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MNpenctasmbamo 11. Pectuan CYT.PA, HajcTapuju
dectuman y Cpbuju koju ce 6aBu noBe3aHoLWhy Hayke,
YMETHOCTU 1 TEXHOMOrnje.

Y HajHOBWjeM 13darby UCMUTYjEMO Kako Ce OCTBapyje
Iby[CKa er3ncTeHLmja y BUPTYenH1UM NpoCcTopurmMa
nHTepHeTa. DOKYC je Ha UCTpaxunBakby MoKyLlaja aa
ce BehnHa cBakoAHEBHOT GYHKLMOHWCaba NpeHece,
MaHUbECTYje 1 KOH3yMUpa NOCPEACTBOM AUrUTaNHe
TEXHOMOoruje, Kao 1 noctojeher copTeepa 1 cagpxaja.

Hapnamo ce aa nogjeaHako 3apoHUMO Y chepy
YHYTPaLUHEr U UHTEPNEPCOHANHOT 1 OCBET/IMMO LUTa
ce [elaBa Yy Norby AMruTanHor M3mehy nojeamHua u
Apyrora Te LWTa u3patmaja U3 UHTepakLmje Ta ABa.

[a nu cy ycamrbeHoCT, ocehaj HEBUOLMBOCTH U
HEeNCNyHeHOCTW TeK Tauka Ha CNeKTPYMY UHTEp-
nepcoHanux Be3a kKoja ce U3MelLlTa y AuruTanHo y
noTpa3n 3a akTUBHW|UM CyLIaoLL,EeM CBOI aHaIorHor
,aYTUCTUYHOT CUMMTOMA” KOj\ MyMNna HecxBaheH?

A kako he ®ecTuBan 4a npyxu AurutanHo 3a40B0OSb-
CTBO? Tako WTO he NokyLwaTy NPOMULLIbaHEM U
OvjanoroM fa o4BojM ay TEHTUYHO Of N1aXHOT, LUTETHO
Ol KOPUCHOT, aHraXoBaHO O MOHETU30BaHOT.

Ha pacnonoramy cy Ham Tpy hopme:
n3noxoa, pa3roBopu N UCTPaxXMBaH-E.

We present the 11" Festival S.UT.R.A,, the oldest
festival in Serbia that deals with the interconnection
of science, art and technology.

In the latest edition, we examine how human
existence is realized in the virtual spaces of the
Internet. The focus is on exploring attempts to
convey, manifest and consume most of everyday
functioning through digital technology, as well as
existing software and content.

We hope to equally dive into the sphere of the
internal and the interpersonal and shed light on
what happens in the digital field between the
individual and the other and what emerges from the
interaction of the two.

Are loneliness, feeling of invisibility and unfullfiiment
just a point on the spectrum of interpersonal
relationships that moves into the digital in search

of amore active listener of its analogue “autistic
symptom” misunderstood mumbling?

And how will the Festival provide digital satisfaction?
By trying to separate the authentic from the fake,
the harmful from the useful, the engaged from the
monetized, through reflection and dialogue.

We have three forms at our disposal:
exhibition, talks and research.
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MBaH CTaHnh

OurntanHo
3a0BO/bCTBO

NoBpaTHa cnpera:
Op yTonuje oo auctonumje

,[.-] "Mamo naneonuTcke emouuie,
cpefarOBEKOBHE NHCTUTYLMjE U 6Oronnky
TeXHonorujy.”

Ensapa O. Buncon (Edvard O. Wilson), npogecop ca
XapBapfa v oTtau, coumobuonoruje

Ox mpBoT 3HAaYajHOT KOPaKa y pa3Bojy AUIUTATHUX
TEXHOJIOTMja TOKOM [Ipyror CBeTCKOT para, KajJla HacTajy
AUTUTAIHE eTIeKTPOHCKE pauyyHCKe MallnHe, 6110 je OoTpeOHO
JeTppeceT FOANHA Jia IEPCOHA/IHY PadyyHapy U AUTUTATHN
ypebaju mocrany fieo /myacke cBakopHeBue. Jurutansa
PEBOMNYILIMja je oYesna. 3aTUM je YCIe[UIo ¥ yMpeskaBarbe

- KOMepIijann3alija MHTePHeTa, II0jaBU/IMU CY Ce TaMEeTHM
MoOunHY ypehaju, a mHTepHeT je mocrao 6exxuyaH.' Ceer je
HOCTA0 ,T7I06aTHO ceno’.?

Pa3Boj gurntamHMX TEXHONOTHMja HECYMIBMBO j€ JOHEO
JOBEYaHCTBY OpojHe [06pobuTH, Kao u 3moynorpebe. Kaga
TOBOPMMO O HO3UTVMBHUM CTPaHaMa, HOBE TEXHOJIOTHje Cy
omoryhwuie mperusHy o6pagy, CKIafuIITebe U JUCTPUOYL]Y

BE/IMKMX KOMM4YNHa OpojeBa 1 IIofaTaka, Kao 1 ayTOMaTu3aLujy

6pOjHI/IX IIporeca y CBAKOTHEBHOM JXXMBOTY, HAyI M I TPUBPENN.

Y KOHTEeKCTy ApYIITBEHUX OJJHOCA, [I0jaBa MHTEPHETA je Ha
r7106aTHOM HMBOY OMOTryhia moBesyuBame /by/iu 1 OM3HMCA.

1 VIHTepHeT je HEKOMUKO JeleHnja 6uo npusmernja BehuHoM BOjHUX 1 MCTpa-
SKMBAYKMX MHCTUTYLMja CBE JI0 fieBefieceTux rofguua 20. BeKa Kajja Nounbe
Ipollec HeroBor Wnpermha Ha I106aTHoM HuBoy. HapaBHo, pasBoj AMTUTaTHIX
TEeXHOJIOTHja HHUje je[JMHM JOIPIHEO ToMe, Beh je 3a To 3acy’xHa U IpoMeHa Koja
je yc/euia Kao Ioc/IefnIia peopranusalije TOKoBa KaluTana u o61mKa pajga
(memenTpanusanmuja, HepopMamrHOCT 1 GIEKCUOMTHOCT).

2 Janac je 63,1 % /byau Ha miaHeTy ymMpesxeHo. (mpema https://datareportal.com,
noceheno 13. 8.2022)
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lvan Stani¢

Digital
Pleasure

Feedback Loop:
From Utopia to Dystopia

“..We have palaeolithic emotions,
Mediaeval institutions and God-like
technology.”

- Edvard O. Wilson, professor at Harvard and father
of socio-biology

From the first important step in the development of digital
technologies during the World War II, when the digital
electronic computing machines were created, it took forty
years for the personal computers and digital devices to
become a part of the people’s everyday life. The digital
revolution has begun. Networking, i.e., commercialisation
of Internet, came soon afterwards, followed by the
appearance of smart digital devices and the Internet
becoming wireless'. The world has become a “global
village”.?

Development of digital technologies unquestionably yielded
numerous benefits for the humankind, as well as misuses.
Speaking of the positive sides, new technologies enabled
precise processing, storing and distribution of a large
amount of numbers and data, as well as automatization of
numerous processes in everyday life, science and economy.
In the context of social relations, the Internet enabled
people and businesses to connect on a global level.

1  For several decades, the Internet was a privilege of mostly military
and research institutions, up until 1990s, when the process of its global
expansion began. Of course, development of digital technologies was not
the only one that contributed to that, but there was also the change that
happened as a consequence of the reorganisation of cash flows and forms of
work (decentralisation, informality and flexibility).

2 63.1 % people on the planet is networked. (According to: https://
datareportal.com, accessed on 13. 8. 2022)



C 1mojaBoM JUTMUTATHMUX TEXHOJIOTMja U MHTEPHETa MOpAJIo je
mobe n no peceroBamwa Kanuranusma. PpaHIycKM eKOHOMICTA
Kan-ITon ge Taynemap (Jean-Paul de Gaudemar) je moBogom
HacTa/lMX IpOMEeHa U3jaBMo J1a ,y CTBapH, Cajia >KUBUMO Y
1006y y KojeM je IOCTaIo jaCHO [ja KAIiTasl Of Cafia Mopa
TIOHOBO OCBOJUTM YMTAB JPYIITBEHM IIPOCTOP Of KOjeT je
IIPETXO[HNU CUCTeM TeXMO Ja ra ofipoju. Cafia Mopa IOHOBO

ia MHKOPIIOpMpPa OBO JPYLITBEHO TeIO KaKO 6J1 BUIIIe HETO
MKajla JOMUHUPAO BbuMe . [JUruTamHe TeXHOJIOTHje CY IOoCTaste
Hepas[BojuBe Off MHTepHeTa. Benuku rurantu nHpopManmo-
HMX TEXHOJIOTM]ja IIOCTA/IN Cy HajBa>KHM)U U HajAMHAMWYIHNj I
YMHUOLY KA TaTNCTUIKNX JeMOKpaTHja — CTPYKType Koje
KOHTPOJIMIIY IIPOU3BOJ Y 1 Kopuitherbe FUTNTATHUX TEXHO-
noruja. OBaKBa CUTYyallyja je, Matbe—BUILe, HEIIPOMEmbeHa ¥
TIOCTIENIbYX TPUAleCETAK roiMHA. VIHTEpHETCKO OKpYXKebe je
IIOCTAJIO II0OATHY CUMOOIT CBENIPUCYTHOCTY KallUTaIU3Ma,

ca 1berOBOM I'PaM3MBOM AKyMY/IALMjOM U IIPEKOMEPHUM
TPOLIEHEM PeCcypca, Ha IIyTy Ka MOTIIYHO YMPEXEHOM CBETY
Ol 0OCaM MU/IMjapAy JbY AN, ca JocTynHouhy eleKTpudHe
eHepruje fBajfieceT YeTUPY caTa JHEBHO.

,[IMpamunaanHe npesape rnobanHor puHaH-
CujcKor KanuTanuama, Kao 1 kerose 3abnyne,
npeTBapajy ce y nepcoHann3osaHu 061K
pomaHce.”

XuTto WTajepn

The rise of digital technologies and the Internet inevitably
led to the reset of capitalism. Regarding the changes that
took place, French economist Jean-Paul de Gaudemar said
“actually, we now live in the age in which it has become
clear that the capital must now reconquer the entire social
space from which the previous system strived to separate
it. Now, it must once again try to incorporate this social
body in order to dominate it now more than ever.” Digital
technologies have become inseparable from the Internet.
Giants of information technologies have become the most
important and the most dynamic actors in capitalistic
democracies—structures that control the production

and the use of digital technologies. This situation has,
more or less, been unchanged for the past thirty years or
so. Internet environment has become a global symbol of
the omnipresence of capitalism, its greedy accumulation
and excessive use of resources on the way to a completely
networked world with 8 billion inhabitants and electric
energy that is available 24/7.

“Pyramidal scams of the global financial
capitalism, as well as itsillusions, are
transforming into a personalised form of a
romance.”

- Hito Steyerl, Duty Free Art: Artin the Age of Planetary
Civil War
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HarosewTaju pesonyuuje

,CBpXa YMETHOCTMU je a NPYXwn XUBOTY 06nmnK.”

