectives that are in some cases far from my own, think and feel about the topic. Thus, it is 

an attempt to actualize and contribute to the academic discussion and practical 

implementation of crowdsourcing and other participatory practices on the Serbian cultural 

scene. 
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Theoretical framework

Previous researches 
Theoretical framework for this thesis is based on the thorough research of several areas 

related to arts and culture on one hand and participative practices in other. Sources are diverse 

and include:

1. Science papers. In the Web of Science database there is no scientific paper that is 

treating crowdsourcing in culture and arts. However, many papers cover the 

following topics: 

a) Crowdsourcing, collaborative innovation and co-creation in business (Brabham, 

2008, Kozinets, et al 2008, Angelika, et al 2010, Zwick, et al 2008, and other) and 

especially important paper Collaborative Innovation with Customers: A Review of 

the Literature and Suggestions for Future Research by Greer, C. and Lei, D. 

(2011) because it gives an overview of papers on the subject;

b) Co-creation (Prahalad, K. and Ramaswamy, 2004, Fuller et al 2011, Sawhney et  al 

2005);

c) Participation in the media (Carpentier, 2003, Lewis, et al 2010 and Jenkins 2007).

2. Commissioned reports on the topic of arts engagement, participation and 

participative experiences mostly by Arts Council England, NESTA, National 

Endowment for the Arts and other (Govier, Louise 2010, Antrobus 2010, MTM 

London 2008 and 2011, Curry  and Gunn 2005, Synovate 2009, Holden 2008 and 

other).

3. A range of books on the topics of crowdsourcing, collaborative production, 

experience economy, community building and other related themes (Howe 2008, 

Shirky 2008, Benkler 2006, Bacon 2009,  Jenkins 2008, Leadbeater 2008, Pine and 

Gilmore 1999, Simon 2010); as well as culture management books (Šešić and 

Dragojević 2005, Šešić and Stojković 2007, Byrnes 2009 and Bernstein 2007);

4. Student papers and thesis (Viitamäki 2008)

5. Popular articles and blog posts like Meg Floryan on Art21 (2010) and
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6. Numerous lectures and presentations mainly from the TED conference archive, 

but other as well (Benkler 2005, Wales 2005, Surowiecki 2005, Shirky 2005, 

Rheingold 2005 and other).

Relevance of the research
Crowdsourcing has proven to be a powerful tool for establishing meaningful relationships 

with customers through various co-creation processes in many areas. There are lately also 

numerous large scale community based projects in culture and arts (e.g. Arts Council 

England’s Artists Taking The Lead) that are made possible by using crowdsourcing. 

Engagement and active participation of audiences have contributed to a high visibility of such 

projects and they constituted an important motivation for the target group.

At the same time, most of cultural organizations in Serbia are facing those very problems: low 

interest of media for their work and weak penetration to nationwide media channels, low 

engagement and interest of general public in culture and art, closed circles of beneficiaries 

and audience members all leading to low overall visibility  of activities governed by  cultural 

organizations. Moreover, low visibility of activities and their impact leads further to narrowed 

funding options (e.g. individual and corporate donations are a true rarity in Serbian cultural 

realm). 

By implementing crowdsourcing into the praxis, cultural organizations in Serbia could reach 

their audiences in more engaging and meaningful ways, creating thus a lively community of 

supporters and collaborators and most of all raising their visibility. This is why this thesis is 

relevant to researched organizations, their audiences and finally Serbian cultural scene.

13



Defining crowdsourcing in culture and arts
Originally crowdsourcing was defined as a sort  of a business model in which a company 

outsources specific parts of its activities that are traditionally executed by  the company  itself 

or professional outsourcing partners to a large group of undefined individuals, usually 

customers:

Crowdsourcing is the act of taking a job traditionally performed by a designated agent 

(usually an employee) and outsourcing it to an undefined, generally large group of 
people in the form of an open call (Howe, 2008)

However, crowdsourcing quickly  became a much broader concept and it  was applied to a 

variety of practical methods and actions in areas as diverse as arts, medicine, media, computer 

programming, education and scientific research. What all these had in common was the initial 

idea that reaching specific goals of various projects and activities is best  through active 

participation of large numbers of customers, users, followers or clients and building of 

devoted communities which enable co-creation of ideas, narratives and meanings and produce 

sense of belonging and appraisal of the contribution. Defined like that, it is easy  to see a 

whole network of new buzzwords, theoretical concepts and phenomena that are related to 

crowdsourcing: networked marketing (Benkler, 2006), co-creation (Zwick et al, 2008, Lewis 

et al, 2010), open and collective innovation (Kozinets et al, 2008), wisdom of crowds 

(Surowiecki, 2004), user-generated content, just to name a few. The proliferation of such 

terms is in a way pointing to an obvious truth - customers of any kind don’t  want to be 

passive any more! They  have the knowledge, they  have spare time, they have the technology 

and the will to interact, to participate, to contribute, to connect. And this is true for all types of 

customers: for museum visitors, for web users, for art spectators and audiences, for tourists, 

for readers, for students. 

In the field of arts it is more usual to speak about participative practice (Simon 2010), co-

creation (Leadbeater 2008) or collaboration (Lynch 2010) or active engagement (Synovate 

2010, MGM  London 2011). However, since participation and collaboration are much broader 

terms, for this research I have chosen to use crowdsourcing as a specific form of participation 

easier to denote and focus upon.
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One of the goals of this thesis is to support the implementation of crowdsourcing in field of 

culture and arts in Serbia. To do so, it is important to offer a definition of crowdsourcing when 

used as a tool in those fields. In order to reach it, I will first list all the usual or needed 

elements of crowdsourcing projects, kind of prerequisites for it: 

• Large number of participants - of course it is not an easy task to measure and give a 

clear rule to what is a large number, but the aim of the call should be to attract as 

much as possible contributors, not to form a team of dozen of them;

• Undefined, unspecialized group of participants - once an open call restricts or favors 

participants (in terms of diploma, background, profession, former experience, social 

status or any other) it is no longer crowdsourcing;

• A common task or a goal - any kind of portal or a forum which became a sort of a 

meeting place for large number of users on many and various topics is not 

crowdsourcing, 

• No hierarchy, flat  structure - in crowdsourcing activities or projects every participant 

is on the same level with every  other, including artists or experts who participate 

from within the organization;

• Using digital technologies - although this is not a prerequisite, it is a most common 

practice.

Based on these elements, crowdsourcing in culture and arts can be defined as an activity in 

which a cultural organization, an institution or an artist makes an open call to undefined and 

unspecified audience for the contribution to the common goal be it the creation of 

collaborative artwork, event, database, publication or a research. 
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Age of participation 
Once upon a time, people used to sit in front of their TV sets and fight for the remote 

controller. Now, contents and products are one touch or click away with our smart-phones, 

laptops and PDAs. Decentralized architecture of the internet has contributed largely (Howe, 

2008) to proliferation of media content in all sorts and forms. Not just the quantity, but the 

quality of content  has changed as well. Content is created, shaped and selected increasingly 

by the audience, but not the audience as we use to know it. The new audience is educated, 

with access to information, selective, even picky  and networked. Jenkins offers an ineresting 

portrait of a new audience member (Jenkins, 2002):

“He's young, male, and in control. No longer a couch potato, he determines what, 

when, and how he watches media. He is a media consumer, perhaps even a media fan, 
but he is also a media producer, distributor, publicist, and critic.”

However, if we look at the crowdsourcing cases in media production, script writing, software 

production, science research and other, we see even larger change. Audiences are not just in 

the possession of the consumption control, they are becoming producers. Producing even 

mass media content is no more an exclusive job of big media corporations. Every one can 

post a super popular YouTube clip. Audiences are crossing the auditorium line and climbing 

the stage. They are no longer observers, but rather collaborators, with or without big “brick 

and mortar” players. The same is with education. When talking about the learning and 

acquiring of information, we talk no more about transfer, but about exchange or sharing. We 

talk about the “circuit of expression” (Levy according to Jenkins, 2006) where all parties 

interested come together and freely exchange and create an open loop, a stream of ideas, 

impressions and messages. Just like the Facebook’s newsfeed. Actually, everywhere we look, 

we see one major change - distinction between audiences, spectators or users and content 

creators, be it artists, lecturers or media companies on the other side, is blurring (Jenkins, 

2006). This is often called the dawn of participatory culture (Schaefer, 2011). Crowdsourcing 

is a part of that revolution.

Still, this revolution didn’t come out of nowhere. It is a consequence of various social 

processes, mainly  the rise of internet, dispersion of information and telecommunication 

technology, extension of leisure time, availability of knowledge and many more. As Rohan 
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Gunatillake assumes, there are three important reasons for the rising collaboration: low 

barriers in participation, thirst for conversation and the power of collaboration 

(Gunatillake 2008). In this process, internet played and still plays a dominant role. It also 

enabled “the emergence of widespread technological knowledge and competences, as well as 

the availability of resources and various communities to develop and master this 

knowledge” (Schaefer, 2011). Internet is essential for the mass collaboration activities, 

because it offers a cheap and easy way for large groups, often geographically disperse, to be 

connected and to contribute and share knowledge and ideas at any time or place. However, 

internet today is not only  a technological ground for participation, it is also a culture with it’s 

own values and merits in which collaboration, free access and democratization are highly 

valued. 

It is often said that for crowdsourcing, because it deals always with the undefined and often 

large groups of contributors, internet is a sine qua non (Howe 2008, Benkler 2004, Schaefer, 

2011). However, it is not always true. In his TED talk, Charles Leadbeater recounts a story of 

how the mountain bikes came into being. A group of young athletes from Canada and US 

used to adapt and recreate bicycles that  they were able to find on the market - road bikes and 

city bikes - in order to produce the bike suitable for what they  needed, off road biking. Soon 

the big companies saw the potential and started producing what became known as MTBs. In 

this process, thousands of bikers were actively  involved in testing, reporting, construction, 

fixing and repairing. Than they shared info and photos and collaboratively created a new 

breed of bikes, which accounts for majority of sales across the world today. It would be 

expected that they have done it using Facebook, mail and blogging, but it was not the case. 

They’ve done it  in the sixties and seventies, way before computers became a household item.  

So, internet is a very important ingredient for crowdsourcing, it  is a technological base for it 

and the good news is that it  became ubiquitous. However, the absence of internet does not 

disable the crowdsourcing.

What is the most  important is the desire to participate or what Gunatillake calls the thirst for 

conversation. More and more people find spare time and enough energy  and enthusiasm to 

contribute to large or small projects that are centered around the single idea: that a lot of 

people together can create important scientific breakthroughs, a wonderful pieces of art or the 

gigantic free encyclopedia. Good examples can be found everywhere. University of Berkley 
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started one of the most massive scientific research project ever, a SETI@home project. 

They’ve asked citizens, all sorts of internet users, to download a free screensaver which 

actually run an application which helped the University laboratory to examine signals coming 

from the space. Just after couple of months, all participants of the project, together created a 

networked or “cloud computer” many times stronger than the best supercomputer at that 

point. But  crowdsourcing is not only about sharing resources, computer processing power in 

this case, but also about creative collaboration. Innocentive is a US based company that 

outsources scientific tasks to the public through open calls. Many  of the biggest world 

companies filed their patents and solved problems by  employing unknown groups of 

inventors all across the globe through Innocentive. It  often happened that solutions came from 

the most  unexpected directions, such as the case of retired physicist solving a problem of  

tooth paste packaging (Howe, 2008). 

While carpenters are getting better at writing scripts for movies and housewives at biology 

research, it is getting harder to say who is the producer and who is the consumer. This means 

that traditional hierarchy inside the media consumption, so called gatekeeper model, or inside 

the product  value chain is slowly disappearing. According to Jenkins, “the dynamic, 

collective, and reciprocal nature of these exchanges [based on the internet] undermines 

traditional forms of expertise and destabilizes attempts to establish a scriptural economy in 

which some meanings are more valuable than others“ (Jenkins, 2002). Top-down is becoming 

bottom up in all sorts of areas, even in the politics (Višnić, 2008). 

Important question is what is the scope of the influence the “participatory turn” is having in 

our societies. Most of the research has been looking into various “leisure” activities, mainly 

media consumption and various other activities that participants undertake in their free time. 

But sooner or later the behavior in the spare time will transfer to the working hours. People 

will need more and more freedom and desire to collaborate on their working posts. Some 

authors (Benkler 2004, Tapscott and Williams 2006, Shirky 2008) are pointing to the new era 

in economy, a collaborative “wikinomics”, an era without copyrights, without organizations 

and clear professional roles. Does it sound like a tribal communities? That is exactly what 

Seth Godin is trying to say. We are getting back to the tribal ways of organizing, with a big 

difference, tribes are not organized by locations, but by the interests and everyone can belong 

to as many tribes at every moment as one likes (Godin, TED 2005).
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Participation, culture and arts
Internet has created an everyday  common place for interaction. Share, post, comment, send to 

a friend, the Web 2.0 language is overpacked with participation, co-creation and community 

building. What we are seeing is a spillover effect of such an interactive communication from 

the web to the “real” world. The appetite for conversation is transferred to all areas of social 

interactions: education, commerce, tourism... (Gunatillake 2008). Many corporations that 

want to survive in the highly competitive circumstances are forced to accept the participatory 

approach to their consumers with the customer relation tools, consumer driven innovation 

techniques, etc. Prahalad and Krishnan (2008) state that co-creation in business is not another 

idea of big corporations or their consultants, but the need of consumers. They are the leaders 

in the participatory revolution.

So, if we can co-create our sneakers, tablets, kitchen appliances, T-shirts or interiors of cars, 

than why not our art  experiences. Museums have already been very active in creating 

participatory spaces for their visitors, not without the success (Simon 2010). Both artists and 

cultural organizations are known to be experienced in grass root, community based and 

guerilla techniques for distributing contents and making a living. In some instance, it  seems 

quite reasonable to expect  from them to become leaders in this collaborative, co-creative 

revolution towards active participation. 

In the context  of this paper, it is interesting to notice that the spillover effect of interactivity   

and rising interest in co-creation from the web to the face-to face interactions may serve as a 

powerful motor in the benefit of cultural organizations. In other words, if new young 

audiences get used to listening music, watching videos, lecturers, paintings and photos online, 

they  might build a specific cultural habit that will be transferred to the offline activities and 

they  will likely feel the need to experience live art. Cultural organizations should learn how to 

adopt the new technology to augment and extend artistic experiences and create lively art-

loving communities without spacial or demographic limits and barriers. Google Art Project 

(http://www.googleartproject.com) is a fine example of the technological support for the arts. 

17 of the largest world museums, approached by  the Google and supported by a massive tech 

resources opened their walls to all the world and shared a view of museum rooms, lobbies and 

precious art pieces. 
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Still, the participation is not an easy tool. It  cannot be enforced or installed during the night 

before the show. Participation means openness, equality  and pluralism (Antrobus, 2010). It is 

a fruit of a different  mindset evolving from the sincere interest  for collaboration and sharing. 

In this part we will see what are the consequences of the participatory changes to the realm of 

art and everyday practice of cultural organizations.

Participatory turn and the artwork

If we see that R&D (research & development) departments are getting crowdsourced, that 

collective intelligence is increasingly in charge of scientific research and “crowds” shape 

media landscapes, than it is rightful to ask, what is the role of art in general and artists and art 

organizations in particular in this new picture? Traditionally, artwork has been treated as a 

result of a highly individual, even intimate creative process, lead and experienced by the artist 

alone, away from the crowd. After the creation, art piece is dispatched and exposed to the 

views of others, the audience, and experienced in various ways. This is where, traditionally, 

art and cultural organizations get in the game and provide the ambient for the experience. 

However, this concept seems outdated now. Audience is no more a passive crowd only 

capable to admire and get breathless (actually, was it  ever like that?). Creative potential is 

getting unlocked everywhere - if scientific ideas can be collaboratively  produced, why not 

those of art? 