Bunwujam LLexkcnnp

Op nefeceTux rofyHa na cBe 1o Kpaja 20. Bexa, IIapajeHo ca
HACTAHKOM I Pa3BOjeM JUTUTATHOT XapiBepa, IPOTrPaMCKIUX
jesMKa M HeoIXofHOT codTBepa, Kpenpajy ce ¥ pasauduTy
codTBepcKyM makeTy u anary Koju he rpancopmucaTy n
YTULATV Ha aHAJIOTHE Mefuje, KYATYpY, YMeTHOCT, 3a0aBy,

I1a CAMUM TUM ¥ JOTaaIlbY JBYACKM )KMBOT. Y TOM CMUCTTY,
Moryhe je mpaTuTH 1MHMje pa3Boja U yTULAja FUTUTATHUX
TEXHOJIOTHja, Koje ce 4yecTo MehycobHo npemnhy n gonymyjy.
JemHa off TaKBMX IOYMIbE Ca Pa3BojeM BUfieo (pauyHapCKUX)
urapa Kao fie7ioM HHAycTpuje 3abase, a Koje he ce y jegHoj

of CBOjUX TpaHcdOpMalnja, 3ajefHO ca PYTUM MeAMjuMa,
nonyT AP-a’ u BP-a, 06jesMHUTY OKO MHTepHETA M IOHYAUTH
JAUTUTATHO HPOUIMPEHY CTBAPHOCT.

IIpBa ¢asa y pasBojy Bueo-urapa HoKpyusa Iepuog of
HAacTaHKa IIpBe MHTepaKTUBHE eJIeKTPOHCKe UTpe ca
€JIEKTPOHCKMM eKpaHOM 1947. ropune, IpeKo IPBUX BUIE0-U-
rapa U3 paHux nefieceTnx roguna 20. BeKa, I1a CBe [0 YCIIOHa
apKajHuX urapa cefaMpuecetnx roguHa 20. Bexa (Iloxe
(Pong) n HacTaHaK IIpBe reHepalyje KOH30/Ia 3a BUIEO-UTPe).
Crnepneha dasa mounme 1974. roguHe xaga cy Ctus Komu n
Xayapn ITanmep n3 HACA ocmucnunu urpy Mejs Bop (Maze
War) 3a Buille urpada Ha Mpexu ca aBatapuma®. Vrpanmu cy

je mpexo APITAHET-a, mpeTXoHMKa NHTEPHETA KOjU CY
pasBuI MuHUCTapCTBO Off0paHe 1 HEKOMMKO aMePUYKIX
YHUBEp3UTeTA.

3 Tlpommpena peansoct (eHI/. augmented reality, AR) wiu fonymeHa peanrHoCT je
TePMUH KOj} OIICYje KOPUCHUKOBO Bubere cBeTa MPOINPEHO KOMITjYTePCKI
reHepPMCAHUM TEKCTOM, CIMKOM U 3BYKoM. CIM9aH OBOM je KOHIIENIT BUPTYeTHe
CTBAapHOCTH, Y KOjOj Ce CTBapaH CBET 3aMelbyje BUPTYeTHUM. Y3 moMoh mpommpe-
He peaTHOCTH JUTUTanHe MHOpMaIje Cy HOCTaB/beHe IPEKO CTBAPHOT CBeTa.
UsBop: ,IIpomupena peannoct”, Buxuneduja. http://sr.m.wikipedia.org/sr-ec/
IIpommpena_peamHocT

4 ABarap je KOMIIjyTepCKM FeHepUCaH IIPUKa3 KOPUCHUKA, KapAKTepa MU TMIHO-
CTU KOPUCHUKA. ABaTapy ce KOPUCTe Kao BOAMMEH3MOHATHE NKOHE, OfHOCHO
Kao c/yKe Ha mpodumima ymMecto ¢pororpaduja. TpogyMeH3NOHATHY aBaTAPK Ce
KOPUCTE Y OHJIajH CBETOBMMA ¥ BUJI€0-UTPaMa.
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Hints of a Revolution

“The object of Art is to give life a shape.”

- William Shakespeare

Since the 1950s until the end of the 20" century, in parallel
with the creation and development of digital hardware,
programming languages and necessary software, different
software packages and tools were also created and developed
and they transformed and impacted the analogue media,
culture, art and entertainment, and by that, the people’s
lives as well. In that sense, it is possible to trace the lines of
development and impact of the digital technologies, which
often intertwine and complement each other. One of them
begins with the development of video (computer) games as
part of the entertainment industry, which would in one of its
transformations, together with other media, such as AR? and
VR, come gather around the Internet and offer a digitally
augmented reality.

The first phase in the development of video games covers the
period from the creation of an interactive electronic game
with an electronic screen in 1947, through the first video
games in the early 1950s, to the rise of the arcade games

in the 1970s (Pong and creation of the first generation of
video game consoles). The next phase begins in 1974, when
Steve Colley and Howard Palmer from NASA developed a
multiplayer game called Maze War, which was played online
using avatars®. It was played on the ARPANET, predecessor
of the Internet developed by the Ministry of Defence and
several American universities.

w

Augmented reality (AR) or supplemented reality is a term that describes

the user’s vision of the world augmented by the computer-generated text,
image or sound. Similar to this concept is the concept of Virtual Reality,

in which the real world is replaced by a virtual one. With the help of
augmented reality, digital information is placed above the real world. Source:
“Augmented Reality”, Wikipedia.org.

4 Avatar is a computer-generated presentation of the user, character or
personality of the user. Avatars are used as two-dimensional icons, as profile
pictures instead of photographs. Three-dimensional avatars are used in
online worlds and video games.



36or Hare nonynapaocty, JJAPITA® je ykuHyma beHO
urpame IpeKo Mpexe. ABatapu cy KopuinheHu 1 y aMepudKoj
MHTEPAKTUBHO] pauyHapCKOj UTPU 3a BulIe urpada Aparap us
1979. ropuse, Ha INTATO (PLATO) cucreMy YHuBepsurera
Vnunouc xoju je foHeo ¢popyme, ormacHe Tabie, OHIajH
TeCTUpabe, eIEKTPOHCKY TIOLITY, COe 3a pasroBope, jesuke
C/IMKa, TPEHYTHE NOPYKe, fe/belhe €KpPaHa Ha la/bMHY U
padyHapcke urpe 3a Buiue urpada. ITocme 1979. ronune
[I0/a3y 10 KoMepliMjanusanyje, Xapsep u codpTBep IOCTajy
MOCTYIHUjH, TIEPCOHAIHU padyyHapy y/Ias3e y IOMOBE U OYNIbe
HaIJIM PasBoj pauyHAapCKMUX UTapa, KOMIjyTePCKe YMETHOCTH
u codTBEpCKO-3abaBHUX Cafp)Kaja. YTULAj HA HOIYIapHY
KYITYPpY je cBe Behu, Te HacTajy U IPBM IIOITy/IapHY aBaTap
nukoBy nonyTt Makca Xenpyma (Max Headroom).®

JleBenecere roayHe 20. Beka cy 6uie K/by4dHa dasa y pa3Bojy
DUTUTATHUX Mefyja. [Jabu pasBoj IUTUTAIHE PEBOTYLIMjE
TOHOCHU HOBE HaJle ¥ epcrekTuBy. KoMmjyTepcka TexHomoruja
ce 'y TOM Ilepuopy yop3aHo passuja npyxajyhu nporpamepuma
HoBe MoryhHOCTH 3a Kpenpame NHOBaTUBHOT codTBepa.
Homasy o KoMepUMjanusanuje MHTEPHETA U CBET Ce MTOBe3yje
y rnobanuy mpexy. BynyhHoct o6ojena rexHodeTnmmnzmom
obehasa peBonynyjy — HOBe c1060fe, TPAHCIAPEHTHOCT
nHQOpMaLuja, Kao M KPeaTUBHOCT U YMETHOCT, Koju he 3ajenHo

YYMHUTU CBET 60/bIM MECTOM 3a KMBOT.

HoBa TexHONOTHja ¥ AUTMTaIHY Mefnju he moHeTH 1 HOBe
ecTeTcKe KaTeropuje U IMpaKce, Ia TaKO HACTAjy U IIPBU
Buptyenuu uponu. logune 1994. kpenpas je aBatap llnopn
®yumcaxu (Shiori Fujisaki) y pauyHapckoj urpuum-cumynaropy
3a gejrurr Toxumexu Memopujan (Tokimeki Memorial).” 3atum,
1996. rogune arernuja Xopumnpo (HoriPro) mancupa npsy
BUpTYyenny norn 3se3fy Kjoko Jare (Kyoko Date).

5 JJAPIIA (DARPA) je ckpahennia 3a Arenunjy Munnucrapcrsa ogbpane CAJJ
OJITOBOPHY 3a Pa3BOj HOBUX TeXHO/IOTrMja 3a BOjcKy CjeinmbennX AMepuyKnx
Ip>xaBa. Y4ecTBOBasa je y pa3Bojy TEXHOIOTHja IIOIYT padvyHapCKUX MpexKa,
I'TIC-a, BemrTauke nHTENUTEHLMje, BP-a 1 Tako mame.

6  Maxkc XeipyM je pek/aMyupaH Kao ,KOMIIjyTePCKI TeHepucaH”, aju je 3alpaBo
T0 6o rrymar; Mat @pesep (Matt Frewer) Koju je HOCMO IPOTETHYKY IIMUHKY,
KOHTAKTHA COYMBA ¥ I/IACTMYHO OJIEJIO M Cefle0 UCIIPef ITABOT eKpaHa.

7 https://www.youtube.com/watch?v=OWIKEOLdxSs

Due to its sudden popularity, DARPA® cancelled playing
the game online. Avatars were also used in the American
interactive multiplayer computer game Avatar from 1979,
stored at PLATO system of the University of Illinois, which
borough forums, bulletin boards, online testing, electronic
mail, chat rooms, picture language, instant messaging,
remote screen sharing and multiplayer computer games.
After 1979 begins the phase of commercialisation, hardware
and software become more accessible, personal computer
enter homes and computer games begin to rapidly develop,
as well as computer art and software entertainment
contents. The impact on the popular culture continues to
grow and the first popular avatar characters, such as Max
Headroom, appear.®

1990s mark the key phase in the development of the digital
media. Further development of the digital revolution
brings new hopes and perspectives. During that period,
computer technology quickly develops offering new
possibilities to programmers to create innovative software.
Internet becomes commercialised and the world gets
connected into one global network. The future coloured by
techno-fetishism promises a revolution—new freedoms,
transparency of information, as well as creativity and art,
which will together make the world a better place.

New technology ant digital media also brought in new
aesthetic categories and practices. The first virtual idols
were created. In 1994, avatar Shiori Fujisaki was created for
a computer game - dating simulator Tokimeki Memorial.’
After that, in 1996, Agency HoriPro launched the first
virtual pop star Kyoko Date.

5 DARPA is an abbreviation for US Defence Advanced Research Projects
Agency, responsible for the development of new technologies for the US
Army. It participated in the development of technologies such as computer
networks, GPS, VR, etc.

6  Max Headroom was advertised as a “computer-generated”, but he was
actually the actor Matt Frewer who wore prosthetic make-up, contact lenses
and a plastic suit and sat in front of a blue screen.

7 https://www.youtube.com/watch?v=OWIKEOLdxSs
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VcTux roguHa TIaHCUpPAaHA je U ITyIladyKa padyHapcKa urpa us
upsor muua Jym (Doom)® koja he yruiatu Ha famu passoj
PasIMYNTHX aclleKaTa pauyHapcKux urapa op, 31 rpaduxke,
yMpeyKeHe UTpe 3a BUIlle Urpava, o CTUI0Ba UT'Pe, I0jMOBa
ayTOpCTBa U jaBHOT HaA30pa HaJ cafipyKajeM urapa (TakosBaHe
~WAD pnatoreke). OBa urpa je nsaspana 6pojHe KOHTpaBep3e
360r rpaduIKOr HACUbA.