A French media scholar and philosopher, Pierre Levy, famous for the collective intelligence 

concept, suggests that, in contemporary world, artwork is a “cultural attractor” (as cited in 

Jenkins, 2006). It  raises topics, attracts attention of the audience and creates a common 

ground for diverse communities to interact. Artwork becomes a virtual meeting place, rather 

than a monument for the creativity of one artist. The main focus of art is shifted to numerous 

interactions around it - it is about what happens in relation to the art. In the same manner, 

Suzana Milevska, Macedonian curator and lecturer, notes that art is less and less about 

dealing with objects and installations, but about dealing with subjects and enabling their 

participation in art  activities (Milevska, 2006). Following this trend, contemporary art piece 

aims to create a community of respectful, still, very  active and critical collaborators who 

interact, share, respond and further develop, reshape and reuse ideas brought by the piece on 

the first place. Many artists, especially in the performing arts (Miroslaw Balka, Marina 
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Abramovic, David Belt and many  more) are riding this participatory  wave with much success. 

Many authors (Gunatillake 2008, Leadbeater 2006) state that as the internet and web 2.0 logic 

gets deeper into our everyday lives, or in other words, as young generations who grew with 

the technology  get  older and become a significant part of the audience, interactive art will 

become an only  way to develop and retain audience. Even today, those art pieces that  are 

created in order to resonate with the surrounding communities are very popular and talked 

about. Just take the flashmob experiences of New York based Improv Everywhere company. 

In an art devoted blog, Meg Floryan says it is no surprise (Floryan, 2010):

The rise and success of [interactive and participatory] art is not surprising. Ours is a 

culture that has grown to expect instant gratification and an all-access pass; we are 
constantly “plugged in” and busy narrating our lives by posting feedback and opinions 
online. We are wholly accustomed to interactivity, and art that reflects such 
reciprocation and proactive involvement resonates deeply with us. By turning art 
viewing into an inclusive experience, the artist strengthens our understanding of the 

piece, and perhaps inspires the visitor to spend a bit longer on each painting or 
sculpture. 

New roles of cultural organizations

If the participatory turn is forcing art and artists to become interactive, enabling direct 

communication and participation of the audience, than what is the new role of art 

organizations? Cultural organizations are increasingly  facing new challenges arriving from 

the development of new technologies, but also from the changing modes of communication. 

Based on the research, main influences can be grouped into following:

• Increasing use of internet (Howe 2008, Leadbeater 2006, Benkler 2006, MTM 

London 2010) as an information channel, but as well a resource for experiencing art 

and cultural contents;

• Accessibility  and availability of creative and artistic content  online (Gunatillake 

2008) - free downloadable music, videos, literature and photos - meaning that 

cultural institutions and organizations are not the only place to experience art, even 

not the only place to share impressions about the art experience;
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• Growing desire and habit for interaction amongst younger audiences (MTM London 

2010, Leadbeater 2006, Jenkins 2006) meaning that designing passive 

communication models with the audiences will be likely to fail, but also possibility 

to establish meaningful relationships with the community and gain valuable input for 

upcoming events and feedback from passed ones.

In a recent study  in England, researchers set out to discover the scope of audience engagement   

in art using digital technologies, mainly  internet (MTM  London, 2010). By the engagement 

they’ve meant everything from looking for the information about cultural events, to buying 

tickets or listening to the music online (see Picture 1 for more details). The sample was 

“online population” which accounts for about the half of a whole population. The survey 

showed that just over half (53%) of the online population used digital technology to engage 

with the arts and cultural sector in the last 12 months. This rises to 62% among the 16-34 year 

old age group. In the US, National Endowment for the Arts measured that 41% of a whole 

population have engaged with arts using digital technologies in 2008 (NEA 2009). At this 

moment of development of online art activities, they are mostly  focused on searching for 

information about artists, events or works of art. Other interests include purchasing tickets, 

discussing art and cultural events and watching clips and/or listening to the music online. 

Picture 1. Digital engagement in art and cultural activities of English online population. Taken from the study of 
MTM London for the Art Council England
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When talking about arts and digital engagement, there is a question of why does audiences 

interact using digital tools. In a recent survey, a research agency Synovate has mapped some 

of the main reasons for digital engagement (Synovate 2011): 

• Convenience. Many people feel that  the Internet allows them to enjoy arts in a way 

that they  find best  - at time and place they wish to do so, from home, work or on a 

vacation;

• Accessibility. Some performances, exhibitions or other types of cultural activities are 

costly, distant or restricted in some other way, so in those cases engaging with arts 

digitally is the only way;

• An educational resource. Having the access to a vast amount of arts online can be 

used as a great educational resource - projects like Google Art Project which offers a 

possibility to get inside 17 of the biggest  world museums is an incredible resource 

for anyone interested in learning about arts and culture;

• Testing the water. “For many  people, the vast array of offline arts experiences 

available to them can be overwhelming. In this context, the Internet affords them the 

opportunity to ‘try before they buy’”;

• An enjoyable experience. Even if it  is a second best way to experience art, some 

users find it still enjoyable to do so. Often internet gives access to some hidden, 

“underground” contents and sharing those with friends or family can be a real joy  for 

many people.

While the digital art  experiences evolve, there is a rising fear amongst cultural professionals 

that the online experience of art diminishes the offline experience (Gunatillake, 2008). The 

fear is that the new audiences, often without experiences of the live art, will satisfy their need 

for art with the close-to-zero cost content  acquired from the internet like the YouTube clips. 

However recent researches (MTM  London, 2008) have shown that digital engagement 

appears to complement and reinforce live engagement rather than act as a substitute. Proof for 

that is that while 58% of English online population engages with the art in some ways, just 

1% claim to have engaged with arts and culture online, but say they have not attended any 

live events/venues or otherwise participated in live arts and culture. Further, three fifths agree 

that they do not expect an online experience of arts or culture to be ‘as good as seeing or 

hearing things live’ (MTM London, 2008). 
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By promoting digital engagement with audiences, be it crowdsourcing or well designed e-

presence, cultural organizations are not advised to move their activities completely online. 

The goal is rather to use the new technologies to extend, prolong and enrich the experience of 

artwork and build strong communities of specific audience based on that. In this game, 

internet is only a beginning:

“There are also incredible opportunities for cultural institutions to distinguish 

themselves by encouraging participation in the physical environments of museums, 
libraries, and arts centers. These institutions have something few Web companies can 
offer: physical venues, authentic objects, and experienced real-world designers. By 
combining professional design skills with the lessons of participation pouring out of the 
social Web, cultural institutions can become leading participatory venues in our cities, 

towns, and neighborhoods” (Simon 2010).

Still, in order to do so, they  will have to open up and design various participative programs 

with the audience aiming to inform, educate, entertain or share. In the flow of open, free and 

interactive content providing systems this seems as a necessity. “To retain relevance to the 

public, cultural venues need to find new ways of engaging public as participants and 

collaborators. This means co-commissioning and co-curating, connecting the knowledge, 

content and tastes of different communities through the different spaces of the institution – the 

physical and the digital.” (Fleming, 2009). 

Another consequence of web accustomed behavior is personalization of the communication 

and value creation. Individuals want to be in charge of creating their own experiences and 

meanings of the world around them. This is why, on the internet, institutions as hierarchical 

structures for organization of production are disappearing. They are being replaced with the 

creative and networked communities. Art institutions, with their valuable resources - 

traditions, knowledge, facilities, staff - should learn how to empower their audiences in 

creating networks and communities devoted to the art field they represent. 

When personal experience is a priority, than roles start to change. For example, the curator is 

no longer a gatekeeper, selecting, shaping and exhibiting content for us to follow. Instead “we 

look to cultural professionals to enable us to experience art for ourselves through introducing 

us to things we might not otherwise encounter, helping us understand our options and 
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articulating what we enjoy.” (Antrobus 2010). The same is with the management of cultural 

organizations. They are the administrators of the community based process around one 

artwork or a topic. Audience is not on the end of the meaning creation chain, but rather at the 

beginning. 

Bruce Livingstone is the head of iStockphoto, world famous photography site with 6 million 

members and staggering amount of photos downloaded, actually one per every  second. His 

secret of success is the fact that instead of guiding millions of people, he have let them guide. 

He was a best and most active follower of his audience. In an interview by Wired magazine 

editor Jeff Howe, he says: “Actually, I work for them” (Howe 2008). 

When talking about  art organizations, professor Geoffrey Crossick from the University of 

London, is talking about spaces for interaction (Crossick 2006). This collides in a way with a 

traditional role of cultural organizations as disseminators of knowledge and ideas to the wider 

public. The main difference is that the knowledge is no longer produced at a certain place by 

the specific intellectuals who transfer it to the passive world around. It is so dynamic that the 

transfer is happening simultaneously with the creation, otherwise it  is outdated. Same is with 

the innovations in other areas (Leadbeater 2006). So, “what is needed is not a system to 

transfer from one party to other some knowledge that has already  been produced, to transfer 

something that has already happened. But, rather, the need is for a system to create spaces in 

which something can happen” (Crossick 2006). 

Successful arts organisations will be those who have the expertise in creating a dynamic 

relationship  between artists, their art and an audience. Of course, the challenge is developing 

that dynamic relationship  at a time when audiences are becoming more demanding, 

fragmented and unpredictable is very tough one (Leadbeater 2005). Arts organisations need to 

engage in more concerted and collaborative audience development strategies to maintain and 

attract create new audiences. Considering this paper, crowdsourcing is a possible tool for the 

involvement and participation of the wide audiences. 

In the table below, the differences between the traditional cultural organizations and 

participatory ones and their surrounding is presented in a form of a summary.
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Traditional Participatory

Communication One way Two way

Control and 
responsibility Organization centric Shared

Duration of the 
artistic experience

Starts and ends with a performance / 
exhibition

Prolonged on the pre and post 
performance activities

Role of 
communication 
technologies

To present programme To dig stories, ideas and meanings, 
share views and build communities

Audience Passive Active, well informed, demanding 
and networked

Type of audiences Atomized / Individual Community

The way that 
audience influences 
the organization

Audience visit and engage with the 
exhibited art or not

Audience can participate in or 
reflect upon and thus influence 

decision making of the organization

Experience Set out by the artists / organization Audience co-create their own 
experiences and create meanings

Goal of organization Exhibiting pieces of art
Creating space for creation, 

experience and evaluation of art for 
the art loving community

Focus of the 
organization On the artist and art piece

On the conversation and exchange 
that happens in relation to the art 

piece

Table 1. From the traditional to participatory cultural organizations
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Crowdsourcing and new audiences
“Instead of spending five minutes watching TV, I’ll do something fun on the net.” 

Charles Leadbeater

In this part, we will take a look on the other side of the coin, to the audiences. What are new 

audience like, why and how do they collaborate, participate in and engage with artistic and 

creative contents and co-creation projects both online and live. 

New desire lines

In the article titled “Desire lines - Opening up cultural infrastructure” Tom Fleming (2009), 

British arts consultant, uses the term desire lines (paths created by footfall of people crossing 

a park or other green area) to describe what are the new desires and wants of contemporary 

arts audience. He claims that the demand of contemporary culture is shaped by “the new 

practices of sharing, bricolage and mash-up that decentralise production and disassociate 

notions of ownership” (Fleming 2009). Contemporary audiences are changing and in the age 

of network cultural demand is decentralized, demanding and increasingly digital.

“Their public (and thus the value they create for this public) is not only more diverse 

and multiply stratified than ever; it is more critical, promiscuous, challenging, and even 
subversive. On the flip side, it is more open, willing, adventurous, engaging and 
collaborative. Put short, demand is more demanding. You can put it down to digital 
technology or the standards forged by pervasive consumerism; the emergence of global 
taste communities checked by the ongoing need for communities of 

propinquity.” (Fleming, 2009)

According to Forrester research, most  of US citizens are willing to co-create everyday 

products they use, from user electronics to media content (Forrester 2010). With cultural 

activities, motivation is somewhat different. Still, many  people are willing to invest 

considerable amount of time and effort  to engage in the co-creation of art and culture content. 

The question is why. Answers to this question are at the same time guidelines for the cultural 

organizations. 
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Based on reviewing researches, the following are the main reasons for engagement in some 

form of crowdsourcing in culture and arts (Howe 2006, Greer and Lei 2011, Antrobus 2010, 

Synovate 2011):

• Self-actualization. In the case of creative calls, e.g. for making a video response, a 

plot or a drawing, crowdsourcing projects are a good way to express oneself and gain 

visibility through the project.

• Participating in something big. Large collaborative projects, like the New York 

flash mobs of ImprovEverywhere or Wikipedia are attracting a lot of attention 

because of the large size and visibility and for many  people it  is challenging and 

rewarding to participate in such activities.

• Joy, excitement and fun. 

• Learning. To offer guidelines and support for participants, crowdsourcing projects 

often offer great educational resources. This is the case with iStockphoto, BBC’s 

Live nation or other projects which are full of demonstration videos, lectures, live 

workshops, articles, DIY guides, how-to handbooks, etc. Above that, community 

itself offers many answers and tips - more experienced users are often likely to help 

newcomers to perform better. Another reason for engagement is access to 

information about artists, institution or the art work which helps understanding the 

context of a work or implications of a social issue (MTM London, 2010).

• Reward, additional income or in-kind support. Although participants in many 

crowdsourcing activities frequently  say that financial benefit is not  a primary motive 

(Howe 2008, Shirky 2008), some crowdsourcing projects do offer financial rewards 

and it is a legitimate stimulus for the participation.

• Peer recognition in user communities. What is often presented as the most 

important motive is the gratification and recognition inside the community that  is 

created around the project. Some projects, even if they are completely online and 

large scale, organize offline activities and gatherings for this reason (one of the 

examples is the live events of the iStockphoto community  where everyone wants to 

be invited).

• Better products or contents in the future. By joining a collaborative activity  with 

an organization, audiences feel that they can influence the work, programme, 

management, pricing policy or any other decision that organization makes that 
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influences the quality  of the work done, and thus the audience experience. In such a 

way they expect to attend better events or to buy better products in the future.

• Early access to products/releases. One of the ways to reward participants is to give 

them early or special access to events, releases or products or some “behind the 

scene” accesses. Recently, electronic band Younger Brother offered their most  loyal 

forum members a day in the studio where the new album has been made.

• Being close to special people. Since organizations open up the doors in 

crowdsourcing projects, for some audience members and fans, this is a great 

opportunity to meet artists, lecturers, producers or at least to get to know the more 

personal stories about them firsthand. 

The ProAm Revolution

Do-it-yourself TV programs, websites, stores and magazines are flourishing, homemade and 

self-made food, fashion, transportation and even housing is perceived as “urban”, 

“contemporary” and fashionable. The rise of crowdsourcing and participatory practices in all 

areas of human activities goes hand in hand with the rise of the amateurism, or so called DIY 

culture. Crowdsourcing is less often built upon collaboration of professionals or experts. 

Expert networks and associations are the places for such exchange. In crowdsourcing 

activities, it  is about the vertical collaboration of people with various backgrounds, levels of 

expertise or skills, between beginners, amateurs and professionals alike. However, todays 

amateurs, are not the same amateurs from the 50s and 60s. They have more knowledge and 

skills, they are equipped with inexpensive technology  and most important, they  are 

networked. All this enables amateurs to perform often on a professional level. This is why 

they are called Pro-Ams, professional amateurs. 

The rise of Pro-Ams is rooted in many  other social processes and transformations, among 

which are (Leadbeater and Miller 2004):

• “the expanding life span;

• growing levels of education;

• a more open society in which people want a sense of individual fulfillment;

• the spread of horizontal social mobility as people develop distinctive lifestyles;
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• changes in occupational patterns which mean that  people are increasingly likely to 

turn to second careers in their 40s and 50s;

• increasing affluence, and an apparent willingness to downshift, trading income for 

time and better quality of life.”

According to a 2004 research by Leadbeater and Miller (2004) in the UK, 58% of citizens are 

engaged in at least one amateur activity in which they perform very well or great according to 

their own merits. The new connectivity and learning possibilities of 21st century  are 

revamping the amateurism. According to the research, this is the main motivation for the Pro-

Ams: 1) learning through dedicated workshops courses, rehearsals and trainings, 2)

accreditation through exams and auditions, 3) peer recognition through commenting, awards 

and offline events, 4) social bonding and 5) expression of views to the wider community and 

society at large.

While volunteerism and amateurism are vital for many areas and even whole economies and 

societies, sometimes, it  is amateurs who are not only contributing, but sustaining whole 

activities or events - like many martial arts, hill-climbing, wildlife exploration, etc. In oder 

areas, they are working together with a small number of professionals to reach great  goals like 

discovering astronomic phenomena, building encyclopedias, developing free software and 

other. These areas have some things in common. First, they are still very  specific and haven’t 

become large scale enough for serious businesses to develop needed to support payed 

workers. And second, they are either adrenalin rich - like in the early days of surfboarding, 

mountain biking or free climbing (Shah 2005) - or have deeper meaning to people that engage 

with it, like building encyclopedia, creating free software, helping animals, cleaning beaches, 

rescuing people, etc. 

All this is important because artistic experiences often fall inside such categories. They are 

rich with meanings, they  are creative and expressive and they are exciting. The need for active  

social engagement together with the rising creative needs could lead to rising interests in 

collaborative and participative artistic experiences. Cultural organizations are there to create 

an ambient for them.
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Crowdsourcing and cultural management
“Bend yourself around users!” Chris Thorpe, Art Finder.com

Role of crowdsourcing and participatory  practices in cultural organizations is to create a 

vibrant community around the institution, artwork, artist or an issue that the art piece is 

dealing with. This community will automatically mean greater visibility, loyalty  of the 

audience, feedback, better fundraising options, inflow of ideas for future work, links for 

networking, etc. 

Great benefit of using crowdsourcing and digital engagement with the audience is the ability 

to keep the audience close to the organization at all times. This means vowing a web of 

collaboration and discussion around the “event” - be it exhibition, theater play, concert, 

lecture, workshop or anything else. In traditional events, participation and interest for the 

organization by the audience is low or non-existent before and after the event (Picture 2.). In 

crowdsourcing activities, collaboration keeps the interest high: people watch the website for 

the information about the upcoming event, they send invites to their friends and discuss their 

expectations, they watch educational videos about the piece, they  may event prepare some 

creative content to contribute to the whole event. After the event, they post photos, videos, 

write their tweets or blog articles, they comment and share thoughts with friends or send 

feedback to the organization or artist. If they have collaborated and their piece of creativity 

was exhibited in some way, they will feel even more attached to the event and willing to 

spread the word further. 

Picture 2. Levels of participation of traditional and participative activities
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This pre and after activities of the audience are likely to attract the attention of the press and 

donators. It is basically creating a buzz, but it  is also about having a precious feedback which 

enables organizations to better understand their audiences and thus create activities which 

resonate with them (MTM London, 2011). In crowdsourcing events audience gives an 

immediate response, visibility and support for the artist and the organization.

This is why Arts Council England, Arts and Humanities Research Council and NESTA have 

launched a new Fund in 2011 - Digital Research & Development Fund for Arts and Culture -  

which aims to help arts and cultural organisations in using digital technologies to engage 

audiences in new ways and create opportunities for new business models (more info about the 

fund can be found here: http://www.nesta.org.uk/areas_of_work/creative_economy/

digital_rnd). 

Apart from creating lively  communities and developing audiences, cultural organizations use 

crowdsourcing because of various other internal and external reasons. According to a recent 

research by Louise Govier, these are the main reasons for developing participative art projects 

in field of theatre and museum management (Govier 2010):

• Inclusion - some participatory projects are oriented towards inclusion of 

marginalized groups, immigrants, people with special needs or prisoners;

• Fighting discrimination and lack of diversity - since targeting audiences/

participants is very  hard in crowdsourcing projects, creative results generated by the 

projects are usually diverse. Some organizations find it  enriching and rightful to 

present such a variety of content.

• Opportunism is a common interest since crowdsourcing projects attract often great 

amount of voluntary work and media attention and some organizations see it as a 

good way to benefit.

• Organizational development - crowdsourcing and other participatory practices 

necessarily open up the organizations and their structures get more flexible. Their 

employees are often challenged by the “outsiders” and feedback from the community 

members.

• Personal challenge - for some leaders and artists participatory projects are a true 

challenge. Producing a flashmob with thousands of volunteers can be an impossible 
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mission: the distribution of power, questions of control and design of interactive 

tools are just a few of important issues that have to be addressed. 

• Appreciation of the contribution - feedback and participation of great number of 

people is for many cultural leaders a rewarding experience and they find contribution 

to be very challenging, inspirational and provocative.

• Making great art - as author notes, this is probably the best motive to start a 

participatory project. Inclusion and community  benefits often seem dishonest, 

opportunism and other internal benefits chase away the participating groups, but 

when there is a sincere desire to involve participants in creating a great peace of art 

together, than the success of the project is certain and all other incentives will be 

covered as well.

Depths of participatory activities

There have been a rising number of doubts about the participative practices in culture and 

arts. One of them is that participation can sometimes put too much pressure to the audience 

and scare them away (Simon 2010). The other extreme is that organization and its empoyees 

are not ready to participate fully and openly with audiences. This is often true, so it is very 

important to design the participation in a way to suite the needs of both audience and art 

organization or an artist. This is why many authors write about different levels of participation 

or depth of collaboration. These levels define not only the difficulty and complexity  of tasks 

that are required from the audience, but also the freedom and power that cultural organization 

is giving away to the audience (the power scheme will be discussed under the next title). 

Here, I will present several typologies of participation level or types. 

In the book “Participatory museum” author, Nina Simon, defines four levels of participative 

practice, ranging from contribution to the hosting (Simon, 2010). In each level, control is 

transferred to the audience and participation rises:

• Contribution is the case when visitors are invited to provide specified objects, 

actions, or ideas (by the organization or an artist) to a process which is designed and 

controlled by  the organization. Various open calls, idea boards, open blogs and 

similar are examples of the contribution. It is also the most common practice. 

33



• In collaborative participation, visitors join the organization much earlier when their 

ideas and desires can shape the overall design of the project/event. Example of such 

practice is the Illegal cinema project by Belgrade based Teorija koja hoda 

organization in which audience is creating a programme of the movie evenings and 

give presentations of movie to be watched.

• Co-creation is defined by the author as a process in which “community members 

work together with institutional staff members from the beginning to define the 

project’s goals and to generate the program or exhibit based on community 

interests”. It reflects a longterm relationship between the institution and the 

community  where the organization is completely oriented to satisfy the needs of the 

community. This type of participation also means a smaller number of participants 

and a longer preparatory phase.

• Hosting is a form of participation in which the organization hands over all their 

resources and control over the results to the community members and act as a host 

for the project or event. This is often the case with cultural centers in Serbia and the 

region though this strategy has to be designed and delivered with more focus, 

because the quality of the hosted events inevitably shapes the image of the 

organization. This type of participation is more related to the organizations with their 

own exhibition or performance facilities, equipment and spaces.

Another useful typology has been created out of the benchmark project of citizen engagement 

with arts in the US and Britain (Brown, 2005). In this model, author starts with the 

participative forms of engagement (first three elements) and ends with the passive forms:

• Inventive Arts Participation - engages the audience in an act of artistic creation. 

Creation is unique and personal and participants have the freedom to contribute as 

they like. 

• Interpretive Arts Participation - is defined as “a creative act of self-expression that 

brings alive and adds value to pre-existing works of art”. 

• Curatorial Arts Participation – encompasses activities of selecting, organizing and 

collecting art, usually  by voting and commenting, according to “one’s own artistic 

sensibility”. 
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• Observational Arts Participation is a more of a traditional forms of experiencing 

art, but the “observer” has some kind of knowledge and thus expectations about what 

he or she is going to experience.

• Ambient Arts Participation - a long way from active participation, this means 

being “surrounded” by the art without the possibility to select, contribute or shape 

the experience and without any former knowledge (like seeing the graffiti art or 

street art performance, etc.). 

The third typology  of art  engagement is given by two independent researches with only a 

slight difference, one by MTM  London and other by Synovate, another British research 

agency (MTM London 2010, Synovate 2009). This typology is oriented towards online 

activities, but still offers a valuable insight into various modes and models for actively 

engaging audiences with the art. Some elements may be treated as crowdsourcing or full 

active participation. In this model, elements are not in a hierarchy, but more depicting aim and 

nature of various types of engagement:

• Access is a form of engagement that covers a range of activities aimed at directing 

people to arts events offline. It  is centered around discovering what’s on, filtering 

opportunities and planning attendance or participation. This is the most common  

type of activities and it is exercised by the most of cultural organizations with less or 

more success.

• Learn is usually  a next step closer to the art piece. It  refers to a range of educational 

activities. A lot of people feel more confident about going to a theatre, when they 

have more information about the artist, company, their history, influences, styles and 

experiences of visitors. Learning also refers to acquiring info about creative 

techniques needed for participation. iStockphoto has a big and detailed knowledge 

base on disposal for every user of the website to read and learn in order to create 

better photos and upload them later to the site. This form of activities prepare 

audience for the main activity or an event and position them as an educator.

• Experience “refers to an activity where the user is experiencing the full creative or 

artistic work online”. This doesn’t mean watching a clip in order to preview the art 

work, but rather watching a whole work or experiencing an event from a “distance”. 

This is kind of substitute to the live experience and it is not that popular with arts. 
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However, conferences, workshops, fairs and other types of cultural events find this 

kind of activities very useful, since the idea is to share the information, experiences 

and knowledge with a broader audience. The presence and sensory experience is not 

that important because the esthetics is less developed and viewing a lecture for 

example from home is not that much different from the live experience than, let’s say 

with theatrical performance.

• Share refers to the various community activities in which visitors share similar 

contents, experiences and opinions with others in relation to the experienced or yet to 

be experienced event.

• Create or Participation (in the model of Synovate) is and active participation 

activity which “involves the use of the internet to assist with the creative process 

itself”. There are numerous projects that offer the possibility  for the users to create 

their own creative content in relation to the content of other users or not. Sometimes 

users can also remix or reshape the existing content. It is present mostly in 

storytelling or literature (http://www.1000000monkeys.com collaborative storytelling 

project), music (http://soundcloud.com), photography (http://www.flickr.com) and 

videos (YouTube). 

It is important to notice that in all models, the most  active participation has the most chances 

to be rejected by the users because it is demanding. “Active online participation in the arts has 

limited appeal for most people. Only keen ‘leading edge’ enthusiasts with special artistic 

interest feel this is something they would enjoy doing on a regular basis. On the whole, people 

prefer to experience the arts as spectators rather than creators.” (Synovate 2009). The more 

participatory practices also demand organizations to be more open and to give away the 

control tools. It is up  to every  organization to choose and adapt the level of engagement for 

their specific needs and needs of their audiences. 

Crowdsourcing as a strategic tool

As mentioned earlier, crowdsourcing activities help  organizations to connect with their 

audience, dig stories, ideas and impressions, create ideas and establish communities. Of 

course, this may not  be the aim of every  cultural organization. This is why, here, I would like 

to discuss the relation between crowdsourcing and different strategic directions and 
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organizational cultures of cultural subjects. For this, I will use the 7 parts typology of 

developmental philosophies by professors Milena Dragičević Šešić and Sanjin Dragojević 

which include (Šešić and Dragojević, 2005): 

• the organisation that generates and discovers things: a laboratory; 

• the activist organisation: a meeting ground of ideas;

• the learning organisation: a learning ground;

• the organisation that creates knowledge: a research ground; 

• the entrepreneurial organisation: a workshop; 

• the trend-setting organisation: a studio of new trends, a novelty seed bed; 

• the earning organisation: a stock exchange of marketing ideas.

Existing cases and logic direct that crowdsourcing is likely  to emerge in the laboratory, 

research, trendsetting and learning types of organizations. The organizations that generate 

and discover new ideas are the one that are oriented towards innovation and their surrounding 

sees them as creative hot-spots. Their leaders are usually  charismatic personalities who set up 

an open and publicly accessible structures. Those organizations have an all-time open calls for 

the recruitment of new employees and ideas. They look into their surrounding and recognize  

ideas worth sharing. This is why crowdsourcing is suitable strategy  often used by those 

organizations. Example of such organization can be TED conference, world leading 

conference for the cutting edge knowledge in areas of arts, technology, design, media and 

entertainment. 

The learning organizations are also likely to implement crowdsourcing as an activity which 

helps them become a nerve centre for the flow of knowledge offering them a constant input 

for learning. 

Perhaps the type of organization mostly associated with crowdsourcing is the organisation 

that creates knowledge. Wikipedia is probably a synonym for such organization which is also 

very often said, owing their success to the acceptance of collaborative new logic of 

functioning, later called by them wikinomics. Being open for the constant clash of ideas and 

arguments, a trait historically related to science, knowledge generating organizations are 

providing a common ground, a space, for various participants to bring in and discuss their 
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opinions. For ideas, there are no outsiders, this is why  crowdsourcing is the most used 

technique of successful organizations of this type.

Trendsetting organizations are the often ones that successfully combine knowledges, 

management models and solutions from various fields, like some of the creative industry 

representatives, which enables them to be always a step ahead of their rivals. They find ideas 

everywhere, faster and more effective than others. They are also publicly  accessible, open and 

very popular. In order to reach and involve large numbers of people, they  often use 

crowdsourcing as a tool. Example of such organizations could be iStockphoto or a media 

giant BBC. 

Even though these types of organizations are the most likely to develop all kinds of 

crowdsourcing activities, it is not a strictly related to them. In order to take a broader look at 

the possible use of crowdsourcing in various organizational situations, several management 

strategies that may include crowdsourcing will be presented. The selection of strategies is 

made based on the list of possible strategies for cultural organizations proposed by Šešić and 

Dragojević (2005). 

Crowdsourcing can be successfully  used when an art  organization chooses on of the following 

strategies based on the specific needs:

• Strategy for the diversification of resources through co-creating or/and hosting 

various activities and programs proposed or even organized by the audience/visitors 

through an open call;

• Strategy of audience development by accessing and building strong communities as 

well as approaching new audiences accustomed to interaction and active 

participation through crowdsourcing;

• Strategy of education and transfer of knowledge can make use of crowdsourcing to 

attract new knowledge and experience and create a open platform for sharing;

• Since crowdsourcing allows organizations to create programs on the web, without 

spatial limitations, it  is very useful as one of the tools for strategies of 

internationalization and decentralization of activities;

• Strategies of engaging the public compile various mediation and interaction tools 

and have a goal to raise the visibility of an organization by involving the wider 
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public. This is why  crowdsourcing activities are specifically  suitable for this kind of 

strategies since, if designed well, it  has the power to engage large numbers of people 

and thus raise the visibility of an organization behind it.

Co-creating experiences

In the so-called experience economy, products are upgraded or even replaced by experiences 

and companies are more and more compared to theaters (Pine and Gilmore 1999). Product is 

no more only  functionality  and technology, it is a sum of emotions, values and meaning that 

company, designers and users attach to it (Füller et al 2011). This trend is bridging the two 

worlds of art and business where the focus of both becomes the meaningful experience and a 

memory of it (Boswijk et al 2007). In this part I will present several researches in area of 

marketing that focus on experience creation that could be valuable for the arts management as 

well, while bearing in mind that business based experiences and research findings cannot be 

automatically translated to arts and cultural management.

Inside the concept of the experience creation, participation and co-creation is the sine qua 

non. The chain of value and experience creation is no more firm-centric (Prahalad et al, 2004, 

Füller et al, 2011). It  is loosened and opened up  to involve customers (audiences) in both 

creation of experience and extraction of value. This opening up  creates what Prahalad and 

Ramaswamy (2004) call the space of potential co-creation experiences. 

Important question to cultural organizations that want to engage their audiences in 

participative and collaborative work is how to design this collaborative space: how to reach 

audiences, how to engage them in interaction, which tools to use, how to set up priorities, etc. 

In a research of business co-creation of experiences, Prahalad and Ramaswamy (2004) offer  

an initial framework for the setup of participatory practice in business. They call it blocks for 

consumer-company interaction:

• Dialog, which they  describe as “interactivity, deep engagement, and the ability and 

willingness to act on both sides” in order to reach a certain common goal;

• Access to information and resources - dialog cannot happen if two sides are unequal;

• Transparency, in oder words openness and sincere attitude;
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• Risk-benefits, meaning that both sides jointly perceive, analyze and discuss risks 

and benefits and decide upon these conclusions.