Y ncto BpeMe 1 pejB KynTypa y3uma 3amax.'’ Ona ce

HajBULIE TIOBE3Yje ca IIJIECHOM MY3/YKOM CLIEHOM PaHMX
meBenieceTux roguua 20. BeKa Kajja Cy JM-IiejeBU Ha MIeraTHUM
morabajuma ,,BpTenn” pasnuunuTe MysUUKe CTUIOBE Y KOjUMa
je moMMHMpaa eeKTPOHCKa InecHa My3uka. Pokyc oBor
HOKpeTa 6110 je Ha HOBOj CBECTM U MCKYCTBY 3aje[{HNUIITBA

Koje ce memasa y Mebhyco6HOj mHTepakuujn n3mely mymu

n TeXHO}IOI‘I/Ije. PejB IIOKpEeT he Y DOYETKY KYJ/ITYPOJIOIIKN
00jeIMHNTY pas3In4nTe APYIITBeHe peHOMeHe 3aCHOBaHe Ha
TeXHOpeTNIIN3MY, CKOHLIEHTPMCAHOM OKO IIMPOKOT CIIEKTpa
MY3MYKUX NomkKaHpoBa. [loMeHyT MOMeHaT 3aje[HMIITBA
nocrahe mpecynaH 3a pa3Boj MHTePHETa U HETOBYX CEePBHCA.
JuruTanHa TeXHONOTMja CKOHI[EHTPJICAHA OKO HOBOT Mefiyja
- UHTepHeTa, 3axTeBahe HOBe coTBepcke anare koju he
omoryhuTu pasmeHy u Kpeupare cagpxaja, Kao u oHe Koju he
MIX MaCOBHO KOH3YMIPaTy, OGHOCHO KOpUCHUKe. [Inonnpcknu
Pa3Boj pejBa ¥ MHTEPHETA Ha IIOYETKY Pa3Boja MMao je
3ajeHMYKe L/beBe KOjuMa Ce TeXUIO: CI000AY, 3ajen-
HUIITBO, KPEATUBHOCT, OTBOPEHOCT, IIOJAPIIKY 1 IIOLITOBAKHE

VHAVBUYaTHOCTM.

Bupryenna seespa Kjoko JlaTe HaropecTua je mojaBy pasHux
BOKAJIONJa, KAKO Cy HasBaHM 3] KOMIIjyTepCKM MOJIeIOBaHM
aBaTapu KOju IIEBajy, jep Cy UM I103ajM/bMBa/IN Jby/ICKE ITIaCOBE.

8  PeBonyumoHapHa mpoMeHa je HACTyNu/Ia KpenpameM 3] OKpyxKema y Kome ce
urpad CTaBs/ba y NpByu mnaH. Mirpad Buie Huje KapakTep KOjuM ce yIpasba 1o 21
MPOCTOPY C/IMKe eKpaHa, Beh je cljeHa ImocTaB/beHa Tako fAa urpad uMa ocehaj kao
71a je ylIao y IpOCTOp UTPe 1 Kao /1a je pABHONPABHM y4eCHUK y reHepucanom 3]]
OKPY’KeIby Ca OCTa/IMM KapaKTepuMa.

9  WAD (akpocrux 3a ,,I'ne cy cBu moganu?” (“Where's All the Data?”) je popmar
JaToTeKe Koju KopucTe JIyM u cBe ocTajie UTpe 3aCHOBaHe Ha 0BOj mIatdopmu 3a
CKIa[iMLITEbe IOAATaKa.

10 Tepmus ,,pejs” je mepmecetux roguna 20. Beka kopumhen y JIoHzony, fa onuire
»AVBIbe 60eMcke Xypke” rpyne Coxo 6utHuKa. IloueTkoMm ocampeceTux, y Un-
Kary un y lerpouty ce pasBuja kaybcka Kynrypa. Hacrajy Mysuuku npaBiu xayc,
ecHf| Xayc U TeXHO Koju Kopucte cuHTHCaj3epe Roland TB-303 u TR-909 kako 61
CTBODPW/IM HOBY 3BYK Koju he ¥MaTu BeIMKM yTHUIaj HA Pa3BOj My3MKe HAPeIHIX
TOfIMHA.
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Around the same time, first-person shooting computer
game Doom?® was launched and it had a great impact on the
further development of computer games, from 3D graphics
and multiplayer online games to game styles, terms of
authorship and public control of the game contents (WAD

files®). It caused a great controversy due to graphic violence.

Rave culture gained its momentum around the same time."
It is mostly connected to the dance music scene of the
1990s, when the DJs “spun” the music at illegal events in
music styles dominated by electronic dance music. The
focus of the meaning of this movement was new awareness
and experience of togetherness that happens in the mutual
interaction between humans and technology. At the
beginning, the rave movement culturologically included
various social phenomena based on techno-fetishism
concentrated around a wide spectrum of music subgenres.
The above-mentioned togetherness became crucial for

the development of the Internet and its services. Digital
technology concentrated around a new medium—the
Internet, required new software tools that enabled exchange
and creation of contents, as well as those who would
massively consume them, i.e., the users. At the beginning,
the pioneering development of rave and the Internet had
common goals to which they strived: freedom, togetherness,

creativity, openness, support and respect for individuality.

The virtual star Kyoko Date announced the rise of various
vocaloids, the term used for 3D computer-modelled avatars

that sing, because human voices were given to them.

8 A revolutionary change occurred with the creation of the 3D environment in
which the player is placed in the forefront. The player is no longer a character
controlled in the 2D space of the image on the screen, but the scene is set so
that the player feels like he’s entered the game space, like he is an equal-rights
participant in the generated 3D environment with the other characters.

9  WAD (an acrostic for "Where's All the Data?") is a file format used by Doom
and all the games based on this platform for data storage.

10 'The term “rave” was used in the 1950s in London to describe “wild Bohemian
parties” of a group of Soho bitniks. In the early 1980s, the club culture
began to develop in Chicago and Detroit. Music genres house, acid house
and techno were created and they used synthesizers Roland TB-303 and
TR-909 in order to create a new sound which will have a great impact on the
development of music in the following years.



Hajsehy nmonynapHoct goxusena je XanyHe Muky (Hatsune
Miku). Eben usriep je 6110 MHCIIMPYUCAH aHMMe CTPUIIOBUMA,

a 3a IeH I7IaC je 61Ia CHMM/beHa 6a3a peaTHMX JbYCKUX
rnacosa. Tum Xopuiipo je cpeiHOM IIpBe fielieHlje JBe
XM/bAIUTHUX TOIMHA CTBOPUO BUPTYenHOT Tjy6epa (Viuber),
KOMIIjyTepCKY TeHepJCaHoT aBaTapa-3abaBbaya Koju he
oCTaTy MHTepHaLMOHATHY eHOMeH ca Mpesxe cBe o 2020. u
VHIVMPATH N10jaBy HOBMX BTjybepa u nHdnyencepa. Kopucrno
je mmatdopmy Jymjy6 (YouTube), a kacHuje 1 MHTEPHET
wtatdopme Hukonuko (Niconico), Teuu (Twitch) m Bunubunu
(Bilibili). Bumeo-urpe, BUpTyeIHe 3Be3/le, BOKAIOUTN,
BTjyOepu, a u caM pejB, IPefICTaB/bajy peHOMeHe KOji

CY CBOjOM I10jaBOM HaroBecTwu pahame mpoumpeHe
AUTUTaTHE CTBAPHOCTU Y KOjOj JOMMHALM)Y IIPEY3NMajy
IPYLITBEHE MPEXe, ,imamMeTHn" Mobunun ypebaju, AP u BP.

MapanenHa cTBapHOCT

,MopoepHu YoBek je ,nocTao Takopehu Heka
BpCTa npoTeTuykor 6ora, 3aMcTa BEMYaHCTBEH
Kaja yKibyuyu cBe CBOje NoMohHe opraHe®, anu
Takohe 1 Beoma 6epfaH 6e3 wux, byayhu aa oHu
,HUCY" C bMe cpacnn.”

CurmyHa ®poja

ITponec HacTaHKa ¥ pa3sBMjamba TEXHONOTHUje 3 BUPTYeIHY
peayHOCT MOXKeMO fla IIpaTtuMo of, 1838. roguue kapa je t{apn(:
Burcron (Charles Wheatstone) ncrpaxyjyhu 6unoxynapan
BUJI, IIPBY ONNCA0 CTEPEOIICHjy", ITO I'a je MHCIMPUCATIO

fla KOHCTpYyMILIe IPBY CTEPEOCKoIL Bulite o cTo rogyuna
KacHuje, unmcku crBapanan Mopton Xajmur (Morton Heilig)
crBopuhe Cencopamy (Sensorama), npsy BP mammny.

11 Crepeorncuja je TepMuH Koju ce Hajuernhe KOPUCTH a O3HAYY [IEPLEIIII)Y FYOU-
He M TPOAMMEH3IOHATHe CTPYKTYpe 061jeHe Ha OCHOBY Bu3ye/He MH(OpMaIuje
Koje 13 06a oka jo6ujajy Ioje;HIM Ca HOPMATHO PasBUjeHUM GMHOKYTapHUM
BUJIOM.

12 Crepeockon je ontuuku ypebaj koju kombunyje e dpororpaduje ncror mpey-
MeTa CHUM/bEHe Ca PasHUX Tayaka y IPOCTOPY TaKo fia IOCMAaTpay CTUYe yTUCAK
TPOAVIMEH3MOHATHOCTY KaKaB MMa Kajia ca 06a oka I7Iefla CTBapaH IpeMeT y
TpoCTOpY.

Among them, the most popular was Hatsune Miku.

Her appearance was inspired by anime comic books

and a base of real human voices was recorded. In the
mid-2010, team HoriPro created a virtual tuber (Vtuber),
a computer-generated avatar entertainer which remained
an international Internet phenomenon until 2020, and
initiated the rise of new Vtubers. He used the YouTube
platform, and later, Internet platforms Niconico, Twitch
and Bilibili as well. Video games, virtual stars, vocaloids,
Vtubers and the rave itself, are phenomena whose very
appearance announced the birth of augmented digital
reality in which the domination was taken over by social

networks, “smart” mobile devices, AR and VR.

Parallel Reality

“Man has, as it were, become a kind of
prosthetic God. When he puts on all his
auxiliary organs, he is truly magnificent; but
those organs have not grown on to him and
they still give him much trouble at times.”

—Sigmund Freud, Civilization and Its Discontents (1930)

The start of the process of creation and development of
technology for virtual reality can be traced back to 1838,
when Charles Wheatstone first described stereopsis',
while researching binocular vision, which inspired him to
construct the first stereoscope.'? More than one hundred
years later, cinematographer Morton Heilig created

Sensorama, the first VR machine.

11 Stereopsis is a term most often used to describe perception of depth and
three-dimensional structure obtained based on a visual information that
individuals with normally developed binocular vision get from both eyes.

12 Stereoscope is an optical device that combines two photographs of a same
object shot from different points in space so that the observer gets the
impression of three-dimensionality which they get when they look at a real
object in space with both eyes.
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Kom6uHOBaO je Bullle TEXHOMOTHja Aa 6U CTUMYINCAO CBa

gyna: 3] Buzeo y 60ju, 3ByK, Bubparuje, MUpuUc 1 arMocepcke
edexre. Kipyunu MmomeHar fecro ce 1966. ropnte Kaga je Tomac
®epHec (Thomas Fernes), BojHUI NHXXemep, Kpenpao MpBU
CUMYJIaTOp /IeTelba 3a Bas[[yXOIUIOBCTBO. AMepiyKa BOjcKa je
IIpero3Haa IPaKTUYHY Ba)XHOCT MU3yMa U HapeHNIX TOfMHa
Y/IOXKWJIa BeNMKa CpefcTBa KaKo 0¥ CTBOpIIA HalIpeTHUje
Bep3uje 0BOT CUMY/IATOpa JIeTekbha.