When a company  is willing to crowdsource say a design of a new product or idea for a new 

service, it is very important to develop a platform for the interaction and contribution of ideas, 

but more than anything, a possibility  for community  building. But communities are not grown 

without a reason, a lot of effort is needed to create one. The key reason for customers or any 

other type of participant to join a community created around a product (or an artwork?) is the 

compelling experience of being a community member (Füller et al 2011) and this means 

collaborating, self-expression, sharing thoughts and feelings, interacting with like-minded 

peers, discovering new things, etc. 

According to a recent research of Füller et al (2011), compelling experience of participation 

and co-creation arise from three main factors:

• Autonomy, meaning the freedom to make one’s own decisions about the quantity 

and scope of contribution and qualities of the output which in other hand means that 

companies have to avoid excessive control and guidance;

• Competence which is provided by the quality and contribution of other participants, 

by the rules of the competition or an open call as well as the relevance of the 

company or other entity which issued the call;

• Task enjoyment, as the most important factor, is the personal feeling of joy and 

motivation while investing time and effort in realizing a task and responding to an 

open call.
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Limitations and obstacles
Despite many benefits, participation and crowdsourcing as a form of it is not without 

shortcomings. First of all, if crowdsourcing is in its essence a child of internet than its 

application is highly dependent on communication culture and level of information 

technology development. This means that  internet penetration, economic standard for buying 

computers and equipment and computer literacy are all limiting factors.

On the theoretical level, participation is often celebrated as a democratization of media, as 

awakening of masses, etc. But this is not always the case. “In contrast to the romanticized 

narratives spread in popular discourses, participatory culture is very  heterogeneous and 

characterized by a plurality  of different configurations that are affected by many, often 

contradictory, interests. It is also not helpful to glorify  the ‘Davids’ battling the industrial 

‘Goliaths’” (Schaefer, 2011). 

Third problem with participation, especially mass scale participation as crowdsourcing, is that 

the average overall quality of the contribution by the participants is relatively  low. There is a 

well known rule for that: so-called 1-9-90 rule (or the 1% rule). It means that on the internet, 

9% of people will contribute in a small extent (vote or comment), 90% will be mere 

spectators (lurkers) and only 1% will make a substantial contribution (McConnell, Huba, 

2006). This means that to achieve a level of quality  crowdsourcing project has to attract 

thousands of contributors, a number no so easily reached in smaller communities and cultures 

(for example Serbia compared to the US).

Even more questions rise when one tries to implement crowdsourcing is culture and art 

mainly because it originated in mainly  business environment. Using crowdsourcing as a 

method of art production questions not only the basic communication model artist - audience 

where artist or ensemble delivers all the content and meaning to the audience, but the very 

significance and position of artist as an administrator or curator of a sourcing process.

Other limitations of participative projects are enlisted in a very recent research with cultural 

practitioners with the experience in online participative projects in Britain (MTM  London, 

2011). From the organization point of view those are:
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• Lack of skills and resources to develop crowdsourcing platforms of a high quality, 

because more interaction means more expenses of programming and website design;

•  Tight time schedules - a number of interviewees of the research expressed that 

setting up collaborative projects takes a lot of time;

• “Not for us”: a number of organizations feel that online engagement with audiences 

are simply  not their “cup of tea”. They feel that some other organizations, with more 

experience in modern technologies, would do the job much better and exclude them 

from the game;

• Finding funds and partnerships for the development of crowdsourcing projects is 

often a big issue since the overall experience in such practice is rather modest and 

only occasionally recognized by the art funds.

Amongst the audience, online participative projects are also often rejected for many  reasons. 

Another research, this time interviewing audiences, have mapped the following issues 

(Synovate 2009):

• If the projects are designed to be on the internet only, than there is a broad opinion 

that experiencing art online is a second rate experience much worse than the live 

version, mostly because the location of art experience still plays an important role as 

a special and devoted ambience for art;

• Part of the low experience is the fact that it  is happening as an anti-social activity -

good part of ambience for the experience of art are other audience members, like 

visiting an opening of an exhibition, participating in an workshop, going to movies, 

visiting a festival, etc;

• Participatory projects often attract a vast number of contributions (just take a look at  

Youtube) ranging very much in quality. While some people successfully  go through 

the site and select what they  like, there are also those that don’t feel confident to 

make their choices and judge what is good. They need some kind of guidance, so 

they  prefer a live content which is happening inside the institutions who preselect 

and legitimize the content before the exposure.  

• Technological constraints are still an issue especially in a less developed regions 

what diminishes possibilities for using crowdsourcing for the decentralization of 

cultural activities.
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• Many good crowdsourcing projects or websites are relatively  hard to reach on the 

net, due to the enormous number of websites. Some skills are needed in order to find 

those sites. 

Finally, when it comes to creative crowdsourcing project there is one general concern. Most 

of the creative output which is produced, presented and maintained via various on-line 

platforms by crowdsourcing projects is distributed freely to the world. Take YouTube, 

Wikipedia and other just as an example. This immense creative capital is used by various 

parties in a whole range of ways - as an entertainment, as resources for learning, as 

infotainment. Still, some part  of the usage is for profit. Visibility and global awareness of the 

gigantic YouTube community  is exploited mainly by the YouTube, not by the community 

itself. Of course there are some royalties for authors, but those are usually very  low on the 

internet (take a look at the music industry case here). 

This same danger, same logic of extracting the value from the commons, can be traced to a 

much lower, local level and to the sphere of arts. Imagine a group of young artists creating 

public space murals in a small town during an art colony. After the work was done, city 

officials take the credits for the development of youth-related activities in the city. The point 

here is that although crowdsourcing is largely about the free access, creative commons should 

not be left free for the political and commercial interest to earn credits and money for it. The 

value of artistic work should not be forgotten even if it is exchanged for free. 
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Case Studies
In this Chapter, the goal is to analyze and present four cases of crowdsourcing projects and 

activities. Those are three international crowdsourcing projects and one which is realized in 

Serbia. Information about projects is collected from research papers and books, internet 

resources and from the interviews conducted with the interviewees of this research. 

Finding the right balance: BBC’s Video Nation 
project
In 1992 BBC started a nation-wide video campaign called Video Nation. The idea of the 

project was to equip a number of “ordinary” members of the audience with cameras (about 50 

of them), offer them technical assistance and support and ask them to shoot their “ordinary” 

life. The raw material was later edited by the BBC crew and made into shorts. These short 

videos, about two minutes each, were aired before the news in a random order, showing lives 

of various people across Britain. The reactions of media, audience and participants was more 

then great. It was a citizen journalism on a large scale. In the year 2000 project was cancelled 

after some 1300 short were produced and shown on television (www.bbc.co.uk/videonation/

history. In 2002, 250 of best shorts were posted as an archive on the web. The archive gained 

visibility  and web based space offered new opportunities to the audience and authors - more 

info about videos and authors, comments and interaction. The learning part also evolved to 

include a series of short lectures and tips on making short movies. Until 2011 many more 

movies were made and Video Nation website became a popular video community.

The success of the project was huge and it made clear that even television audience can be 

and wants to be active and that with some support, audience can make not just high quality 

media content, but  a surprising and thought evoking range of messages and meanings. The 

success of the project was that it used the right methodology  for the right purpose. The goal 

was to emphasize, signify and make visible every day life of ordinary people and diversity of   

living experiences of contemporary Britain (Carpentier 2003). To reach that, producers made 

some right moves. They  decentralized the power structure, they’ve shared control and risks 
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and empowered participants to make their own decisions and portrait  their own lives the way 

they  felt  right. On the other hand, they  were not left alone. They  were equipped with cameras, 

but more importantly, they were offered training and constant technical and production 

support from the producers. At the same time, the most  demanding and skill-intensive part, 

the editing of the videos, was in the hands of professionals. There is a good equilibrium in  

amateur-professional relation, where they truly act  as partners on a common mission. This 

resulted in authentic and different video experience of ordinary  British life in high quality. As 

Guardian reported “The immediacy of these programmes is entirely  different to anything shot 

by a crew. There seems to be nothing between you, not even the glass...” (project website). 

This is exactly the quality that crowdsourcing projects are capable of providing. Uncensored, 

inspiring, authentic, sincere, diverse and different media and artistic content. The quality issue 

has to be dealt with the right shape of educational toolbox.
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Making art everyone’s business: Artists taking the 
lead
In 2009, Arts Council England together with with London 2012 and the Arts Councils of 

Northern Ireland, Scotland and Wale has attributed 5,4 million pounds for the Artist Taking 

the Lead project (find more about the project on: http://www.artscouncil.org.uk/about-us/our-

plan-2008-2011/london-2012/artists-taking-lead). The idea was to bring closer the spirit of the 

upcoming 2012 Olympics to the people of Britain by  using art  as a medium. They have 

commissioned 12 artistic projects, one in each of the region, representing all the nations, 

religions and geographic areas. Not surprisingly, 8 out of 12 winning projects were 

collaborative, crowdsourced arts projects. From inviting people to contribute a dear wooden 

object to the construction of the ship, over hosting creative community-based workshops in a 

deserted DC9 airplane to displaying poetry and organizing on-line tournaments on LED 

displays placed on top of the bus shelters, focus of the artists was to engage people in creative 

ways into constructing big artful events, rather than creating isolated art pieces.

As one of the artists says, “there is a creative potential in everyone” (Alfie Dennen, project 

Bus-Tops). So, these projects were aimed at making this immense, but hidden, creative energy 

visible. This is the power of crowdsourcing art. In the spring of 2012, 33 LEDs displays will 

be placed on top  of the bus shelters all across London. They  will transform the previously 

unspotted and undesired surfaces into open, public canvases for the artistic expression of 

hundreds of people. At the same time, these, so called Bus-tops, will be entertainment and 

excitement for thousands of people waiting for the buses, watching them from the balconies 

and windows of the surrounding buildings and so on. Although Bus-Tops project is planned in 

details, many of the concrete visual content is left  opened. As project lead, Alfie Dennen 

(www.bus-tops.org), explains, they wanted to open source the project and the displays so that 

people are free to find new and unexpected ways of using the surfaces (canvases) and express 

themselves through the project. Artists hope that  by engaging people into reshaping the visual 

experience and the usage of the displays they will transcend the sense of ownership  of the 

displays to the ones who will most benefit them, Londoners. 

It is often the case that various art pieces, in public spaces or not, get forgotten shortly after  

the opening party or an exhibition. The problem is that they are somehow imposed over the 
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space they are shown in or the community  that experiences it. In crowdsourced or 

collaborative projects, the community  is the one to create it and reshape it over the time. The 

initial creator of the art piece gives the initial spark and starts the conversation, the rest is up 

to the participating audience. In that way  the art piece grows together with the community and 

becomes a part of it. In relation to the art piece, audience becomes more than a spectator. Like 

Brian Irvine, the co-author of another Artist Taking the Lead project says “You were not only 

there, but you were a part of something”. In their project, called Nest, people of Northern 

Ireland will be invited to donate a personal item or an object, together with an explanation to 

be built into a big structure, an art installation, which will become a central point for the big 

community-based musical event performed by the locals of Belfast.

These cases show us that for certain types of art projects, specially ones that aim at inspiring 

and fostering creative potential of many  people or ones that aim to engage large number of 

people into discussion and rethinking of a specific social topic, collaborative and participative 

approach towards building the project is most likely to gain desired amount and quality of the 

creative and critical response.
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Artist as the audience - democratizing art critique
In the spring of 2010, in an old quarter of Belgrade, in the cultural center Rex, a group of 

people came together to talk about the specific work of art. The art presented was the work of 

Aleksandar Zograf, popular Serbian cartoonist. Although this may  seem rather usual, there 

were some uncommon things about that talk. Those people were not artists and critics only, as 

it would be expected. In stead, there was a mixture of followers, friends or family members, 

fellow artists, journalists or simple passers-by present in that room that evening. The artist 

was present as well, but not to speak about his art, but rather to ask questions about it and 

listen. 

In the project Artist as the Audience dividing lines of realms of on-stage and off-stage are 

wonderfully  blurred to emphasize that  the roles of artists and audiences are constantly 

alternating, that every artist  is the audience and every audience member skillful enough to 

freely express his or her personal experience of an art piece. 

The author of the project is Boba Mirjana Stojadinović, Belgrade based artist, art manager and 

co-founder of an art collective DEZ ORG. Miss Stojadinović shared her motives for starting 

the project in the interview:

Our primary motive to start the Artist as the Audience project was to discuss art with 

other people. […] The exchange of opinions in this forum tends to contemplate social 
reality that the pieces of art come from. We want to focus not just on art, but on social, 
economical, historical, cultural and artistic situation that we all dwell in.1

In this project, every aspect is well thought to support and engage the audiences, who ever 

they  may be, to join the artists on their quest of self-expression. So far, in the first  two 

seasons, project has drawn together people to discuss the work of nearly twenty artists. As 

Mirjana says, the audience was never lacking. If we know that exhibitions are mostly  empty if 

we exclude the opening night, than talking about exhibitions has every  potential to be a total 

disaster. But in the case of this project, it’s not. One of the reasons for that, is active 

participation of everyone present:
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One of the important motives is also ''democracity'' of the forum where everyone 

interested in the specific piece of art or conversation is invited to participate, where 
experts in arts - usually a few curators and theoreticians - don't have any advantage in 
relation to other people with different education, interests or age. Following this motive, 
the forum really brings together many different people whose opinion otherwise 
wouldn't be heard in public and which is unspoiled by technical terms and empty 

phrases, which are quite undesirable in that setting and moment.

The issue of equality  between the artist  and the audience, which will be discussed in details in 

the following chapters, is so crucial to the participatory  practice. Still, it is not an easy 

achievement. Many participatory  projects end up  as massive production of artist’s initial idea, 

making audiences as passive, from the conceptual point of view, as a traditional theatre play 

for example. In this project, the basic concept was to loose the hierarchy  and open the 

infrastructure. The audiences were made artists who present their points of view as 

professional critics would. Before every meeting, everyone interested receives a list of 

questions the artist would like to hear responses to. Once the discussion is opened, the 

structure is put out of the way from the free expression. But this basic decision to make the 

project participatory and to offer every participant enough free space has to be sincere and 

made from the start. These foundations are further upgraded by the other aspects of the 

project like the communication strategy. This is best shown on the project’s web page which 

is transparent, accessible with abundance of free downloadable recordings, calls, reviews, 

photos, etc. For the end, Mirjana offered her inspiration for the project which shows the 

determination and true motivation for audience active engagement:

The crucial point of Artist as the Audience project is the reception of the piece of art, the 
experiences it provokes in the spectators, what they take home, to work, into their 
relationships, how they are enriched with it or changed. I believe in those processes and 
I believe that every human being possesses equal sensibility to it and I don't believe that 

experts in art are in any way exclusive in that process. 
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TheJohnnyCashProject.com - collaborating to 
admire
Ain’t No Grave (Can Hold My Body Down) is the last studio recording of american rock idol 

Johnny Cash. It is a highly personal account of the artist in his last days. The album, Ain’t  no 

Grave was released posthumous in 2010. Same year, experienced crowdsourcing and data 

artist, Aaron Koblin, teamed up with programmers and music producers to create a mass 

collaborative work of art that would pay the tribute to Cash, based on that song. The idea was 

to take the archived clips of Cash, mix them into a music video, cut  8 frames per second and 

invite “the crowd” to make their own artistic interpretations of these static images using an 

on-line drawing software. All the contributing images would overlay the main video and 

change the overall look and feel of the clip to express personal experiences and emotions of 

participating amateur artists. The Johnny Cage Project is a visual testament, “a virtual 

resurrection” of the artist made by hundreds of his fans, in the way  they feel close, by drawing 

the tiny  yet personal contribution to the project. So, again, crowdsourcing is used not just as a 

tool, but as a metaphor that glorifies the legacy of Johnny Cash and show the mass admiration 

of his fans towards him. The methods fits the idea brilliantly. 

From this basic participatory  idea, the project further evolves. Transparency and democratic 

decision making as principles are left intact. Everything is transparent and controlled by  the 

participants. Every  participant freely  chooses which frame to interpret. Multiple 

interpretations are visible on the final work enabling spectators to choose and rate all the 

existing ones and decide which one will be presently  displayed on the main video. So the 

audience is both a curator and producer. All the existing work can be mixed and displayed in 

various ways according to the personal taste and style. For example, video can be seen from 

the directors point of view, it can be in a pointillist style, an abstract style, realist style and so 

on. It is a very interesting solution for the overlapping of the work, which is inevitable in such 

a project. This is really important. Despite the many points of view, in the final work, the 

whole range of personal contributions and experiences of Cash are still visible. The work 

managed to represent the dynamic and rich diversity of the participating audience, which in 

turn goes back to the initial idea of personal testament for the legendary artist.
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Methodology
Aim of the research
The aim of this thesis is to analyze current state and trajectories regarding participatory art 

practices and more specially crowdsourcing in arts and culture in Serbia and globally, to draw 

a parallel between the two and offer recommendations for the improvement of crowdsourcing 

implementation in the Serbian cultural scene. Based on that, the research is comprised of the 

following elements: (1) a desk research of broad theoretical framework of crowdsourcing 

and participatory art practices including analysis and discussion based on science papers, 

reports, blogs and books (Chapter 1), (2) case studies aiming to analyze successful practices 

of crowdsourcing in culture and arts (Chapter 2), (3) a field research and presentation of 

opinions and experiences of artists, leaders of cultural organizations and experts on the 

subject (Chapter 4) and (4) a set of recommendations for cultural practitioners and policy 

makers for improving the participatory  practice and use of crowdsourcing in culture and arts 

(Chapter 5).

Considering the aims, main research questions of thesis are: 

Question 1: What  are the current trends and issues in the participatory  and crowdsourcing 

practice in Serbia and abroad?

Question 2: What are the main benefits and shortcomings of using crowdsourcing in culture 

and arts?

Question 3: What are the actions, models and ways which would lead to better usage of 

crowdsourcing by Serbian cultural organizations? 

Research tools
Crowdsourcing in culture has been a rare focus of academic research world-wide. In Serbian 

and regional context, this problematic has never been researched. The primary concept of the 

research was to map and evaluate the existing practices of crowdsourcing in art and culture in 

Serbia. To do this, field research was designed using the questionnaires os the tool. Those 

51



were distributed to some 70 independent cultural organizations in Serbia which are mapped as 

the independent cultural network of Serbia by another research (more about that  sample in the 

Research sample part) most of which now form the official Independent Cultural 

Organizations Association. However, the response was inadequate for the research to be 

conducted, mainly because of two reasons. First is that only  5 answers were received, which 

is less than 10% of the sample, despite the official support of some representatives of the 

Association. The second was that  even those answers showed that  there is a very little 

knowledge and practical experience of crowdsourcing projects. Assumption is that the low 

interest of organizations to be part of the research is again to be related to the little experience 

in the subject. This is why the research was modified and re-focused on the broader issues of 

participatory and collaborative practice in art with smaller number of research subjects which 

are known to have the basic experience and interest in the topic. The methodology and tools 

were also modified to be more flexible and opened.

As an initial research of the topic, the research used various methods of both theoretical and 

empirical nature in many  related fields. The research begins with the cross-disciplinary 

theoretical research focused on researching participatory  practices in general and 

crowdsourcing in particular in the field cultural management, media theory, marketing 

research and communication studies. The research also implements the method of case 

studies of representative crowdsourcing and participatory  practices in art and culture in order 

to base the final result on successful practical implications of the theoretical conclusions. 

The main part of the thesis is a field research using semistructured interview as the most 

flexible and opened method for discovering stands and views of artistic community in Serbia 

towards the use of crowdsourcing and other participatory practices. Findings of those 

interviews will be a good starting point for many future researches of the topic. In the end, 

thesis offers recommendations for cultural practitioners and policy makers on how to 

improve the existing practice of participatory and crowdsourced art.   
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Research sample
Interviewees of the research are belonging to one of two groups. First are the experts, 

meaning that they are culture and art researchers interested in the topic of audience 

participation and development and management of participatory projects. They are also 

members of academic community, working at the faculties and research institutions for 

culture, media or arts in Serbia.

Second group is consisted of artists, curators, art project  managers and producers working in 

the independent culture scene in Serbia. This means that they are gathered around some of the 

organizations that are part of the newly founded Association of Serbia Independent  Cultural 

Scene. This pool of NGOs and institutions was first mapped and researched through the  

“Non-institutional Agents of Cultural Policy In Serbia, Montenegro and Macedonia” project 

initiated by Predrag Cvetičanin in the year 2009 (Cvetičanin, 2011). That  research 

investigated cultural organizations outside the public system of culture - mainly non-

governmental organizations, nonprofit  clubs and artist associations in three countries of the 

region. In total, research covered 112 organizations with questionnaires and interviews 

researching mainly  organizational capacity, main problems they are facing, cooperation with 

various stakeholders and their assessment of current and future trends in cultural policy on 

various levels. Criteria for selection of organizations was (Cvetičanin, 2011):

• That they are not founded by the state;

• That they  independently create their strategies, organizational structure and ways of 

decision-making;

• That they are nonprofit;

• That they are financially independent from the state or any other subject and

• That they  are mainly dealing with contemporary art  (organizations dealing with 

cultural heritage are not taken into account).

The interviewees of my research are coming from the organizations that were also the part of 

mentioned research. This sample is adequate for the research because those organizations are 

expected to be acquainted with contemporary  trends in culture and arts management due to 

the fact that their funding often comes from abroad and they have usually developed 

cooperation with international organization more than public cultural organizations. Thus, it is 
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expected that crowdsourcing, as a relatively new praxis, will be more applied by  these 

organizations. It is important to notice that above mentioned research is used only for the 

definition of the research sample as a pool for finding the best interviewees possible. The 

research wasn’t investigating relationship  and cooperation with audiences in any way (it 

covered cooperation with the media, partners, donators and business sector). 

In the end, this is the list of participating interviewees:

Cultural practitioners:

Uroš Radenković, Cultural center GRAD, Belgrade

Nebojša Milikić, Cultural center Rex, Belgrade

Milica Pekić, NGO Kiosk, Belgrade

Višnja Šijačić, CK13, Novi Sad

Boba Mirjana Stojadinović, Dez org, Belgrade

Experts:

Smiljka Isaković, PhD, professor at the Faculty of Culture and Media, Belgrade

Aleksandar Brkić, research fellow at the University of Arts, Belgrade

Ana Gnjatović, research fellow, Faculty of Music, University of Arts, Belgrade

Expected results
This research is expected to produce answers to the following questions:

• What are the experiences of crowdsourcing and participatory art in Serbia?

• What are the benefits / shortcomings of crowdsourcing in culture?

• What are the obstacles and challenges of implementing crowdsourcing in culture?

• What kind of projects, ideas, decisions are suitable to be crowdsourced?

• What is the role of artist / cultural organization in the crowdsourcing process?

• What should organizations do and what leadership styles to use to successfully 

manage a crowdsourcing activity?

• What is the role of policy makers in supporting participatory practices?
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Limitations
Researching crowdsourcing as a topic is rather complex and challenging. First of all, 

crowdsourcing as a theoretical construct originated outside of academic circles and definition 

of it is very  loose. Many  questions are without answers: What is crowd? Is it defined by the 

number of members, or by complexity and depth of relationships amongst members of the 

crowd? Some of the typical examples of crowdsourcing include vast numbers of completely 

unknown people with no relation whatsoever like Wikipedia, others only  few dozens. There is 

also o question of means and methods of contribution or “sourcing”: does it have to be digital 

and on-line like in the most of cases or crowdsourcing is not  completely dependent on internet 

and can happen in live communication setting? 

Apart from the general research of crowdsourcing, challenges of its research on the Serbian 

cultural scene are also various. Since it is not  a very  well known practice, it  is very hard to 

distinguish it from other interactive forms of art and cultural communication like the 

community  art, participatory art, art collaboration, immersive art forms, web art, etc. This is 

why the research had to be, in some instances, directed towards more general topics such as 

the audience participation in general.

In the end, the lack of previous researches of not only crowdsourcing in Serbia, but the lack of 

research interest in audience participation and development in general is a final limiting 

factor. 
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Discussion
This research has involved interviews with six representatives of independent cultural 

organizations and two experts. In the semi-structured interviews2, goal of the research was to 

find and discuss most challenging issues related to crowdsourcing and participatory art in the 

Serbian cultural context. Views and experiences expressed by  interviewees were later cross 

referenced with most common topics that are found in the theoretical discussion. In the 

discussion that follows, my aim is to present  various and often confronted views on the issues 

and offer my own contribution to the discussion. 

Issue 1. Audience participation and the ideology of 
self-sufficiency 
Historically  seen, audience participation is not a novelty for the Serbian cultural scene. In the 

Federal Socialist Republic of Yugoslavia cultural policy model was very much based on the 

participation of audiences in all of the art forms, in the crafts and folklore activities. In those 

times state operated Houses of Culture (Domovi kulture), Movie Clubs (Kino klubovi), 

Culture and Art clubs (KUDovi) were meeting places for young and experienced artists, 

amateurs and professionals. Those were incubators of many great artistic achievements that 

happened in the 60s and 70s. Audience participation was embedded in the very  basic, every-

day communication of the artistic community. More than that, art and cultural activities were 

much more significant to the overall public, from the smallest villages to the cities of 

Belgrade, Zagreb and Sarajevo. However, the cultural climate has changed together with the 

political and the economical situation. In the 90s cultural organizations in Serbia and artists 

were forced to devote their time and effort to find ways of surviving through the tough times. 

So, a new ideology of self-sufficiency and isolation grew to be the dominant one. This 

ideology has taken its toll on the overall cultural scene, including the relations with audiences, 

international and local partnerships, arts education, philanthropy and fundraising possibilities, 
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etc. But most importantly, from my own perspective, this has distanced art from the daily life. 

Once it became an exclusive ground for professional artists, auditorium became empty. The 

real effect of art on the society became questionable. This unsettling feeling was shared by 

almost all of the interviewees of this research. These are just two of the most striking 

accounts:

In general, I find the art scene in Serbia to be completely self-sufficient, self-satisfied 

and uninterested for the audience and for the vary art the produce as well as for the 
social context of it all. The whole scene is so incubated and dis-attached from the world 
around it, so it doesn’t come to me as a surprise that the direct links to the audiences 
are lost.
Ana Gnjatović, composer, performer and PhD student, Faculty of Music, Belgrade

Cultural organizations were in some extent forced to turn to themselves. Thus, the 
audience disappeared from their projects. One of the justifications was the fact that the 
artists and the organizations had to pay all attention to their survival. That's why the 
central aspect of art, that is to say, the relation between the artists, their projects and 
the audience became totally neglected and other minor matters came into focus. And 

when all the work is done and the reports are being sent, everybody seem to be content, 
but the results are, as a matter of fact, pitiful. Only because the project affected too few 
people.
Aleksandar Brkić, research fellow, University of Arts, Belgrade

On our cultural scene, there is a hegemony of an ideology of self-sufficiency. [...] Until 

the art is integrated in everyday life and every individual's reflection, we will deal with 
the audience's passivity.
Nebojša Milikić, Rex, Belgrade

In the interviews with both experts and practitioners, it became clear that there are many 

reasons for such state. One of them is the education in general, and in the arts in particular. 

An artist's education is very significant for forming an attitude towards the art 
participation. There are not many disciplines in art that focus on collaborative projects 

and on preparing young artists to do such work. The biggest problem that affects young 
artists is that they come from so called individualistic disciplines and they have many 
difficulties communicating their ideas with other people. And they justify themselves 
with the way they were taught by their college professors, who encouraged them not to 
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share the meanings of their work, saying that the artist is not obliged to do so. I think 

that is not true. Besides, they keep and grow their insecurity by setting barriers towards 
the audience. The major problem lies in education, where they never had a chance to 
communicate their ideas with others and to develop the relation with the environment. 
Aleksandar Brkić, research fellow, University of Arts, Belgrade

Apart from the education, the overall climate on the cultural scene has been unsupportive 

towards collaboration and audience participation. Cultural policy, although poorly defined, 

doesn’t strive to bring the art back into the communities, but  sees it somewhere outside, or 

better said, above the ordinary. Art is rather an exclusive achievement of very talented 

individuals who deserve support because of that. In contrast to that, actual European cultural 

policies are emphasizing amateurism, community  art and community work of artists as a one 

of the crucial pillars of cultural system. This was presented in detail in the first  chapter of this 

thesis. Previously presented case of Artists taking the lead (in Chapter 2) is just one of 

hundreds of projects with such core idea. In Serbia, such projects are very rare. However, the 

good news is that newly established bonds with european countries, either through 

partnerships or funding, are directing many organizations and individual artists towards their 

surrounding communities. Cultural policy  expert, Aleksandar Brkić sees the orientation of 

artists towards the community as a necessity for the future:

Actual cultural policies in european countries show that the administration as a 

precondition to financing the artistic projects, forces artists to participate in community 
life and to share their works with the local communities; to give workshops for children, 
to involve elderly people, etc. That will have to be incorporated into our system, as well.  
Aleksandar Brkić, research fellow, University of Arts, Belgrade

He also points out that the interesting part is that this element of community involvement in 

the cultural life has been a common practice of many cultural institutions decades ago, but it 

is now lost in a great extent. The new communication technologies, new channels of 

fundraising and art production are calling for the opening of the cultural infrastructure (the 

term coined by Tom Fleming) and for the collaboration both amongst organizations and with 

the audience, in much larger extent. The circumstances are calling for a new collaboration 

based concept of creative production. Nebojša Milikić, the head of Belgrade based cultural 
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center Rex, calls it the change of the production paradigm, from the industrial to the more 

contemporary one, suited for the art of the new century:

A great deal of contemporary art production is oriented towards rather passive and 

consumer audience. That's not at all bad, but it's old fashioned. We should step out of it. 
But by doing so, we are led to the mere questioning of the concept of art itself. It seems 
as if you cannot seriously question the process of production without seriously 
questioning the very concept of creation. Only after the paradigm has changed, one can 
change the process of production. 

Nebojša Milikić, Rex, Belgrade

On this journey towards the new participatory practice, many practical questions have to be 

answered. The following issues offer some of the possible solution and many dilemmas. 

Issue 2. Motives for the collaboration
Many researches have been focused on the motives for which organizations or individual 

artists undertake participatory art projects and open up  their creative processes to their 

audiences (Antrobus, 2010, Gunatillake, 2008). This issue is equally important to the 

interviewees. As mentioned before, there are many reasons for actively involving audiences. 

The most important motives are social inclusion of marginalized groups or other specific 

groups (youth, elderly, etc.), audience development, building of visitor relationships and 

attracting free work that could be done by the participants (in forms of volunteering). In the 

interviews, it became clear that another set of external motives, coming mainly from 

international funders and artistic circles, are equally  important. The fact is that participation 

and community involvement is a trend at this moment. In many  agendas of European oriented 

cultural foundations and funds active involvement of the audience in as many phases of the 

work as possible is a high priority. Interactivity, participation and community  work are 

becoming one of the hot words in project applications. 

Even though there is nothing wrong with supporting collaboration and participation, if it  is 

forced, it can turn into something else. Sometimes guidelines for applicants are the most 

important motive for participatory practice. This is wrong. This view is best described by 
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Mirjana Boba Stojadinović, artist and author of Artist  As the Audience project, one of the 

interviewee who’s experience and interest in participatory  art  practice is respectful without 

any doubt:

Participatory art projects in Serbia, or better said in Belgrade, are mostly not more 

than one way communication between the organizers and participants. In such projects, 
it is only audience that experience the change, the transformation. Organizations are 
changing and adapting solely to fit the requests of their “superiors” - financial 
institutions, cultural organizations or individuals who provide artists or organizations 
with some sort of means, financial or any other. 