Komnjyrepckn ymernuk Majpon Kpyrep (Myron Krueger) he
1969. rogyHe CTBOPUTY KOMITjyTEPCKY F€HEPUCAHO OKPY Kelbe
kopuctehu pauyHape 1 BUeo-cucTeMe IpyXajyhu nuckycrso
»BellITadKe CTBAPHOCTH , IITO he joBecTy KO cTBapama mpBe
nnrtepaktuBHe BP mnatdopme Budeonnejc (Videoplace), xoja je
U3JI0KEHA Y YMETHUYKOM LieHTpy ¥ Munsokujy. [Tnardopma

je KOpUCTHMIa KOMIjyTepCKy rpaduKy, IpojeKTope, BUAEO-
KaMepe, eKpaHe 11 CeH30pe 3a ofpehuBame monoxaja, a 6uia je
CMEIITEHA Y TAMHO]j IPOCTOPUjU Ca BEJIMKUM €KPaHMUMa KOju Cy
OKPY>KMBa/y IOCETUOLA.

Cam novetak ocamjeceTux romuua 20. Beka gonehe nam
Haoyape 3a CTepeo BI/], a iBe TOfMHE KaCHMje, KpeupaHe Cy 1
npBe ympexxeHe pykasuue. logune 1985. rogune noyena je u
JIX0BA KOMepLMjaTHa Ipou3Boama. Y nmpopaju he ce 1991.
roguue npsu nyT nojasutu BP cucrem — BP apkasna Mmammna
(Virtuality) xoja omoryhasa urpamwe padyHapckux urpuua y 371
OKDYKemy.

Y ucro BpeMe, IOpef pasHMX Mucala HaydHe paHTaCTUKe KOju
Cy MManu cIudHe uaeje, y pomany Huma Crusencona (Neal
Stephenson) Cuexxuu kpax (Snow Crash) ns 1992. roguse he
HajcIMYHMje OMTYU ONMCAHM Cafjalllibyl BUPTYE/IHNU CBETOB.
OH he y pomany onmcaryu Bu3Kjy 6eKCTBa Ha MECTO i€ je
RUTUTATHO 3aMeHNno ¢pusnuko u fahe My nume — MeraBepsym
(Metaverse).

Benuku Kopak Ka pa3Bojy AaHalIbIX BUPTYETHUX CBETOBA
yunanhe ®unun Poyspejn (Philip Rosedale) xoju je 2003.
roguHe ca cBojoM Kommanujom JInupen J1a6 (Linden Lab)
pasBuo pauyHapcky urpy Jpyeu sueom (Second Life), myntume-
AujanHy wiathopMy Ha MpeXn Koja je omoryhaBaa Kpenparwe
COIICTBEHOT aBaTapa 3a KpeTare [0 BUPTYeTHOM CBETY KOjI CTe
Moru camu fia ypehyjere. Ha Taj HaumH, KOPUCHUK je IO IPBYU
YT HOCTA0 YPeJHNUK COIICTBEHE BUPTYenHe cynouHe. Hexomnko
rofyHa KacHuje, oa mwiatdopma he oxymwmaru nsmeby 800.000
1 900.000 kopucHMKa.
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He combined several technologies in order to stimulate
all the senses: 3D colour video, sound, vibrations, scent
and atmospheric effects. The key moment happened in
1966, when Thomas Fernes, military engineer, created the
first flight simulator for Air Force. In the following years,
US military recognised the practical importance of the
invention and invested large funds in order to create more

advanced versions of the flight simulator.

In 1969, computer artist Myron Krueger created a
computer-generated environment using computers and
video systems offering the experience of “artificial reality”,
which would lead to the creation of the first interactive VR
platform, Videoplace, which was exhibited at an art centre in
Milwaukee. The platform used computer graphic, projectors,
video cameras, screens and position detection sensors,

and it was placed in a dark room with large screens that

surrounded the visitor.

The very start of the 1980s brought us stereo vision goggles
and two years later, the first networked gloves were created.
Their commercial production began in the 1985. In 1991,
the first VR system—VR arcade machine (Virtuality), which
enabled playing computer games in the 3D environment,

appeared on the market.

At the same time, apart from the various SF writers who had
similar ideas, the novel by Neal Stephenson, Snow Crash,
from 1992, gave the closest description of today’s virtual
worlds. In his novel, he described a vision of escape to a
place where digital has replaced the physical and he named

it—Metaverse.

A large step towards the development of today’s virtual
worlds was made by Philip Rosedale who in 2003, with his
Linden Lab, develop a computer game called Second Life,
which is a multimedia online platform that enables creation
of a personal avatar that moves around the world the user
can make up to their own will. In that way, for the first time,
the users became the editors of their own virtual destiny.
Several years later, this platform gathered between 800,000
900,000 users.



Kommnanuja I'yrn (Google) he 2007. roguse mpencTaButu
Cmpum Bjy (Street View), TeXHONIOIjy Koja IIpuKasyje
VHTepaKTUBHE IIaHOpaMe ca IO3MIUja Ny>K MHOTHX Y/IULa y
CBeTY, a TPM rofiiHe KacHuje mpepcrasuhe crepeockomncku 371
pexxum 3a Crput Bjy. lopnne 2012. moKpeHyTa je KUKCTapTep
KaMIIama 3a IpousBofy BP Haouapa Oculus Rift. Komnanujy
he gBe rognue xacHuje kKynuru Pejcbyk (Facebook) mrro he
6uTy IpekpeTHNUIIA y pa3Bojy BP Haouapa. JicTa kommaHuja
he nmoxpenyrtu Memasepsym (MetaVRse), 3]] nnardopmy 3a
Kpenpamwe 6ynyhHoCTH bycKe KOMyHMKaLyje, capajbe,
KY/IType ¥ TPTOBUHE.

ITaparneneHo ca pasBojeMm BP-a, pasBujahe ce cucrem xoju he
omoryhuTu KOMOMHAIMjy CTBAPHOT 1 BUPTYeNIHOT cBeTa — AP
(Augmented Reality, npoimypeHa cTBapHOCT)"® y peaTHOM
Bpemeny. [Ippa AP TexHonoruja passujena je 1968. na Xapsapay
kafia je Ajpan Careprnenp (Ivan Sutherland) kpenpao cucrem
pucineja ca AP-oM Ha r1aBu. Y HapeHUM JlelleHNjaMa,
YHMBEp3UTETH, KOMIIaHUje M aTeHIuje Cy OAAaTHO YHAIpeuIn
AP 3a Hocuse ypebaje u pururanne gucrneje. HACA je 1999.
TOAMHE CTBOpU/IA XUOPUIHY CUHTETUYKH CUCTEM 32 ITIefjatbe 3a
cBoje nerenune - X-38. CucreM je kopuctuo AP TexHonmorujy
KaKo 61 TIOMOTao y Ipy>Kamwy 60/be HaBUTal[}je TOKOM IIPOOHMX
neroBa. I'yrn he 2014. ronune npencraButu Google Glass
ypebaje, Haouape ca AP-om, gok he Majkpocodt (Microsoft)
[Be rOfjMHe KacHUje peAcTaBUTK cinvaH ypehaj — HoloLens.
PasBoj xapaBepa maMeTHNX MOOMIHUX TeslepoHa oMoryhno

je ma AP mocrase omnmuja u Ha camoM Tenepony. HeBeposaTan
ycnex goxxusehe pauynapcka urpa Ilokemon I'oy (Pokemon

Go) xoja he kopyucTnTy MOryhHOCTM IIpOLIMPeHe CTBAPHOCTH

U OKYIIUTY IpeKo 45 MunmoHa KopucHuka. Ha taj HauuH je

AP nocrao fieo menjctpuM Kynrype. IIpsa komepunjanna AP
aIMKaiuja 3a MoounHe tenedoHe nojasuna ce 2008. roguHe.

Vpeja nsa cTBapama AP-a je 61ia ga ce MCKYCTBO [OXXUBIbaja
Y CTBApHOM CBETY Y4MHM MHTepaKTUBHUM. O6jeKTH Koju

ce Hajlase y CTBApPHOM CBETY Ce JONYIbYjy padyHapCKu
reHepycaHMM nHpopManujama (IOHeKaj 1 [PyTrUM
CeH30pcKMM MofanuteTnma). OBakBa ZONMyHA CTBAPHOCTHU
MO>Ke MMATH [IBa IU/ba: HA/ITPafiiby U JOIYHY CTBAPHOCTHU
pasmuuTuM nHQOpPMaIMjaMa MM BeHO IPUKPUBabe.

13 CucreM BupTyenuux ypebaja je passujer y ApmcrpoHr ma6oparopuju Basgyxo-
nnosctBa CAJT (Armstrong Laboratory, Air Force Research Laboratory) 1992.
ropuHe.

In 2007, Google presented Street View, a technology that
provides interactive panoramas from positions along
numerous streets in the world, and three years later, they
presented a stereoscopic 3D mode for the Street View.

In 2012, a kick-starter campaign was launched for the
production of VR goggles Oculus Rift. The company was
bought by Facebook two years later, which was a turning
point in the development of VR goggles. The same company
launched MetaVRse, a 3D platform for creation of the future

of human communication, cooperation, culture and trade.

In parallel with the development of the VR, came the
development of a system that enabled a combination of the
real and the virtual world—AR (Augmented Reality)”

in real time. The first AR technology was developed in
1968 at Harvard, when Ivan Sutherland created a system
of display with an AR headset. In the following decades,
universities, companies and agencies additionally improved
AR for portable devices and digital displays. In 1999,
NASA created a hybrid synthetic system for monitoring
its aircraft X-38. The system used AR technology in order
to help provide better navigation during the test flights.

In 2014, Google presented Google Glass devices, glasses
with AR, while two years later, Microsoft present a similar
device, HoloLens. Development of hardware for smart
mobile phones enabled AR to become an option on the
phones as well. Computer game Pokemon Go, which uses
the possibilities of augmented reality, achieved increadible
success and gathered over 45 million users. In that way,
AR became a part of the mainstream culture. The first
commercial AR application for mobile phones appeared in
2008.

The idea behind the creation of AR is to make the experience
of sensation in the real world interactive. Objects in the real
world are supplemented by computer-generated information
(sometime with other sensory modalities as well). This kind
of supplement to the reality can have two goals: upgrade or
supplementation of the reality with different information or

its cover-up.

13 System of virtual devices developed in the Armstrong Laboratory of the US
Air Force in 1992.
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Ca AP-oM ce Mema neplLenIja CTBAPHOCTHU Y peayHOM
BpeMeHY, nok BP y moTnyHocTHU 3aMemyje KOPMCHIKOBO
OKpYXeIbe Pa4yHapCKM TeHepUCAaHUM OKpYKemweM. Y BP-y je
nepleniyja CTBAPHOCTY KOPUCHMKA Y IOTITYHOCTH 3aMelbeHa
AUTUTATHO HpoLecynpannM nHpopmanujama. Y IpOIIpeHoj
crBapHOCTHU (AP) KOpUCHMK J06Mja ToFaTHE KOMITjyTepCKI
reHepucaHe nHGopMalje y OKBUPY HOfjaTaKa MPUKYI/beHIX
U3 CTBAPHOT >KMBOTA KOjI TOOOJbIIABAjy MU PeMeTe HheroBy
TepLenLyjy CTBAPHOCTI.

PuHrMwnun ympexxasama:
(CBe)npucyTHOCT M O0ACYTHOCT

,CBe WTOo HWje cauyBaHo buhe narybrbeHo.”

[Mopyka 3a n3na3ak n3 BMaeo-urpe Ha HUHTeHao Ko3onm

Ca 110jaBOM MHTEPHETa U (berOBUM yOp3aHUM

HIMpereM, 3aII0Ue/N CY U MIPOLeCH CMalberba c1oboa u
TPAaHCHAPEHTHOCTY MHPOPMaLMja — MOMUTHYKO-eKOHOMCKA
perpecuja. ITapasenHo ca oBUM IpolLiecuMa, PyHKIMOHUCAbE
HajonasehyX JUTNTaTHUX TEXHOIOTHUja IIOCTAJIO je Hepas/iBOjHO
ox xopuurhemwa nHTepHeTa. OH je I0CTa0 CUHOHMM 32
AUTUTATHO — MpesXa Koja je mocpesHmK usmeby /byan, by an

U [UTUTaIHe TeXHONOTHje, Kao 1 u3Meby caMyx AMruTamHUX
TexHosoruja. Y MehyBpeMeny, Benuku 6poj clojeBa AUrUTaTHE
TEXHOJIOTHUje YMETHYO Ce Y CBAKOJHEBHY )XMBOT KOpUCHMUKaA. To
MY je, C jefiHe CTpaHe, JOHENO JOCTa MO3UTUBHUX CTBApH, a C

Apyre, HOCTa pobIeMa 11 13a30Ba.

YecTo HaM ce YMHM fla Cy M3a30BM OJHENN IpeBary Hajl
HO3UTUBHUM CTpaHaMa. Jep, JaHac ce CBAKOAHEeBHA aKTUBHOCT
KOPMCHMKa Ha MHTEPHeTY Oe/lexKul IpUXBaTambeM ,Konaduha’,
[IOK HeKe aIlIMKalllje caMe aKTUBMPajy ay Mo M BUEO CEH30pe
Ha aMeTHMUM AurntaaauM ypebajuma. Pasun cepsucu xoju

ce Hyfie IIyTeM MHTEPHeTa peKIaMIpajy ce Kao 6ecriaTHu, a y
CTBapM, KOPUCHUIM uX Mnahajy cBojoM Ma>kiboM U IofalyMa,
OCHOBHOM CMPOBMHOM MapKeTHHT4a. ,Bu Hucre 'yrnos
K/IMjeHT”, YIO30PHO je KOPICHMKE MHTepHeTa CeHaTOp ATl
®penken (Al Franken), ,,Bu cte meros npounsson”."

14  Frenk Paskvali, Drustvo crne kutije (Beograd: Fakultet za medije i komunikaciju,
Univerzitet Singidunum, 2018).
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With the AR, the perception of the reality in real

time changes, while VR completely replaces the user’s
surroundings with a computer-generated environment. In
VR, the user’s perception of reality is completely replaced by
digitally processed information. In augmented reality (AR),
the user gets additional computer-generated information as
part of the data collected from the real life that improve or
interfere with their perception of the reality.

Merry-go-round of Networking:
(Omni)presence and Absence

“All that is not saved shall be lost.”

Nintendo message when exiting agame

The rise of the Internet and its rapid expansion started the
processes of reduction of freedom and transparency of
information—political-economic regression. In parallel
with these processes, the functioning of the future digital
technologies became inseparable from the use of the
Internet. It became a synonym for the digital—a network
that is a mediator between people, people and digital
technology and digital technologies themselves. In the
meantime, a large number of layers of digital technology
embedded themselves in the everyday lives of the users. On
one hand, it brought it a lot of positive things, and a lot of
challenges and problems, on the other.

We often feel that the challenges have prevailed over the
positive sides. Because, today, everyday activity of the users
on the Internet is recorded by accepting “cookies”, while
certain applications start audio-video sensors on smart
digital devices themselves. Various services offered on the
Internet are advertised as free, but actually, the users pay for
them with their attention and data, the main raw material of
marketing. “You’re not a Google client”, warned senator Al

Franken, “you are its product™!

14 Frenk Paskvali, Drustvo crne kutije (Beograd: Fakultet za medije i
komunikaciju, Univerzitet SIngidunum, 2018).



Ha Taj HauMH ce NpUKyN/bajy MOl O HAjUHTUMHMUM
fleTaj/buMa U3 XMBOTA KopyucHMKa. Huje mosHaTo kome ce
OHU Ta4HO AUCTPMOYMPajy HUTU KOIUKO ZYTO Ce 4yBajy.”
dyHaHCHUjCcKe KOpIopallyje TPryjy HOBIEM, OK Bogehe
MHTEPHeT KOPIIopaljyje TO pajie C aXXikbOoM KOjy ce TpyZe

fla CKpeHy Ka ofpeheHnM npejama, mponsBogyMa u
ycnyrama, KoHTponuinyhm n ycmepaajyhu cBakogHeBHN
XXVBOT KOpUCHUKa — ofpebyjy mra he fga rnenajy, kyne n
KaKo fla pasMuibajy. Kpajme ofyryke ce foHOCE Ha OCHOBY
HeTPaHCIIAPEHTHMX aITOPUTAMCKIX aHa/IN3a CaKyI/beHUX
IofiaTaka — Komrjyrepckor codraepa. ,,Pumosod Camup
Yonpa u agBokar Jlopenc Bajr HasaBanm cy oBe mporpame
‘ayTOHOMHMM apTuduijeruum areutnma (AAA-oBu) -
areHTMMa, MIOIITO fIeTyjy Y Heuuje MMe; apTUPUIIUjeTHIM,
THOILITO HUCY HU 0CO0e HU XXMBOTHIbE, M Ay TOHOMHUM, HOIITO
MOTY Jia U3BOJie aKliMje 6e3 IIPeTXOfIHe IIpOBepe ca 0COHOM Koja
UX je IporpaMupaa My IOKPeHy/Ia bIUXOBO Ae/loBambe. ¢
Taxobe, Huje TpaHCIIAPEHTHO HY HA KOjU HAYMH BeJIMKe
TeXHOJIOIIKe (QMpMe CTYIAjy y MHTepaKuujy (1 KOHPIUKT) ca
APYTUM aKTepUMa Ha TP>KUILTY, IIOMyT OpraHa BaacTu. [lopy
Hajcon (George Dyson) je y kmwusu TjypuHrosa karegpaia
(Turing’s Cathedral) ucrakao ga ,PejcOyk geduHuIe Ko cMmo,

AMasoH mta xenumo, a ['yr mra Muciumo’.

VHTepHeTCKM KOMIIEKCHM CUCTEM je IIOCTA0 CyIITa
CYIPOTHOCT Y OTHOCY Ha CBOje IPOMOTMBHE C/IOTaHe I
MOTryhHOCTI: BEIITAYKY T€HEPIIIE ALETUTE VM Ky Hbe, 3aBIUCT

1 €EKOHOMCKY HejeflHakocT. OBaKBa CUTYyallyuja jaya Halle
Ipefpacyfe 1 yuBplIhyje Hallla MAII/berba. YMeCTo ga oMoryhu
JNIaKIlle IOBe3MBambe, OH JOHOCK JPYIITBEHY Je3MHTer PaLlljy.
dacIMHAHTHO je KaKo ce 3a KPaTKO BpeMe, Of ,,cobopHe”
MpeKe ¥ TEXHOJIOTH)a, JOLIJIO 10 HETPAHCIIAPEHTHOCTH KOja
yIIpaB/ba XMBOTUMA BETIUKOT Opoja KOPUCHIKA MHTEPHETA, 6e3
oxrosapajyher Hafj30pa 1 paBHe peryaTuse.

15 AKO KOPHCTUMO cODTBEP 32 AHOHMMHOCT OH MO>Ke GMTM Mad ca [iBe OLITpHIIE.
Moske 1a Hac 3aIITUTH Ha KPATKO BPeMe, ajii C IPyTe CTpaHe, MOXe Jla alapMupa
HaJlJIe)KHEe I/IHCT]/[TYLU/Ije [a HELITO MOKYyIIaBaMoO J1a CaKpMjeMO, " CaMUM TUM
TIOYNMIbY jOII IeTa/bHMj€ 1a HaC TpaTe.

16 Ibid.

In that way, the most intimate details about person’s life
are gathered. It is not known exactly to whom the data is
distributed nor for how long they are saved.”” Financial
corporations trade with money, while leading Internet
companies do it with attention, which they try to direct
towards certain ideas, products and services, controlling
and directing the everyday lives of the users—they
determine what they’re going to watch, buy or how

they’ll think. The final decisions are made based on the
non-transparent algorithm analyses of the accumulated
data—a computer software. “Philosopher Samir Chopra and
lawyer Laurence White called these programs ‘autonomous
artificial agents’ (A A As)—agents, because they act on
someone else’s behalf; artificial, because they are neither
persons nor animals, and autonomous, because they can
perform actions without previously checking with the
person who programmed them or started their actions“'
The way in which large technological companies get into
interaction (and conflict) with other actors on the market,
such as public bodies, is also not transparent. In his

book Turing’s Cathedral, George Dyson pointed out that
“Facebook defines who we are, Amazon what we want and
Google, what we think”.

The complex Internet system has become quite the opposite
compared to its promotive slogans and possibilities: it
artificially generates appetites and desires, envy and
economic inequality. This situation strengthens our
prejudice and hardens our opinions. Instead of enabling
easier connection, it brings social disintegration. It

is fascinating how, for a short period of time, from

“free” network and technologies, we’ve arrived to
non-transparency that rules the lives of a great number of
Internet users, without proper supervision and legislative.

15 Use of anonymity software can be a mixed blessing. It can protect us for a
short period of time, but on the other hand, it can alarm the authorities that
we are trying to hide something and provoke them to follow us even more
closely.

16 Ibid.
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Y nmpustor ToMe fia cCUTyaljija He Mopa fia 6y/ie TOMUKO [jpHa
rosope HaM MOTyhHOCTU 1 U360pH. JeHa Off BUX, U BEPOBATHO
HajBa>kHNja, jecTe MOTYRHOCT pUCTyMa jABHOM IPOCTOPY

y KOMe II0jeMHAL] MOXe [ia ocTBapu ocehaj 3ajegHunTBa.

Anu, To Huje foBo/bHO. OH MOpa fla IOCTaHe M AHTAXKOBaH
KOH3YMEHT KBa/IMTeTHUX MH(OPMAIVja U CBECTaH yCayra

KOje Cy OCMMUII/bEHE [Ja MY OfIBYKY IIaXKIby, Ca LIMJ/bEM Jja MY ce
1360p yBeK MOpa 3aCHUBATI Ha YN IbeHUIAMA.

AucTonujcka weTha
NO KOMLUMAYKY

,TM U ja CMO ce Harnepane ceera. Tonuko 6ona.
Pa3ymeM TBOj rHeB npema trMa. Moxaa vMall npaso.
Moxpa He Tpeba fa noctoje. Ann cMeMo M M1 Aa
oanyyyjemo o ToMe? [...] Y noueTky cam 6una rHesHa.
PacTp3aHa namehy gBa nmnynca. Moxemo fa nx
YHULITUMO. N MOXEMO fia CPYLLUMMO HMXOB CBET

[...] y Hagm na Moxemo aa narpaaumo Hos. Koju he
61TK cTBapHoO crnobopaH.”