Boba Mirjana Stojadinović, NGO Dez org, Belgrade

As expressed by  another interviewee, the agenda cannot substitute the real desire for 

collaboration (Nebojša Milikić, Rex). Involving audiences just because of the fashion or 

financial benefit, does not produce a good participatory work of art. Same is for the inclusive 

projects where feeling of participants’ disability is the most important motive. In these cases, 

it is common that the participation is often artificial and participants might feel used and even 

more distanced during the process. Further more, one bad participatory  experience may act as 

an inhibitor for many  possibly good experiences. Collaboration has to be honest and sincere. 

This notion is very well acknowledged by the most of the interviewees. 

Milica Pekić, an experienced cultural manager and art curator is specially interested in 

collaborative and participatory art projects which she develops and administrates as one of the 

founders of Belgrade based cultural NGO Kiosk. In the interview, she also expresses her 

thoughts about the forced participation and points out that the artistic freedom is sine qua 

none:

To tell the artists - now you have to take some interest in the audience, to include it in 
your works - it makes no sense if the artists themselves don't have that need. [...] It is 
quite legitimate for the artist to sit alone in their atelier and do whatever they want. 
(Milica Pekić, Art historian, NGO Kiosk, Belgrade)

Participation should be, more than anything else, a free choice. The desire to interact and co-

create with the audience on the making and presentation of the art piece comes like any other  

creative stimuli, spontaneously. Both artists or cultural organizations and audiences should 
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feel the need to experience and discover the other side and create the common creative 

process. Participatory art  is a team sport. Otherwise, it is better not to engage with it at all! 

Claire Antrobus in a recent study (2010) discovered that  the best motivation one could have 

for this kind of projects is the motive to create a great piece of art together with the audience. 

Glueing the participation and interaction on top of the existing piece of art or a cultural 

project because of the external motives, will only create a monster and narrow the 

possibilities and expression of both artist and the participating audience. In a good 

participatory practice, audience engagement is not a tool for making the art piece desirable.  

Like Aleksandar Brkić, said in the interview, interaction should be the aim of the project from 

the very beginning:

There are some projects where participation is just as one segment of work, added to an 

already existing art concept. They treat the audience as if they were actors who do not 
take part in making the screenplay, just play their roles. In real participative projects 
the audience is included from the beginning. Unfortunately, I know too few projects like 
that in our country.
Aleksandar Brkić, research fellow, University of Arts, Belgrade

However, this doesn’t mean that participatory trend in culture and arts is all artificial and 

imposed. To the contrary. Many great participatory  art  projects (in form of crowdsourcing or 

not) are launched every day. The technology and current social trends have formed a fertile 

ground for cultural and artistic participation on mass level and it  often not just produces great 

pieces of art, but enables many great experiences, creates active communities and supports 

cultural institutions and artists. Building the experience and trust in participatory  art praxis is 

a process that has started not that long ago. So it has still to offer many answers, both practical 

and theoretical. 
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Issue 3. Audience ability and desire to participate
For centuries, the way that the audience reacts to an art piece has been an important  issue. 

Debates about taste and habits of audience and its acceptance of different art  forms or works 

are ongoing. In the participatory  and crowdsourcing art projects, this is exaggerated because 

the result, be it a performance, event or an art installation, depends largely  upon it. Hence, 

there is a great fear amongst cultural practitioners and artists that  their calls for participatory 

projects won’t  turn out as planned. There are many things that might go wrong: insufficient 

number of participants, weak understanding of the project idea, refusal and unexpected or 

inappropriate contribution being just some of them. So, for many cultural organizations in 

Serbia, these fears are too inhibitory. There is a sense that the more an organization opens up 

to the audience, the thing will go worse. So, it is better to keep the audience on a safe 

distance. For more than a decade now, audience is too often regarded as passive, uninterested, 

uneducated and lazy. In the interview, Ana Gnjatović, Belgrade based music performer and 

composer, talks about many situations in which the responsibility  of the project failure is 

transferred to the audience:

Most often, the problem is with the art piece it self and the way it was conceptualized. 

Artists are very often disappointed by their participatory projects and they unfairly 
blame the audience for that. The audience was not active enough or intuitive enough... 
The problem is to what extent are the project creators sincere in their democratic 
approach. 
Ana Gnjatović, composer, performer and PhD student, Faculty of Music, Belgrade

Decades of cultural impoverishment and proliferation of global mass media content of low 

quality have made Serbian public much less interested in art than it used to be. But in what 

extent? Can we really  say that lack of desired audience is to be blamed for all the problems in 

the cultural field? In the end, who is to change that and with what kind of attitude? Even if the 

audience is uneducated, making the walls higher and thicker won’t  solve any problems, but 

make them worse in stead. Amongst the interviewees, I have found many critics of such 

attitude towards the audience (Milica Pekić):

We continuously underestimate the audience. The audience in Serbia was manipulated 
by certain market driven forces for years. Of course it was affected by it. But I think 
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there is still a need for a quality program… The thing is that the institutions that create 

cultural programs, commercial or non-commercial, underestimate the audience. 

Kiosk is just one of the cultural organizations who’s experience shows that reality about the 

will and capacity for active and meaningful participation of the audience in Serbia is pretty 

good, despite the overall negativity. In fact, many cultural organizations in Serbia are having 

great and supportive audiences willing to participate and many interviewees have pointed that 

out in the interviews (Mimart, Grad, Rex, CK13 and other). 

The reasons for audience participation in projects and regular functioning of some cultural 

organizations are numerous. First, participation brings the audience members closer to the 

organization and the artist they support in any way. They feel at home there, which is really 

important. They  find it easier to find information, to get best deals, to get to know artists and 

behind the scene details about their work.

Second, participants are offered a space to express political and social views and creativity 

without limitations, but with the visibility and feedback which are very needed. This is the 

power of art, to create visible, yet safe ground for discussion and expression:

Art has the ability to offer people some space free from any hidden narrative for those 
who participate. We have experienced that those who participate in our projects feel 
very free in a way. As if art offers them a safety zone in which they can speak freely 
about the things that interest them. I think the audience is very keen on participating in 

art projects. Even when they're dealing with delicate issues.
Milica Pekić, NGO Kiosk, Belgrade

Third, rising collaboration and interactivity  in many areas of contemporary  life raises the 

need for involvement in all other, like the arts. Walking through a static, unmediated, yet 

complex art  exhibition might leave the audience feeling unattended and marginalized. But it 

works the other way around as well. If all sorts of audiences feel the security  and interest to 

express themselves in the creative process, if they feel good in cultural organization, it will 

act as an empowerment and support to be active in all other areas of life. A very  good account 

is given by Višnja Šijačić, project manager at CK13 cultural centre from Novi Sad, during the 

interviews:
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Audience inclusion is also a very significant micro example. If somebody is willing to 

actively participate in an art manifestation, he'd probably be involved in some larger 
social processes. That matters to us. To move the audience and to create a habit of 
involving the audience in art projects. 
Višnja Šijačić, CK13, Novi Sad

Fourth, various crowdsourcing and participatory  art projects offer great, still free, education 

in the art related fields which are appealing to many groups.

Fifth, the great availability of the means for artistic production (cameras, music instruments, 

production software, etc.) together with attainability of educational resources on the web (e-

books, forums, videos, chat  rooms, etc) has lead to the proliferation of skillful and creative 

amateurs in all art fields. These people, present in Serbia as well, have basic artistic 

experiences. They desire space for expression. They  want their art to be seen or heard or to 

participate in a collaborative art with bigger, more visible output and with artist  capable of 

inspiring them.

In the end, participatory art projects are all communication. They are woven from the 

interactive fabric. So for it to work, trust is absolutely essential. Many participatory projects 

are over before they’ve started because the trust could not be established. It  is very important 

that cultural organizations and artists trust that there is an audience capable of rightfully 

contributing and participating in a project with at least  some cases of surprising quality of the 

contribution. Of course, this audience has to be broadened and supported, but there is one to 

start with.
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Issue 4. Liberty vs. control
It is often said that crowdsourcing projects have the imbedded power of creating diversity,  

freedom and creative liberty and empowering otherwise passive audience to become active. 

Still, things are not that black and white. Issue of free expression is relevant and problematic 

for the participatory projects just as much as for any other. Active doesn’t always have to be 

liberal as well. If the creative participatory process is not done in a good manner, it can be 

very disappointing. There are even some that find that crowdsourced and participatory 

projects offer artists no freedom at all. They  feel that forcing artist to engage with the 

audience in the participatory manner only narrows and limits the creative space and turn art 

into entertainment. Their voice, in this research, is represented by one of the participating 

experts:

Works of art are not created participatory, but individually! Enough of that populism - 

let us educate our society, use the media, stop harassing the artists and forcing them to 
be popular at all costs.
Smiljka Isaković, PhD, researcher and professional Harpsichord player

However, it  is a bit too hard to judge all the variety  of existing and possible participatory 

practices in the future based on several failed ones. Still, this highly critical attitude forces us 

to think and find the best  ways for designing and managing participation. First, it is important 

to understand where the problem comes from.

Namely, when compared to the traditional ways of creating art, participatory practice, in the 

organizational sense, has to deal with the issue of power management. Since the participating 

audiences contribute to the overall result, it  means that certain amount of decisions is made by 

them, thus control over the process is shared between the artist or a project manager and the 

participants. This is often a slippery field, because, unlike the traditional model, the process 

cannot be as planned and strict as it would be if there was no participation. On the other hand, 

participants also have to accept  that they work and express themselves or make decisions 

inside an existing framework, an artistic concept or an ongoing project, which is administered 

by the cultural organization or the artist. In some cases, this is perceived as a limitation of the 

artistic freedom, either for the artist who came with the idea in the first place, or for the 

audience that joined afterwards and wanted to contribute to it. So, sometimes, if the idea is to 
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involve the public into a creative project, just for the sake of involvement, and there is a clear 

and strict vision of both the process and the outcome, this involvement can be even more 

disturbing and limiting than the passive observation of the final art piece would be. Every 

participant, no matter how many there are (in some crowdsourcing projects it can be 

hundreds), should have their own personal space for expressing something of their own 

personal and unique. For Mirjana Boba Stojadinović, this is the biggest challenge in 

participatory art projects.

The challenge is to become aware of the anonymous crowd of people as a group of 

equal and rightful individuals which are capable of making a very unique and valuable 
contribution. And truly, many of them often do contribute. The challenge is to perceive 
the participants as and not as a material for the project. In the end, the challenge is to   
articulate and shape the final result of the project while respecting the personal space of 
every participant in a way that every individual space has the imbedded specificity - the 

idiosyncrasy.
Boba Mirjana Stojadinović, NGO Dez org, Belgrade

This is really important. Otherwise, there should be no participation. Participation is not an 

all-in-one solution for every type of artistic project. No one should be forced into it. Nor is the 

participation a strict set of rules. There is no toolbox for it. It  is not a pre-defined add-on. This 

is again nicely articulated by one of the interviewees:

There is no manual, nor a list of recommendations for it - if one works with that kind of 
audience, one should do it this way… […] That is freedom that should be preserved in 
artistic practices. Artists have no boundaries. They are neither social workers, nor 

psychologists, nor psychiatrists. They have a totally different approach to the audience 
and it differs between individual creators.
Milica Pekić, Art historian, NGO Kiosk, Belgrade

To conclude with, in the participatory  projects, the power management has to be very  adaptive 

to the fast  dynamic of the production process. The control shifts from the artist to participants 

and back, while leadership styles vary to adapt to the current situation. Finally, it  is important 

never to lose from sight that participation is impossible without shared and accessible 

decision making. 
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Issue 5. Equality and transparency
Once the creative process is opened for co-creation with the participating audience, be it 

contribution of material, performing pieces of repertoire, sharing ideas for a project or 

something else, many questions still arise. Who is the leader: artist, participants or producer 

and what is the leadership style that  fits the collaborative praxis best? Is there a difference in 

motivation amongst these participating parties? Is there an informational asymmetry  between 

them? How to deal with it? What are the ways of building trust? How are problems and crisis 

solved? Many of these questions have easier answers in other types of collaboration like 

software programming, scientific research or product development because in the arts, liberty 

is crucial. That makes planning, delegation of responsibilities and setting rules and procedures 

almost impossible. Every participant should have the right and freedom to express her or 

himself, still the outcome should be communicative, have a common massage and be 

esthetically  satisfying. This is why it is very  important to maintain the level of equality and 

awareness of the process and the outcome as high as possible to all the participating parties. 

This often requires organizations to open up the infrastructure of the project. Many projects 

have that in mind. It is common in crowdsourced and community  based art  projects that all 

the stages of the production, as well as output and its visibility are well described in details, 

but still left  flexible for possible improvements. Nevertheless, this issue is always present and 

cases of discrimination and misuse are not that rare. The research interviewees were mostly 

very conscious of it. In their praxis, they have all met various challenges of participation. 

Nebojša Milikić from Rex Cultural Center, finds that collaboration is a challenging process 

which requires both ideological and practical dilemmas to be well though of. He explained it 

with the following words:

Is the cooperation at all possible between someone who is completely versed in 

creativity and someone who makes the audience? It is questionable to what extent do 
participants really know, will and can participate and are interested in the eventual 
outcome. Can someone included in the process of creation decide how and whether he 
or she is willing to collaborate? A lay person who is not versed in any artistic field 
simply isn't equal. Creating a kind of surrounding that will make her or him feel equal 

or admitting that they're not are the only solutions. I especially dislike involving 
audience in theatre plays that know nothing about it and are completely unaware of the 
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function of their showing up on the scene. 

Nebojša Milikić, Rex, Belgrade

The feeling of equally sharing resources and exercising right to influence the creative process 

is essential for the good participatory  work. Of course, there are endless equilibriums on the  

autocracy-democracy spectrum that are suitable for each project. Some projects will be very 

opened and everyone will experience it  as desirable, while some will be less opened and more 

directed by the artist for example, which can again be good and perceived as well structured 

and planned project. It might also be that the process is too flexible and with not enough 

structure which turns into chaos. This is something that every  crowdsourced and participatory 

project has to define based on the initial idea of the project. Previously presented Video 

Nation project (in the case study chapter) has been very  opened to the participants in terms of 

ideas, shooting, topics, storytelling, almost everything, because the basic idea was to discover 

the diversity of British daily realities. Other projects like the Johnny Cash Project (presented 

as well) offer much less freedom because the idea was to bring large number of people to 

collaborate on a single art piece with a very defined message. 

In general, when it comes to building trust  and securing equality for all participants of the 

process, there are several relations that have to be though of:

• Artist - collaborating audience. In many such projects, the initiative, the sparking 

idea, is brought by the artist and he or she, having the most experience and an 

overview of the project, is the one to govern the process once the solution cannot be 

found in a different way. Still, that shouldn’t  be used as an excuse for closing the 

structure and limiting freedom of expression. It is crucial that the basic idea is based 

on the participation which inevitably  means greater freedom and less determined 

outcome.

• Artwork (or other result) - the creative process. If the previous balance is not met, 

it often happens that the process gets strict and creative space narrowed in order to 

reach initially  planned vision of the project outcome. Those cases show dishonesty 

and the trust is lost, often beyond the current project  to include the future ones as 

well. One of the interviewees stated that the good artistic result necessarily means a 

good creative process, process in which participants haven’t felt used or 

marginalized (Milica Pekić). I couldn’t agree with that more. But sometimes, 
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eventually, the good final result can conceal the flaws of the process. The negative 

feelings of the participants might never reach the audience. Was the global public 

aware of a whole variety of personal experiences of volunteers that helped build 

Olympic games in Beijing while they’ve enjoyed the final outcome? So, it is 

important to emphasize the importance of meaningful, well driven and flexible 

creative process which suites the needs of all participants. 

• Quality of the work - quantity of contribution. Crowdsourcing art projects often 

aim at being spectacular. Seeing two hundred people singing on the train station or 

performing music on a stadium is impressive, but it should not be forgotten that the 

basis of projects of such type is the personal and individual artistic expression of 

every participant. If the number is too high to allow enough space for that, than the 

project should be rethought. As Mirjana Stojadinović stated in the interview, 

participants are not material for the project. This balance of creativity and freedom 

on one side and size of the projects on the other has to be maintained.