Anpapowva [lonopec y Tenesunsunjckoj cepujy 3ananHun ceet
(Westworld)

Ja nmu ,XmagHu yHUBep3yM AUTUTAIHOT aricopbyje CBeTOBe
MeTadope 1 METOHUMIje, @ IPUHIINII CUMYTanyje Tpujymeyje
HaJ| IPUHLNIIVMA PEATTHOCTY U 3a0BO/BCTBA ;" KAKO TBPAU
Xau Bogpujap (Jean Baudrillard)? U ako jecte nnu Huje Tako,
IITa Ce flelllaBa ca HaIllMM (CaM0)3aJ0BO/bCTBOM Y AUTUTATTHOM
NIJIETUBY TEXHOJIOTMj€, IPOIIXPEHEe CTBAPHOCTU M BUPTYETHUX

cBeTOBa?

Ca gurnTamTHUM MefyjuMa (IUTUTATHUM GUIMOM) CMO Y
IIOYeTKY IIpeBasMIIN Pa3IMKy Koja je mocTojana u3mMelhy
peaHor K HepeaTHoT, OPTaHCKOT 1 cuHTeTn4Kor. Cajja cMo ca
MHTEPHETOM, AP-oM 1 BP-oM HanpaBuim BeUKM KOPaK Jlajbe.
Be36poj cnojeBa JUTUTaTHOT TKMBA je CBya OKO Hac U y HaMa,
CBAaKOJHEBHO CTBApAMO OUTUTA/IHE UTEHTUTETE VI KOHCTPYKTE,
MMaMo MOryhHOCT HeorpaHYeHe MHTePAKTUBHOCTH,
TPaHCLEHAMPaMO BpeMe U IPOCTOP, HOCTIKEMO JUTUTATTHY
6eCMTPHOCT, MUC/IMMO Jja CMO HeJIOAVMP/bUBY Y TAKO flaJbe.

17 Jean Baudrillard, , The Hyper-realism of Simulation®, Art in Theory
(Massachusetts: Blackwell Publishers, 1993).
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However, the situation does not have to be so grim,

which is supported by the existence of possibilities and

the choices. One of them, probably the most important
one, is the possibility to access public space in which an
individual can achieve the sense of togetherness. But that
is not enough. He must also become an engaged consumer
of quality information and aware of the services that have
been designed to distract him, with the goal that his choice
must always be based on facts.

Dystopian Walk around the
Neighbourhood

“You and | have seen it all. So much pain.
Perhaps they shouldn’t exist. But should we
be the ones who decide on that? [..] At first,

| was angry. Torn between two impulses. We
can destroy them. Or we can demolish their
world [..] in hope of building a new one. Which
would truly be free.”

- Android Dolores in TV show Westworld

It is really true that “the cold Universe of the digital
absorbs the worlds of metaphor and metonymy, while the
principle of simulation triumphs over the principles of
reality and please”, 7 as Jean Baudrillard claims? Either
way, what happens with our (self)satisfaction in the
digital weave of technology, augmented reality and virtual
worlds?

With the digital media (digital film), at first, we have
overcome the difference that existed between real and
unreal, organic and synthetic. Now, with the Internet, AR
and VR, we have taken a huge step forward. Countless
layers of the digital tissue are all around us and in us, every
day we create digital identities and constructs, we have

the possibility of unlimited interactivity, we transcend
time and space, achieve digital immortality, think we are
invincible, etc.

17 Jean Baudrillard, , The Hyper-realism of Simulation®, in Art in Theory
(Massachusetts, Blackwell Publishers, 1993).



JUIUTaIHO Ce ycenmnIo y yHyTpallllbe CI0jeBe Halllel yMa

u punTpupa, ycMepasa 1 0O/IMKYje Hallle MUC/IU U XKeJbe,

Kao U caMo 33/J0BO/bcTBO. OBaKBO ITIOHOBHO Kpeupame
MaTepyjaTHOT CBeTa y AUTUTATHOM BPaTUJIO je Y POKyC

CTapa MTama O PasfBOjeHOCTH Tejla 1 Ayxa u MoryhHoctu

Jia ce YOBeK MOXKe 0CcobonmTy 6aacTa CONCTBEHOT Tea.
MebyTum, BUpTYenHO (FUTUTAIHO) je Hepas3[gBojuBO Off
MarepujaiHe MHPPACTPYKTYpe, Kao IITO Cy /bYAU HEPa3aBOjUBU
of cBOjux Tena. Hamra penpesenTanuja y ZUrMTalIHOM je
KUBOT TpaHC(HOPMMCaH Y caBUT/buBe nofatke.'® Konnentu
IIPUCYCTBA U OACYCTBA 3aMEbEH Cy U3MEHUBUM IIA0TOHNMA
M BUTUTATHUM rpemmkama (rmmdom). Ilocrenuiia oBora je
napanusa cehama. CBakOJZHEBHO UCKYCTBO IIPUCYCTBA HA
MpPEXI YMHU fIa MUCTOPUja IOCTaje jOLI HECXBAT/bUBUjA U
HepeanHa. MMC/IMMO fIa ce CBe IITO HaM je IIOTPeOHO Hamasn Ha
MpeXU U Ha JUTUTAMTHUM ypeDajuMa u ga oHM HelorpemnBo
6enexxe Hamra nckyctsa u cehama. A Hama ucropuja, y

CTBApH, 3aBNCH OF ZUTHTAIHNUX ypebhaja u cepBruca Koju 6p3o
3acTapeBajy U MOCTAjy AUTUTATHU OTHAJ,.

A e cy rpaHMIle Y AUTUTATHOM? " AKTyeTHe IUTUTaTHe
texHonoruje AP-a u BP-a mory Hac gambe ycMepuTu Kao
HUBOMMA Ha KOjiMa IpaHUIe He [I0CTOje, e ¢y MoryhHocTu
3a MaHUIy/IaLujy 6e3rpanndHe. b OBUX TeXHOIOrMja je a
IIpeficTaBe cajipyKaje y OO/MKY HajcIMYHMjeM IPUPOIHOM 1 Ja
HEIIPUMETHO Y TKMBO CTBAPHOCTY U y Halll JOXKMBJbaj CTBAPHOT
CBETA OKO HAaC MHTETPUILY CUMY/IMPaHe IPU30pe, 3BYKOBE I
ocehama. To 3Hauu fja oHe MMajy MOryhHOCT [ja Membajy Halln
ocehaj crBapHOCTH, yTrayhy Ha HaYMH Ha KOjI OXKMB/bABAMO
CBaKOJHEBHA UCKYCTBA. 3aXBa/byjyhu cuMyIaLuju ApyUITBEHNX
OJJHOCA Y OHJIajH OKPY>KEEY MOXKEMO 3aIlaCTU Y 3aTBOPEHE
KPYTOBe MUII/bEbA JIa CAMM KPEUPAMO U YIIPAB/bAMO CBOjUM
>KIMBOTUMA, JIa HUCMO 3aBUCHY O} PYTUX /YU, U [a CBOj
KVMBOT MOXKeMO fia ypehyjemo kxao mro ypebyjemo cBoje Hamore
Ha Mpexxu. To Mo>ke f1a HaC yYMHY jOIT M30TOBAHU)VIM.

OBakBoO cTame HOTBphyje OHO IITO je COLMjaTHa TeOpeTUIapKa
Enena ITymunnuu (Elena Pulcini) HasBana ,,HApIUMCTHYKOM
amaTujoM” MojeAMHIA. Y CTBAPU, Y OH/IAJH OKPYXKEHbY, 13a
CuMynanuje IPyITBEeHMX OFHOCA CTOjU CaMO MOHETU3alNja.

18 Alla Gadassik, ,Popular Ghosts: The Haunted Spaces of Everyday Culture®, eds
Maria del Pilar Blanco and Esther Peeren (Bloomsbury Academic, 2002).

19 Kommnaumja WOW Tech We-Vibe je 2017. mpucTaa Ha CyCKO IOpPaBHAbE OF
3,75 MIUIOHA JI07Iapa Ha OCHOBY IPYIIHe TyX6e y K0joj ce TBPAUIIO [ia je IeHa
aIIMKalyja IOBe3aHa ca BMOPaTopoM IIPUKYIUbaa i CKIagUIITI/IA KOPUCHUUKeE
nojiaTKe 63 carnacHOCTY KOPMCHNUKA.

The digital has moved into the inner layers of our minds
and it filtrates, directs and shapes our thoughts and desires,
as well as the pleasure itself. This kind of recreation of the
material world in the digital has brought back into the focus
the old questions about the duality of the mind and the body
and the possibility for a man to free himself from the ballast
of his own body. However, the virtual (digital) is inseparable
from the material infrastructure, the same as human are
inseparable from their bodies. Our re-presentation in the
digital is a life transformed in bendable data.”® The concepts
of presence and absence have been replaced with changeable
patterns and digital errors (glitches). The result is a memory
paralysis. Our everyday presence online makes the history
even more incomprehensible and unreal. We think that
everything we need can be found online and in the digital
devices and that they infallibly record our experiences

and memories. But, in fact, our history depends on digital
devices and services that quickly become outdated and
become a digital waste.

And where are the limits in the digital?" Current digital
AR and VR technologies can further direct us towards the
levels in which there are no limits, where the possibilities
for manipulation are endless. The aim of these technologies
is to present contents in the form closest to the natural, to
unnoticeably integrate simulated sights, sounds and feelings
in the tissue of reality and our experience of the real world
around us. This means that they have the ability to change
our sense of reality, influencing the way in which we perceive
everyday experiences. Thanks to the simulation of social
relations in an online environment, we can get stuck in the
closed circles of thinking that we create and rule our lives,
that we are not dependent on other people and that we can
arrange our lives the same way as we arrange our accounts
on the network. This can make us even more isolated.

This state is confirmed by what the social theorist Elena
Pulcini called “narcistic apathy” of an individual. In fact,
in an online environment, behind the simulation of social
relations, there is only monetisation.

18 Alla Gadassik, ,Popular Ghosts: The Haunted Spaces of Everyday Culture®,
eds. Maria del Pilar Blanco and Esther Peeren (Bloomsbury Academic, 2002).

19 In 2017, WOW Tech We-Vibe agreed to court settlement in the amount of
3.75 million dollars in a group lawsuit which claimed that its application
connected to a vibrator collected and stored user data without their consent.
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Ox moyeTHOT OAHOCA ITPeMa JUTUTATTHOj TEXHONIOTUjH,
060jeHOr eMOLMOHATHUM Y30yhemeM, y HOBOM CBEIPUCYTHOM
OKpYKeby, YMHH ce a cMo pouuu o ocehaja ,,3aTBOpeHOCTH
y MO3HATY TyAAYKy KOLIY/bY dpeTnmmsMa — OuIo fa ce paju o
deTnIIN3MY ICUXUYKOT 3aXTeBa — Xe/be — HOTpebe, ca CBOjuUM
IpefcKasyBUM CaJloOMa3OXMCTUYKUM PUTyanyMa ToCIofapa 1
poba, IIOHIDKEHOCTY 1 XXPTBOBaIba, VTN YaK KOMITYICHBHIX
LuKiIyca 6eckpajHe komoaudukanuje”.?’ Kao gucronmjcka

LIETHba 110 KOMIIUTYKY.

LUTa C.Y.T.PA. yMeTHOCT Xenu

,CnocobHW CMO 3a faneko BuLue. J1enory.
MoTpary 3a koHa4yHOM MCTUHOM. OfbaumBare
Tena.”

(V13 wecTe ennsoae YETBPTOr Cepyjana TeNeBU3mjcke
cepwuje 3anafHu ceeT)

C 0631poM [ja JUTUTAIHA TEXHOJIOTHja YK/bYUYyje, pasiaske

Y KOHCTUTYyMIIE CybjeKTe, AUIMTaTHA YMETHOCT MOXeE Jia
mocpenyje y oBuM nporecuma. OHa nMa 1 pyHKIHjy, Kao un
CJIMKe, ja TPOOYAM XKeJby; 1 CTBOPY, a He 3aJl0BOJBM, XKeb);

fla mpousBefe oceharbe HelocTaTKa M KyAbe fajyhu Ham
OYMITIEHO IPUCYCTBO HeYera U, Ha MCTU Ha4yMH, Ofy3uMajyhu
ra.”! To ce femaBa y TpeHyL[MMa yTallaba ¥ JUTUTATHY
TEXHOJIOTHjY, KajJja ce IIpeBa3uiasy yuoTpebHa BpeJHOCT,
KaJia ce JOBPILE IIPOLECH caMOpeannsaluje, CAMOCIIO3Haje,
caMOycaBpIIaBama I Kajla Ce IOHMIITaBa CBaK) Tpar
camocBecTy. To je jenaH of HaunHa fa ce Habe nsmas u3
aJIrOpUTaMCKO-MOHETU30BAHE ,,3a4apaHe” IICUXO/IOLIKE HeT/be.

Otyna cy Ha ®ecTuBany 3acTyI/beHM YMETHUYKY PajIOBU
peanu3oBaHy y PasIMIUTUM TEXHMKAMa M TEXHOIOTMjaMa KaKo
61 3aXBaTU/IM IITO INVPY AMjaNla30H peaKIiiyja Ha JUTUTATHO
3afoBo/bCTBO. Pan Mapuje Menuh #racunari_144 y dopmu
cueHorpaduje 3a pororpaducame je peuHTepIpeTaluja
HaC/lIOBHe CTpaHe Jacomnuca PaquyHapu koju je 13/1a3no TOKOM
ocaMJIeceTVX U ieBefleceTUX rofjiHa IIPOIIIOT BeKa, Kafia je

20 B.IL T. Muuen, IlIma cnuke sxene (Beorpay: ®akynrer 3a Mefjuje 1 KOMyHUKa-
1ujy, YauBepsuter CUHTULYHYM, 2016).

21 Ibid.
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From the early relationship with the digital technology,
filled with emotional excitement, in the new omnipresent
environment, it appears that we have reached the sense of
“being tied-up in a familiar straight jacket of fetishism—
whether it’s the fetishism of a mental request/desire/need,
with its foreseen sadomasochistic rituals of a master and
servant, humiliation and sacrifice, or even compulsive cycles
of endless commodification”.?® Just like a dystopian walk
around the neighbourhood.

What Does S.UT.R.A. Art Want

“We are capable of so much more. Beauty.
Search for final truth. Rejection of body.”

- From the sixth episode of the fourth series of the
TV show Westworld

Given that the digital technology includes, breaks down and
constitutes subjects, digital art can be a mediator in these
processes. The same as pictures, it also has the function

of awakening desires; of creating, not satiating, thirst; of
producing the feeling of longing, offering us an apparent
presence of something and then, in the same way, taking it
away.” This happens in the moments when we get immersed
in the digital technology while overcoming the usable

value, when the processes of self-realisation, self-knowledge
and self-advancement are completed and every trace of
self-awareness is erased. This is one of the ways to find the
exit from the algorithm-monetised “vicious” psychological
circle.

That is the reason why the art works presented at the festival
are realised using various techniques and technologies

to include a very wide spectrum of reactions to digital
pleasure. The work of Darija Medi¢ #racunari_144 in the
form of photograph scenography is a re-interpretation of the
cover page of the magazine Racunari, which was published
during the 1980s and 1990s, when the digital technology

20 B.II T. Muuen, IlIma cnuke sxene (Beorpay, ®akynrer 3a Meiuje 1 KOMyHU-
Kauujy, Yausepsuretr CUHrUgyHYyM, 2016).

21 Ibid.



IBUTUTATHA TeXHOJIOTHMja 3a1l04esia CBOjy peBonyLujy. PauyHapu
Cy IIO3HATH 110 KOHTPAaBEeP3HUM HACJIOBHMM CTpaHaMa Koje Cy
obernexuie pororpadiuje Ha KOjuMa Cy Ce yI/IaBHOM HajIasuie
XKeHe Y HeOOMYHMM OJHOCKMMA ¥ CUTYallMjaMa ca TaJalliboM
AUTUTATHOM TEXHOIOTjOM. YITITAaBHOM €POTCKY 000jeH, BIX0B
OJJHOC Ca TEXHOJIOTMjOM Ce JJaHaC YUMHU KPajibe HeIPMMEPEHUM,
U 'y HeKMM TpeHyLMMa KOMUIHUM. JJUTUTaTHO 3a[J0BO/BCTBO Ce
Ha HaCJIOBHUM CTPaHaMa OCTBApUBANIO (PUINIKUM FOZMPOM ca

pauyHapckuM Kyhumruma, nepudepujama 1 MOHUTOPUMA.

KombuHOBaH npTexx Ha manupy Maje O6papmosnh Mojtt
nokyuiaju noHoso Bpaha y Gpokyc muTame opurnHana u Konje,
" nokKasyje u fa popMa U3pakaBama Huje npecynHa. Purype

Y /b€HOM pajly HeMajy NINIIa, STPYEHE CYy y CBOM IOKYIIajy fja
peanusyjy xejby, 3aTBOpeHe y TyAauKy KOuIy/by peTninnsma y
IIPa3HOM BaKyyMy BUPTYeTHUX IPOCTOpa, 6e3 MoryhHocTH fa
ocTBape KoMyHuKanujy. Kao Tena e ocobe KojuMa furnTaaHa
TEXHOJIOTMja HUje yCIle/ia ia IPY>KM aJileKBaTaH TeJleCHU
KOHTAKT.

IInTameM TeNECHOCTU y IUTUTATHOM OKDPYKemy 6aBy ce 1
pan Apnaga Ilynanja la nu je gurutanHo TakTunHo? Iogmora
Ha KOjy Cce IPOjeKTyje BULEO-Paf je Off ByHe M HacTasa je
TPaMLIMOHATHOM TEXHUKOM IIyCTOBalba, a MHCIIMPUCAHA je
reomeTpujom npupope. Ha oprancky noBpmmnny npojexryje ce
JbYZICKO TETIO KOje TMOKYyIIaBa Ia OCTBapy KOHTAKT Ca HOBPIIN-
HOM, Jia IPBOOMTHO MCKYCTBO CTBAPHOT 3aMEHM AUIVTATHOM

CUMYaLlVjOM.

Bupeo-rpunrux Harame Teopumosnh Ayrobuorpaduje

qyHe TpU »ayTobuorpaduje”™ ,,Autobiography |Silence”,
»Autobiography |Breathing ”, , Autobiography |Healing”.
PagoBy cy HacTanu y BpeMeHy Koje je obenexxnia maHaeMuja
BUpYyca KOBUAI-19 1 meHe nocnenutie. OBaKBa CUTyalyja Hac

je HaTepasa fja y6/be 3apOHMMO y cebe, a/lv ¥ Y JUTUTANIHY
KOMYHMKanujy. JKuBOTHM IPOCTOP MOCTAO je HALl jefHI
CUT'ypaH IPOCTOP, Kao 1 IpocTopu nHTepHeta. [Tonasehn ox
JIMYHOT ¥ MHTUMHOT KOje TPaHCIIOHYje y jaBHO, HaTama ykasyje
Ha Moryhe HauMHe ,,Jlederba” )KUBOTHOT IIPOCTOPA KPO3 TPU
ayrobuorpaduje. Ce Tpu pasnuunre popMe N3pakaBama
(BUA€O-pasl, jABHYM HACTYII M AUTUTAIHA PEKOHCTPYKIIMja)
yKasyjy Ha fipyraunje HauHe KOHCTPYKTUBHOT IPOIiecynpama

JINYHOT I MHTUMHOT.

had begun its revolution. The magazine was famous for

its controversial covers, marked by photographs of mostly
women in unusual relationships and situations with digital
technology of that time. Mostly filled with eroticism,
today, their relationship with the technology seems quite
inappropriate and sometimes, comical. Digital pleasure on
the cover pages was achieved by physical touch with the
computer housings, peripheries and monitors.

Combined drawing on paper by Maja Obradovi¢ My
Attempts brings back in focus the question of original
and copy, and shows that the form of expression is not
important. The figures in her work have no faces, they
are petrified in their attempt to realise desire, tied-up in a
straight jacket of fetishism in an empty vacuum of virtual
spaces without the possibility to achieve communication.
Just like the bodies of two people to whom digital
technology failed to provide adequate bodily contact.

The question of corporality in the digital environment is
also the focus of Arpad Pulai’s work Is the Digital Tactile?
The surface on which the video work is projected is made of
wool and it was manufactured using the traditional weaving
technique, while the inspiration was the geometry of nature.
A human body is projected on an organic surface and it
tries to establish contact with the surface and exchange the
original experience of the real with a digital simulation.

Video triptych by Nataga Teofilovi¢ Autobiographies
consists of three “autobiographies”™ “Autobiography
|Silence”, “Autobiography |Breathing”, “Autobiography
|Healing”. The works were created during the period
marked by the pandemic of COVID-19 virus and its
consequences. This situation made us dive more deeply into
ourselves, as well as digital communication. Living space
has become our only safe space, the same as the space of
the Internet. Starting from the personal ant the intimate,
which she transposes into the public, Natasa points out
the possible ways to “heal” the living space through three
autobiographies. All three platforms of expression (video
work, public appearance and digital reconstruction)
indicate different ways of constructive processing of the
personal and the intimate.
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Tpu paga Hune Togoposuh us unxnyca [JresHux
OUCKOHMUHYUmMema HaCTaIa Cy Of Cepuje Komaxa Koju cy
3aTUM JJOIyHeHN BUeO0-3aIMCHMa M aHMMAIIjoM, Kao 1
3By4HOM IopioroM. KomMbmHOBaHM Cy MaTepujas ca MHTEpHETa
u poTorpaduje, kao 1 BUe0-3aIICH KoOje je yMeTHMLIA
cHMMMIA. [JOMMHAaHTHY MOTVBU Y CBa TPU pajia Cy BU3ye/IHe
IpefcTaBe U3 IpYKe MUTONOTHje. PaloBy OCIMKABajy UCKYCTBO
6uTHCama y BUPTYETHOM IIPOCTOPY: CYCPeT Ca aXKHUM
mpoduIMMa u mpefcTaBaMa o cebu, T01y KOMYHUKAILWjy,
arpecu;jy, fe3sH(QOPMICAHOCT, HEJOCTATAK TAKTU/IHOT,

anu n ocehaj HeMohHoOCTH, jep ofbaLMBabe JUTUTATTHE
KOMYHUKaIlMje MOXKe Jia 3Ha4M U M30/I0BaHOCT.