• Participating audience - spectators. In the ideal participatory art project, the 

participants are fully aware of the process, the initial idea and the evolution of it to 

reach the final piece. Still, it  is not to be forgotten that out of the overall public of a 

certain project, only one percent is usually actively contributing to it. All others stay 

as more or less passive spectators. The final piece should be still communicative to 

all those audiences, so while it should be a personal thing for the participating 

audience, it should be relevant to the spectators as well. 

In the end, there is a question of a rather practical matter. How to create the ambience of 

equality? In most of the interviews, the notion of transparency was stressed as one of the key 

ingredients for successful collaboration. Both audience and the initiator of the collaboration 

(artist or an organization) should have equal access to the information relevant to the project. 

Other priority is the understanding and awareness of all the key aspects of a collaborative 

work by all the key participants. It means that the process should be as complicated and 

complex as far as all the participants are able to follow it, understand it and the consequences 

it may have. The worst  participatory scenario, which stands for crowdsourcing as well, is to 

have both the idea and the process together with the result entirely laid-out by the artist or an 

organization, but produced by the audience in an almost industrial manner. Although this is 
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not a rare case, the motives for such audience involvement is questionable. In the end, there is 

a warning message from one of the interviewees:

Consciously or unconsciously unskillful and careless attitude towards the audience, 

which is large and stays permanently anonymous, is based on working off of the pre-
designed assignments which lead towards the desirable result - aim of the project, 
public event, etc. As far as I can see, it seems that this practice [of crowdsourcing in 
arts] of working off a certain project is being well accepted by the power structures on 
any level - sponsors, foundations, ministries, festivals, etc. However, this compromises 

and exhausts the basic idea of communication with people who are not directly involved 
into the creation of an art piece.  
Boba Mirjana Stojadinović, NGO Dez org, Belgrade 
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Issue 6. Crowdfunding
A month prior to the collaborative photo exhibition called “Norwegian Wood”, authors Luka 

Knežević Strika and Jelena Mijić still haven’t found money to pay for their prints. They‘ve 

decided to turn to their potential audiences for help. On their site, they’ve announced that they 

will be selling their photos (the ones that are to be shown at the exhibition) in smaller formats 

for couple of euros, or specially made collector items books for larger amount. Their goal was 

to  reach the 500 euros amount they needed for their already scheduled exhibition in cultural 

center GRAD in Belgrade. Here is the one part of their call:

“This way of funding art projects is already established worldwide, the best example 

could be the website www.kickstarter.com. As far as we know, this is the first project of 
that kind in Serbia. By investing in the production of our exhibition, besides facilitating 
to make it happen, you are also sending a message that this type of financing art 
projects is possible. If this project turns out to be a success, it could be a start of a new 
model of financing the art production in Serbia, one that is not overly dependent on 

institutions, but primarily depends on audience, which through investing in projects gets 
a chance to develop the art scene, but also to curate it, by choosing which of the 
projects to finance.” (taken from: www.lukaknezevicstrika.com)

This way of funding arts and other creative and entrepreneurial activities is called 

crowdfunding. Basically, it is a very interesting and possibly  least developed and researched 

form of crowdsourcing. It is the new thing and it  is growing fast. It’s rapid growth has made it 

interesting subject for professionals in various fields, especially arts, crafts and 

entrepreneurship. Crowdfunding is an on-line rebirth of individual financial philanthropy. 

Even though it is not a real invention, crowdfunding merges the philosophy of crowdsourcing 

with possibilities of 2.0 web technology, convenience of on-line payments and the net-based 

social networking. 

The methodology is simple. Artist or an organization has an idea worth investing in. Instead 

of approaching bank for a loan, city council for a donation or a production agency for funds, 

they  call the audience for the support. In the mediated cases, the web portal like 

Kickstarter.com or Sellaband.com offer the virtual space for the presentation of the work and 

communication with the audience, modes of financial support (payment) and possibility to  

follow, evaluate and further support the work invested in. Supporters search for available 
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projects that need financial support and decide which one they want to support. The decision 

is based on the images, texts, clips and behind the scene stories presented by the artists 

themselves. They also chose how much they  are willing to pay. While amounts stay 

reasonably low, from 1 to 20 dollars in most cases, the power lies in the number of people that 

gather around those sites. They also developed some measures of security both for artists and 

funders. The project has a time limit and a set  amount to be collected. Once the deadline is 

over, if the sum is collected, money goes to the projects, if not, nothing happens. What do the 

“funders” gain? Special privileges. Like the signed copy of a book, limited edition of a T-shirt 

or a front row seat. But more than that, they gain the feeling that they’ve been at the place, 

next to the artist when the thing happened, when the art or invention of every other kind was 

created.

Although very little research has been done in the fields of art  and culture, it is already 

happening. From 2009, Kickstarter.com, US based crowdfunding portal for arts and creativity 

has generated 13 million dollars in the first two years of it’s existence. With their A New Way 

To Fund & Follow Creativity slogan, they’ve helped thousands of artistic projects all over the 

world to get financial and moral support from their audiences and kickstart  their projects. It 

might be a tiny share of the overall arts market, but it  is not meaningless. Many authors see it 

as revolution in funding the arts which opens a new plains of freedom and liberty for the 

artistic process and new levels of audience participation. This may be over-exaggerated, but it 

would be very promising to see crowdfunding evolving into a solid, additional channel of 

funding the arts on a global level. On the positive side, authors claim that crowdfunding 

enables both artists and audiences to “bypass the middle man”, banks and production studios 

or foundations in other cases. This is supposed to give the artist  a new liberty  in the creation 

of the an art piece. Still, I find this questionable. Sources of funding have always influenced 

creative process that follows and it will always be like that. But larger number of possible 

funders enable artists to choose the one, best suitable for the work in mind. 

From my personal perspective, crowdfunding is a powerful model because it encourages 

creation of supporting communities and starts dialogues inside of them, from the very 

beginning of the creative process. Once the audience recognize the artist and his idea as 

something potentially  good and make a decision to financially support it, it  is likely to follow 

the work as it evolves. It draws attention to artists and art  pieces and the creative work behind. 
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It also encourages the audience to do the research, to learn, to assess, evaluate and comment 

on art. This is all crucial not just for the education of the audiences, but for the repositioning 

of the arts in the broader social context.

When it comes to the case of Serbia, things are not that bright. Although interviewees in the 

research are very well familiarized and some of them quite experienced with participatory art 

practices, crowdfunding was a novelty  for almost all of them. The cases of crowdfunding in 

Serbia are very  rare. Institutionally they are non-existent. On a personal level, there might be 

couple of such attempts like the one mentioned before. On popular international sites for 

creative crowdfunding like Kickstarter, Sellaband and other, to date, there are no applicants 

from Serbia. The reasons for that are various. First, there is a fear that the audience is not 

willing to pay. It is common to hear that theatre ticket priced at 3 or 4 euros is too high. So, 

than there is a question why would anyone give such money  to an artist who has only an idea 

so far. Second, there is a feeling amongst cultural workers and artists that the art should be 

funded by the state. This kind of funding is treated often as the best one. If we take into 

account that state centered cultural policy as been practiced in Yugoslavia for decades, than 

this is not  that  surprising. Third, as mentioned previously, there is an attitude that the audience 

has no real taste for “good art”. So, if it is to choose and direct the funding, only the populistic 

culture and art would get the support (as discussed in the previous parts of the text). Than it 

would mean that the true liberal arts will disappear and turn into commercialization. Fourth, 

asking for money from the audience for many  artists feels humiliating, like bagging. One of 

the interviewees expressed her dislike of the concept in a following way:

We have the need for a proper state funding, for investing of larger percentage of the 

budget in culture - as it is in Europe - making better project selection… That makes the 
basis and every beneficent act is quite welcome, but it does not solve the problem. […] 
Donations are also welcome, but we shouldn't organize a good pianist's concert in 
Kolarac by collecting charities in a hat. Let us bring art it's dignity back!
Smiljka Isaković, PhD, researcher and professional Harpsichord player

These fears are in some extent based on the poor reality of cultural life in Serbia. However, 

they  are also a consequence of decades long ignoring, disrespect and marginalization of the 

audience, their competence, needs, habits and desires. So, if the relationship with the audience 

is lost, than it  is expected that  artists and cultural organizations feel afraid of being in any way 
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dependent of it. Once the audience decides about the funding, it decides about the relevance 

of an organization or an artist in the community. For many organizations, that have been 

closed for the audiences in decades, this is truly  horrifying. But, like Višnja Šijačić, project 

manager at cultural center CK13 from Novi Sad said, crowdfunding is the way  to test  the 

credibility of an organization in the society. 

However, this is not the only problem. Sometimes, there is also some misunderstanding of the 

concept. Crowdfunding is important not because it is a completely  new cultural policy model 

which will further jeopardize state funds for the arts or replace them, but because it broadens 

the existing model. It creates new possibilities. It offers one of all the other possible funding 

scenarios - for those artists and audiences that feel they might benefit from it. It is not a 

substitute, but rather a supplement. And it  is not the only one. Free Culture Forum, 

international forum which focuses on researching and advocating for artistic and citizen 

freedom, published recently a How-To for sustainable creativity in digital age. They  have 

mapped 12 new and emerging economic models, one of which is crowdfunding. Others 

include: Pay for what you get, Pay for a Plus, Advertising, Private investment, Freemium, 

Contributions, Public funding, Collective Financing System, The Commons and Public 

Domain and Commons-based strategies (one can read their guide in details here). 

Crowdfunding is important because it draws attention back to the audience and just like 

crowdsourcing unveils their creative potential, it discovers the financial one. Of course, like 

every  new game, there are new rules to be learned and many questions to be answered. 

Artists, but especially cultural organizations will have to adapt to the new game, and sooner 

they  accept it, they will become better in it. Nevertheless, this new game will be not an easy 

one. For many artists it will be a challenge as one of the experts noted:

The challenge of crowdfunding is in placing the artist on a new stage, a stage of 

uncertainty, where can easily happen that not enough people back up the idea and that 
the failure creates a negative reputation of the artist.  
Aleksandar Brkić, research fellow, University of Arts, Belgrade

Still, for most of the interviewees this is very clear and they are very  positive towards this 

new trend. Although there is always some doubt, based on their attitude, I would say that 

there is a whole breed of cultural organizations in Serbia that are ready to take the challenge 
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of crowdfunding and establish even deeper relationships with the creative communities they 

have established around them. Two most important aspects of crowdfunding perceived by 

them are (1) the freedom it  offers because and the lack of background and clear context of the 

funds and (2) the interest of the audience it might spur. One of the practitioners interviewed 

expresses her attitude towards the crowdfunding idea:

Every type of financing, no matter how liberal it may be, brings some kind of a context. 

Whereas financing from the audience is free of it. ... [Crowdfunding] enables a great 
deal of independence for artists which is enormously important. Plus it creates a group 
of people who feel involved with the production of an art piece. This is a fantastic 
model! I am not sure about it’s application here [in Serbia], but everything can be done 
if enough time and effort is invested. 

Milica Pekić, NGO Kiosk, Belgrade

Another interesting perspective is that the crowdfunding may  contribute largely  to the 

opening and transparency  of cultural organizations. Once they start depending on the 

audience in larger extent, it  will be impossible to hide financial information, personnel, plans, 

problems and future ideas. 

Getting a donation from individual contributors is much more challenging than getting 
one from the foundations and companies… You have to approach them (the audience) 
with the same amount of energy every time, to be prepared to answer different questions 
and to be much more transparent. Every time the audience is included, transparency is 

very important. People are suspicious, because they were not seldom deceived and 
betrayed. […] That's the only way to include people into something. Everything else is 
hypocrisy. One invites people to join both in creating programs and in financing them, 
but on the other hand doesn't want to give them some relevant information… Both sides 
need to be outspoken. The audience has to be ready to join in, to understand and donate 

and the organization to every time answer the questions, both financial and 
organizational.
Višnja Šijačić, CK13, Novi Sad

Existing cases of crowdfunding show that it is absolutely dependent on transparency  and 

accessibility of information. No one wants to give, not even a dollar, for something they don’t 

know anything about. 
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This might lead to the overall opening of the cultural infrastructure which is in turn a fertile 

ground for collaboration and building of trust. It is reasonable to expect that the creative 

community  will thus get more dynamic and collaborative than it is now. It is a goal worth 

striving for. Dollar by dollar. 

76



Crowdsourcing 
recommendations
In the previous chapters we have discussed the genesis and development of participatory 

practices in art and crowdsourcing in particular as well as the theoretical implications and 

practical experiences of various participatory and crowdsourced activities and projects in 

culture and arts mostly in Serbian and European cultural spaces. We have shown benefits and 

shortcomings and highlighted challenges of such practice. In this, last  chapter, idea is to offer 

guidelines and recommendations for successful implementation of crowdsourcing principles 

in art and culture. These recommendations are tailored for the broad range of cultural 

practitioners in Serbia, from amateur to professional art organizations, dealing with any topic, 

from social issues, over education to high artistic achievements. Other set of 

recommendations is designed for policy makers, because I find them highly important as the 

ones who are to support and offer incentives for making the participatory  turn on the Serbian 

art scene.

Recommendations are made based on theoretical research, personal contribution of many 

cultural practitioners world wide, experiences drawn from the interviews conducted for this 

research and conclusions offered by the analysis of successful cases.
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Recommendations for cultural organizations and 
artists
Crowdsourcing activities are still kind of a novelty for most of the organizations in culture 

and arts. Many of the worlds museums, galleries and cultural centers are having their first 

crowdsourced activities online or offline in the past few years. Their experiences are a 

valuable insight into the management of participative activities. In this part, the goal is to 

summarize the most important issues that organizations face when engaging in crowdsourced 

projects. These issues are presented as the elements of successful crowdsourcing 

management. The theoretical references are based mainly on the work by Govier (2010), 

Antrobus (2010), Ledbeater (2006), Gunatillake (2008) and Howe (2008).

1. Clear collaborative leadership. 

Crowdsourcing projects involve a whole range of participants, with various backgrounds, age, 

gender and artistic sensibility. This is why this kind of projects may turn to chaos and reject 

possible users. They  have to be lead, but in a collaborative way (Govier 2010). As for the 

style of leadership, many  authors agree (Leadbeater 2006, Antrobus 2010, Govier 2010) that it 

requires a range of different approaches for different situations. “Jimmy Wales, the instigator 

of the Wikipedia project, when told that his creation is a triumph of democracy refutes this. 

Instead, he says it is one part  anarchy – all sorts of odd things happen, one part democracy  – 

everyone can participate, one part meritocracy – the good material rises to the top, one part 

aristocracy  – lead users dominate and one part  monarchy  – in emergencies he exercises 

executive control.” (Leadbeater 2006). As discussed in the previous chapter, management of 

crowdsourcing projects, as in any other type of participatory practice, has to maintain the 

good balance of clear leadership  and flexible structure, because it is of the highest priority to 

leave enough freedom and space for decision making to the participants.

2. Clear tasks. 

The diversity of ideas and approaches in crowdsourcing is not only  inevitable, but also highly 

desirable. Still, participants want to invest  their time and effort for something they understand 

and easily  relate to. Going through the jungle of explanations and rules and wasting hours on 

understanding them will most probably  chase people away. “Make it too open and without 

clear rules, common purpose and informed facilitation and any such process is likely  to end 
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up as a mess. Make it too closed however and it can feel exploitative and the potential value 

of collaboration partners will be quickly lost” (Gunatillake 2008). 

3. Simple tasks. 

A good crowdsourcing project has simple rules, but also simple and doable tasks. For some 

projects of this kind, if the idea is to create a single piece (e.g. a storyline for the movie, a 

flashmob or an encyclopedia) than the overall output of the project should be broken into 

many small pieces, adequate for each person to give a contribution. A whole sea of this kind 

of projects can be found on the Amazon’s Mechanical Turk, a portal through which anyone 

can take a small piece of work and contribute to some bigger job. This is important, because 

the common goal is to make a big collaborative work, but not everyone can rise up to the task 

of creating one. This is why the work is cut in smaller pieces to fit  the potentials of the 

participants in order to avoid them feeling incompetent or unaware of the overall work.

4. Offering various depths of interaction. 

Since crowdsourcing involves various people, it is good to realize that every participant has 

potentially a different approach, as a consequence of his or her available time, motivation, 

skills, knowledge, etc. Some people would like to spend couple of minutes to experience and 

vote or comment, while some would invest much more effort to make a small contribution 

and some are willing to spend hours every day for the project and become forum 

administrators, curators, promoters and so on. So, it is good to devise different tasks or roles 

ranging from very  simple to very difficult and time consuming in order to reflect the diversity 

of participant’s approaches. As Antrobus states: “Roles are not fixed and people play different 

roles in different contexts. The challenge, then is to offer a range of participatory  activities 

that appeal to all – not just those at  the extremes of the spectrum (creatives or 

spectators)” (Antrobus 2010).

5. Openness. 

This notion has been discussed in this paper many  times, yet it is crucial for the success. 

Every  collaborative work depends upon skills and knowledge of collaborators. If we expect 

large number of people to participate in our project, than it  is very important to  open our 

working practices (Antrobus 2010), share knowledge and experience with them and make 

everything transparent and inviting for the potential participants. When making this important 
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step, organizations are actually becoming educational centers, not the supreme sources of 

knowledge, but a common ground for sharing knowledge and experiences. In any way, 

organizations have to be highly supportive and sincere towards participating audience. 

6. Equality. 

Often when we have a complex project with many participants, like it is the case with the 

crowdsourcing projects, decision-making can become difficult, because of the multiple goals. 

One is to create a good output, second is to support participants and make them feel good and 

help  them develop, third is to give space for employees or artists to express and  lead and, at 

the end, organization should have a benefit as well. In these case it is important to treat all of 

the goals as equally  important. “Art and audience are equally  important and it is the role [of 

cultural organizations] to support both equally” (Antrobus 2010). Otherwise some party is 

likely to feel used or privileged in a discriminative way.

7. Pluralism. 

Diversity  of views and artistic approaches is essential for a successful collaborative project. 

By enabling pluralism of attitudes, art organizations become “places where through looking, 

thinking and talking about art we explore, discover and express our identities, as individuals 

and as part of society” (Antrobus 2010). This role positions organizations in the middle of a 

community  where they finally receive loyalty  and respect. To reach this, organizations should 

“loosen their grip, share authority, and be open to challenge – and above all offer real 

opportunities for shared opinions and shared work” (Lynch, 2011).

8. Trust and partnership. 

Opening up  the organization and handing over the control can be made only  if the 

organization trusts the community  to engage on the project with best intentions. The network 

of trust has to be made in order to organize such activities. This will most  likely bring changes 

to the organization. 

9. Incentives. 

In crowdsourcing projects it is important to think about the motivation of the participating 

audiences. The incentive can be financial or  in kind. Still, it is much better to motivate 

participation by designing tasks for participants in a way  to benefit them. People are likely to 

engage with the project if they can learn something, express their creativity  or different 
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opinion, get access to places, people or events they  couldn’t access otherwise, socialize, 

discover new things, etc.

10. It is all about communities! 

In the end, it is important to notice that successful crowdsourcing projects at their very  core 

have the notion of sharing and exchange between large groups of participants directed 

towards a common goal. The biggest reward a wikipedian (active wikipedia contributor) can 

get is a respect in the Wiki community  (Wales 2005). As Jeff Howe notices, it is the society or 

the community of users that gives meanings to the production (Howe 2008). This is why  it is 

important to change the logic of designing projects from the top-down approach to the 

collaborative one. Fleming calls it the transformation from “infrastructure for you” (for the 

audience) to the “infrastructure by you” (Fleming, 2009). This means leaving some things 

open and loose and engaging audiences in recreating, shaping and directing projects and 

activities in directions they feel the best and empowering them to take the active role in it.
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Recommendations for policy makers
It is a well known fact that many  cultural organizations tailor their projects to fit  the agendas 

of various funders, on local, national and international level. Thus, directions set by the 

funders largely influence the work of artists and organizations, regarding both topics and 

issues as well as methodology applied. At this moment, participation and community 

involvement are amongst the high priorities for most of the international funding bodies. 

When evaluating art projects it all comes to the multiplication effect which is measured by 

direct active participation and indirect effects, again measured by the number of people that 

have been affected by the project. So it is easy to see that participation as a method produces 

those desired results, mainly big numbers of people, which can later on be used to support 

future funding of organizations. 

On the other hand, on local and national level in Serbia, methods of assessment and priorities 

are all different and those seldom include any  kind of audience participation. Projects are 

rarely evaluated and analyzed in enough details, nor does the quality of the work expressed by 

the evaluation documents change any probability of an organization to receive financial 

support in the future. There are even cases that cultural organizations do not provide 

transparent and detailed enough reports at all. 

Both international and national funding mechanism show certain failures and in this part, goal 

is to sum the recommendations for policy makers aimed at supporting and guiding 

organizations to foster the audience participation and crowdsourcing practice in the best 

possible manner.

1. Evaluation, evaluation, evaluation

It is clear and obvious for many cultural practitioners and experts that developing and 

applying new ways of audience development and engagement (crowdsourcing being just one 

of many), has to be supported by the local and national funding bodies.  Such attitude was 

expressed in almost all of the interviews conducted for this research (in the previous chapter). 

More then two decades of marginalization of cultural and art  activities and passivization of 

the audiences are a heavy burden for any director of cultural organization. The paradigm of 

collaboration, participation and active audience involvement have to be built  from the ground, 
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from the educational institutions onwards. In order to reach that, cultural policy  makers have 

to realize and institutionalize the need of real, objective evaluation of the artistic and cultural 

activities. Further, parameters for the evaluation should include the effect the work produces 

inside the community, for the community. This is the only  way, if we want to see arts and 

culture moving from the peripheral place in our society. 

2. Taking a critical stand

Participation, collaboration, co-creation, active audience, crowdsourcing... In the cultural 

practice those are the the phrases that are part of the current trend and fashion. Funders ask for  

them, cultural organizations hope to achieve them. But what is the measure of the 

participation? Is it expressed in numbers. Many art galleries justify their existence based on 

the number of visitors per month. Many participatory art projects state number of people that 

have commented, viewed, shared or liked their events, posts and responded to their calls. 

However, does the participation always mean real involvement, expansion the artistic and 

citizen freedom and effect on the community? 

Evaluating participatory projects is not easier than evaluating a piece of art. Parameters often 

became subjective. Still, when proposing the application of participatory  methodology, 

funders and policy  makers should be ready  to critically  analyze the quality  of the participation 

that was realized and all the subtle processes that happen when, let’s say, one hundred young 

people meet and perform series of flash mob performances. If the evaluation of participation 

comes down to the mere quantity of people involved, the artistic potential can be lost and 

replaced by the entertainment. As mentioned earlier in the text, the practice of participatory 

projects in general and crowdsourcing ones especially (because of the large numbers of 

participants), has to be continually  rethought, critically analyzed and carefully  modeled in 

order to maintain the balance between the quality  of the work and number of participating 

audience. 

3. Creating educational and sharing platforms

Although active involvement of audience in one way or the other is the aim of many funding 

agendas, cultural practitioners still find it  hard to make it happen in the real circumstances. It 
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has been mentioned in the previous text, that organizations and individual artists experience 

many fears and obstacles for audience participation. Further, participation is problematic and 

very complex even in the best cases. Despite of all that, the education of both artists and 

potential audience is not existing. This is why good implementation of participatory practices 

requires open and supportive forums or platforms where people could hear, learn, ask, teach 

and tell everything they  find to be relevant to the topic. Collaboration to train collaboration is 

essential. 

The goals and guidelines of such platform should be:

• to introduce the basic ideas and concepts of numerous participatory  methods as well 

as many successful practices for creation, presentation, promotion and funding of art 

and cultural activities;

• to offer support and practical know-how for anyone interested to engage the 

audiences in a good manner;

• to keep practitioners up to date with latest achievements of such practice both on the 

national and broader international level;

• to enable the space for sharing experiences which would lower the fear of such 

practice;

• to create a peer to peer learning system for participatory art.

4. Supporting the use of digital technologies

There is still a generation of cultural practitioners that are not skillful enough when it  comes 

to using digital technologies and web 2.0 possibilities for actively involving their audiences. 

At this moment, many  of the worlds museum are offering free smartphone apps for their 

visitors which enable them to expand their visitor experiences beyond the limited space and 

time of the museum visit. Still, many organizations in Serbia, but in Europe as well, are far 

from such practice. Their training and learning of such technologies should be supported by 

the financing schemes in the culture. New knowledge and good implementation of it would 

not just make those institutions trendier, but make them more accessible and opened for 

artists, partner organizations, funders and audiences.
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5. Fostering crowdfunding benefits

Crowdfunding of arts and creative enterprises is on the rise in the world. However, it is not 

without difficulties, not even in societies where individual givings and support for the art is 

the part of the everyday culture for many citizens. There are many issues of practical and 

economic matter, like payment options and methods and the overall lack of financial means. 

Finally, there is an issue of trust and confidence in cultural organizations and initiatives, 

because of many  cases of frauds in other areas. In those areas, it seems logical that public 

bodies and policy makers could help build the overall atmosphere in which individually 

supporting artists and organizations is needed, safe and accessible. In Serbia, internet  payment 

is still on the horizon for many years now. It would also be reasonable to offer some kinds of 

tax remedies for those who support art in this way. 
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Conclusions
In the thesis, the primary focus have been to research and present a specific and still unusual 

way of creating, producing, curating and funding art and cultural activities - the 

crowdsourcing. However, the problematic often asked for a wider focus and it often included 

the broader issues of audience participation, co-creation and collaboration. In the end, in a 

research field which is still evolving, but  very dynamic and interdisciplinary like the audience 

participation, clearly distinguishing mentioned types of collaboration are not an easy task. 

During the field research, many basic assumptions became clear, but since the methodology 

was based on the semistructured interviews, it  enabled me to discover many other issues as 

socio-political context of Serbian participatory  art practice and all the influences that are 

shaping it today. It became clear that the Serbian cultural scene, as a whole, does not have a 

clear determination to develop participatory practices. They  are used in some extent, but often 

forcefully and artificially. In general, there is a dominant self-sufficient and self-oriented 

attitude which lack the feeling and conspicuousness of broader, public needs, as well as 

international trends and developments. 

However, the interviews have shown that in this large artistic community, there are 

individuals and independent cultural organizations that are not just aware of the actual trends, 

benefits and shortcomings of various participatory practices, but also very active in 

implementing, experimenting and sharing their experiences with the surrounding community. 

Those first good experiences are lighting the way for many other to come. It is than possible 

to expect that one day, Serbian cultural scene may remember some of the forgotten 

participatory scenarios of the socialist times and regain the more central position in the 

broader social movements in the country. This is at the same time answer to the first research 

question: What are the current trends and issues in the participatory and crowdsourcing 

practice in Serbia and abroad?

Second question: “What are the main benefits and shortcomings of using crowdsourcing in 

culture and arts?” has been discussed both in theoretical part as well as in the discussion part 
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focusing more on the immediate experiences from the artists and cultural practitioners in the 

field.

Third research question: “What are the actions, models and ways which would lead to better 

usage of crowdsourcing by Serbian cultural organizations?” was the basis for the 

Recommendations Chapter where I have laid-out the most important guidelines for cultural 

organizations as well as cultural policy  makers regarding the improvements which could be 

made on a larger level. 

While this researched offered some answers to the on-going debates, it has also lead to the 

opening of many other research questions and issues. Those can be a subject of some future 

researches in the field. At the end, I would like to contribute to the academic development of 

the field by proposing a list of possible research topics and directions regarding participatory 

art, crowdsourcing and crowdfunding in culture and arts:

• Mapping and research of various types of participatory  projects based on the level of 

audience involvement in various phases of the project or types of contribution and 

tool implemented;

• Research of the audience readiness and attitudes towards the co-creative 

practices in the arts;

• Research of the issue of audience awareness on feeling of freedom of expression 

in the existing participatory projects;

• Research on the use of digital technologies for prolonging and expanding the artistic 

experience;

• Research of crowdfunding platforms and their selection criteria and tool for 

community building;

• Comparative research of Serbian and international funding agendas and the way 

they support and treat participation and audience engagement;

• Comparative research of current European participatory  practices and the ones that 

were used in the former socialist Yugoslavia, both proven to be highly effective, 

but part of two distinctly different social and political contexts. 
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Art 21 is an art related blog the hosts many bloggers, writers and academics writing on 
various topics that are respected as contemporary, 21st century trends in arts and culture.

70. The Art of With Project by Cornerhouse: http://www.cornerhouse.org/art/art-events/the-
art-of-with (Accessed 21st of July 2011)

“The Art of With is an action research project by Cornerhouse that aims to explore how a 
contemporary arts organisation should work with audiences, artists and curators at a time 
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when technological development and web 2.0 means we live in a culture of openness, 
participation and collaboration.”

71. Charles Leadbeater internet presentation: http://www.charlesleadbeater.net/home.aspx 
(Accessed on 20th of June 2011)

Charles Leadbeater is one of the leading management thinkers in areas of innovation, web 
based technologies, amateurism and mass collaboration. On his site, many interesting talks, 
remarks and links are to be found.

72. “Co-creation responds to customer desires”, says Professor Emmanuelle le Nagard: 
(Accessed on 9th of August, 2011)

This article is just one of many that appear on the eYeka blog site. eYeka is the portal that 
supports companies that wish to actively engage their customers with product development or 
other areas of work, or as they would put it: “we leverage a community of about 200,000 
creative consumers that helps companies generate creative insights, unlock innovation 
opportunities and drive consumer engagement”.

73. Clay Shirky internet blog: http://www.shirky.com
It is a constantly updated site by well known author and New York University professor Clay 
Shirky, who’s recent works include following titles: Here Comes Everybody: The Power of 
Organizing Without Organizations (2008) and Cognitive Surplus: Creativity and Generosity 
in a Connected Age (2010).

74. Crowdsourcing culture presentation http://www.slideshare.net/nightkitcheninteractive/
crowdsourcing-culture (Accessed 21st of June 2011)

Keynote of several speakers hosted by the Night Kitchen Interactive company self-declared as 
“an award-winning interactive design firm with 14 years of experience working with 
museums, science centers, and arts and cultural heritage organizations.”

75. The Johnny Cash project: www.thejohnnycashproject.com
The Johnny Cash project is a highly popular visual crowdsourcing art project imagined as a 
visual testimony to the Johnny Cash.

76. KickStarter.com, crowdfunding platform: www.kickstarter.com (Accessed on 23rd of 
August 2011)

Kickstarter is the most popular crowdfunding portal for arts and creative crafts.

77. Mission Models Money Network: http://www.missionmodelsmoney.org.uk (Accessed on 
17th of July 2011)
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Mission Models Money is self described as a “passionate network of thinkers and doers 
whose vision is to transform the way the arts use their resources to support the creation and 
experience of great art.” They conduct researches, organize meetings and conferences and 
publish various material related to collaboration and contemporary art management 
techniques.

78. Rohan Gunatillake internet site: http://rohangunatillake.com/ (Accessed on 18th of June 
2011)

Rohan Gunatillake is an influential writer and blogger interested in innovative forms of art 
collaboration and audience participation.

79. Umetnik kao publika (Artist as the audience) projekat: www.razgovori.wordpress.com 
(Accessed on 25th of August 2011)

Belgrade based project by Mirjana Boba Stojadinović which strives to bring audiences and 
visual artist closer to discuss art related topics.

80. “Your Assignment Art” article: http://www.wired.com/techbiz/media/news/2007/07/
crowd_captain (Accessed 2nd of May, 2011)

This is one of the series of articles on crowdsourcing generated by Assignment Zero project 
created by Jeff Howe, earliest researcher of crowdsourcing and presented by Wired magazine.

81. Zabuna na sceni (Confusion On Stage) project: http://www.zabuna.org.rs/home.html 
(Accessed on 18th of June 2010)

Belgrade based art project in which professional musicians along with any member/s of the 
audience collaborate on stage to create a contemporary piece of music. 
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