Ymerunuka nHcrananuja lejana Bpasapesuha Co. URSOR
HaCcTa/Ia je MHCIIMPUCAHA CTpenuLoM (Kyp3opom) nomohy

KOjé CBaKOJ[HEBHO KPCTapMMO BUPTYETHUM CBETOBUMA
AUTUTATHUX TexHonoruja. Crpenuiie ¢y pUaN4Ky HallpaB/beHe
ca IpMKavYeHMM MarHeTyMa KaKo 01 II0CeTUOLY MOITIM PYKOM
7la MX TIOMepajy 1o MeTanHoj MoBpuIMHNA. CBaKO HUXOBO
KpeTame OCTaB/ba BUJ/bUB TPAr Ha IPUNPEM/bEHOj HOBPIIUHI,
a1 Kao MITO MY IpUNNKOM Kopuinhera AUrnTanHuX ypehaja
HEMMHOBHO OCTaB/baMO JUIUTAIHY Tpar. YecTo Mucimmo jga
ce Hallle 3a/]0BOJ/bCTBO OUTHCAba Y BUPTYETHOM IIPOCTOPYMA
He 6e/IeXX1 @ y CTBAapM je YyIIPaBO CYHPOTHO, LITO IJIACTUYHO
II0Kasyje oBa MHCTajaluja.

CseTrocHa nHcrananuja Munasa Jlnunne Qubpa je nemno
JUTUTA/HE TeHEPAaTUBHE YMETHOCTHU Y PeaTHOM BPEMEHY

" OfIHOCHU ce Ha (heHOMeH KOH3yMaluje MHpopMaLuja Ha
uHTepHeTy 6e3 mpoBepe usBopa. OBaKaB OJHOC KOPUCHIKA
flaje AUTUTATHOj TEXHONIOTU)U CTATYC ,,BuwIe cune”. OTyna

1 IIPUCYCTBO IPOPOYNIIE Y AUTUTATHOM Jieny pajia. [Ipyru
7leo pajia cacToju ce off IPeC/Inlie Ca BpETEHOM, Koja IleTe
HUT - ¢ubpy, noxasyjyhu na cy nonyhenn usbopu y
IpeTpakMBavMMa UCK/byYMBO ayTOMATCKM TeHepucanu. Pax
IPENCIINTYje ¥ yKasdyje Ha Hallle JIoIIe OJIyKe O IpenylITamby

COIICTBEHMX J)KMBOTAa ayTOHOMHUM apTI/I(i)I/ILU/IjeHHI/IM areHrumMma.

Pap Ypoma Kpuyagunna Ceecépcmaru je yMETHUYIKO-
TEXHOJIOIIKY IIPOjeKaT 3a KOjI jé yMETHMK HAaIlMCa0 IPOrpaM
KOjy1 MOKe 6€CKOHAYHO Jja TeHepHIle 3aCTaBe U Pas3INyNTe
MUKPOUEHTHTETE, Kao u TButep 6ora. Pagom ce npeucnuryje
OJJHOC TEXHOJIOTUj€ U UIEOTIOTHj€ U TOCTABIbajy CE MUTaba
KOja Cy IIOBe3aHa ca ayTOMAaTCKIU FeHepyCaHUM CUMOOIMMA.
Taxobe, mpencnuryje ce nurame cnobope nsbopa, ga mu camu
6upamo mnn npuxsaramo Beh nonyhene onuuje anropurama.
W xoHa4HO, NNTambe KOje YMEeTHMK XKe/Iu la mocTaBu: [la mn

IIOCTOje eCTeTCKa pelllerba 3a CTPYKTypHe mpobieme?
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Three works by Nina Teodorovi¢ from the cycle Diary of
Discontinuity were made of a series collages supplemented
with video and animation, as well as a sound background. It
combines material from the Internet and photographs and
video recordings that the artist made herself. A dominant
motif in all three works are visual representations from the
Greek mythology. The works depict the experience of being
in a virtual space: encounter with fake profiles and self-ideas,
poor communication, aggression, disinformation, lack of
tactile, as well as the sense of helplessness, because rejecting
digital communication may lead to isolation.

Art installation by Dejan Vradarevi¢ Co. URSOR was
inspired by the arrow (cursors) using which we surf the
virtual worlds of digital technologies every day. The arrows
were physically made with attached magnets so that the
visitors could move them by hand on a metal surface. Each
movement leaves a visible trace on a specially prepared
surface, just as we leave a digital trace each time we use
digital devices. We often think that our pleasure of being
in virtual spaces is not recorded, but in fact, it is quite the
opposite, which is demonstrated by this installation.

Light installation by Milan Li¢ina Fibra is a work of digital
generative art in real time and it relates to the phenomenon
of consummation of information on the Internet without the
source check. This kind of attitude of the user gives digital
technology a status of “higher power”. That is the reason

for the presence of a prophetess in the digital part of the
work. The second part of the work consists of a distaff with a
spindle showing that the choices offered in the browsers are
exclusively automatically generated. The work questions and
indicates our bad choices in terms of leaving our own lives in
the hands of the autonomous artificial agents.

The work by Uro$ Kréedinac Versatile is an artistic-
technological project for which the artist wrote a

program that can endlessly generate flags and different
microidentities, as well as a Twitter bot. The work questions
the relationship between technology and ideology and raises
the questions in relation to automatically generated symbols.
Also, it reinvestigated the issue of freedom of choice, whether
we choose ourselves or are we only choosing or accepting
already prepared algorithm options. And finally, the
question that the artist wishes to ask is: Are there aesthetic
solutions for structural problems?
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TeneparuBHa anuManuja CreBana Kojuha randomSeed
HaIl}MCaHa je y IpOrpaMcKOM je3uKy p5.js. Yectuiie nop,
yTulajeM rpaBuTalnuje cI060AHO Mafajy Kpos IpasaH IpocTop,
cymapajy ce u tanoxxe. OBa pajjiba ce IOHAB/ba CBAKMX JleceT
cexyHpnu nocTixyhm npupogHoct randomSeed byHKIjOM.
Pap ykasyje Ha CITOCOOHOCT UTKMTaTHE TEXHOMOTHje fia
CUMYNUPAa MOHAIIAba y IPUPOJY, KAO ¥ Ha TO Ja IIPUHLIAIL
CUMYy/alyje jou yBeK TpujyMdyje Haj IpUHIUIINMA

PpeamHOCT! U 3aJOBO/bCTBA.

Pap ITpexpara Tepsuha Omeopen nosus peanusosax je 3a

BP. YMeTHUK je To4eo Ha TpafUI[MOHAIHY HAYVH Jja ce 6aBu
CJIMKOM U IIPOCTOPOM, @ 3aTUM KX je Ipebalno y JUrUTaTHU
mepuj BP-a. Ha oBaj HauuH OH yKasyje Ha CIM4aH IPOLEC KOjU
Ce melraBa IPUINKOM IpebaluBama ClrKe y Hae mamherse.
Crnuka y Haitem namhersy je IopoxHa IIpoMeHaMa U M je
4YeCTo, CBECHO MJIM HECBECHO, MewaMo. CiiyaH mpolec ce
oJurpaBao IPUIMKOM CTBapama oBor cBeTa y BP-y. Panom ce
jolI ykasyje 1 Ha jacCHY U1 OIIMIT/BMBY pas3nuky usmeby crBaphe u

BUPTY€/THE IPUCTYHOCTH.

Tama Byjunosuh je npencrasmena ca tpu paga. The Core

je cepmja ayfino-BU3yeNHUX pajloBa KOji Cy HacTanu
uHCnMpycany gorabhajuma nocseheHnM enexKTpOHCKOj II1eCHO]
MY3ULY ¥ JPYLITBEHOM aHI'a>KOBakby JbyiN Y3 ITIoMOh aBaTapa,
a Koju ce #elaBajy y apyirseHoM BP xaby. PagoM ce mocraBpa
HNUTamke KAaKO 3aMUII/baMO IPOLEC CTBAPakha BEMITAYKOT
XKMBOTA, HAIMX Hajorpahennx aBarapa, n kako he ce cect
MemaTy o], BUX0BUM yrunajuma. The Center je BP cet koju
je moxpamen y VRChat-y. Y3 momoh Bemrauke MHTeTUIeHIIMje
KpeupaHu Cy PaJIoBJ KOju Ce Hajlase Ha y/asy, a Ty je u cepuja
AvantGarden pagoBa Koja JOflATHO OTKPMBAjy fleTa/be I0Be3aHe
Ca MCTOPMjOM LIeHTpa y3 ToMoh CKY/IITypa, LPTeXXa ¥ My3UKe.
Labs & Playgrounds je xoMnunauuja pagosa us AvantGarden
cepuje. IIpukasyje H13 CBeTOBa UCTTyHE€HUX IPOTO-MalIXHaAMa
u fpyruM nparehyuM akrepyuma 13 Mpexxe VIHTepHeTa cTBapu.

Hapamo ce ga cMo moHybheHMM yMeTHIMYKUM pafioBUMa yCIIe/n
Ia 3arpe6eMo IMOBPIINHY /bY/ICKE er3UCTEHIINje Y BUPTYeTHUM
IPOCTOpPMMa MHTEPHETA 1 Ja IpyKaxxeMo Aemuh oHora mTa

ce [ielaBa IPM/IMKOM IIOKYIIaja fia ce BehuHa cBaKOJHeBHOT
¢dyHKUMOHMCaba IpeHece, MaHMpeCTyje 1 KOH3yMUpa
HOCPEACTBOM IMUIMTaTHe TEXHONOIMje, Kao u nocrojeher
co¢TBepa u cagpxaja.
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Generative animation by Stevan Koji¢ randomSeed was
written using p5.js programming language. Under the
influence of gravity, the particles free fall through the empty
space, colliding and depositing. This action is repeated every
ten seconds, achieving naturality using the randomSeed
function. The work indicates the ability of the digital
technology to simulate natural behaviour and that the
principle of simulations still triumphs over the principles of
reality and pleasure.

Work by Predrag Terzi¢ Open Invitation has been made for
VR. The artist began working on the image and the space

in a traditional manner and then he transported then to a
digital medium of VR. In this way, he indicates a similar
process that happens when an image is transported into our
memory. The image in our memory is subject to changes and
we often change it consciously or unconsciously. A similar
process took place during the creation of this work in the
VR. The work indicates a still clear and tangible difference
between the real and the virtual presence.

Tanja Vujinovi¢ is presented with three works. The Core is

a series of audio-visual works inspired by events dedicated
to electronic dance music and social engagement of people
using avatars, which take place in a social VR hub. The
work poses the question how we imagine the process of
creating an artificial life, our upgraded avatars, and how
the consciousness would change under their influence. The
Center is a VR world stored in a VRChat. Using the artificial
intelligence, the artist created works located at the entrance,
and there is also a series of AvantGarden works that reveal
additional details in relation to the history of the centre
using sculptures, drawings and music. Labs ¢ Playgrounds
is a compilation of the works from the AvantGarden series.
It presents a series of worlds filled with proto-machines

and other accompanying actors from the Internet of Things
network.

We hope that with the presented art works we have managed
to scratch the surface of human existence in the virtual
spaces of the Internet and to present a piece of what happens
when we try to transfer, manifest and consume most of our
everyday lives using he digital technology, as well as the
existing software and contents.



Ja 3apoHuMO y cepy YHYTpaLIber U NHTePIEPCOHATHOT

u, 6ap Ha TPEHYTaK, OCBET/IMMO LITA Ce [ielIaBa y O/by
purutaaHor usMeby nojenyHua u gpyrora, Te IITa U3pamba 13
Te MHTEepaKLyje. A MOX/a U [a OfITOBOPUMO Ha IIUTabe [a JIn
CY ycaM/beHOCT, ocehaj HeBU//BMBOCTY Y HEUCIIYHEeHOCTY TeK
TauKa Ha CIIEKTPYMY MHTePIIEPCOHAIMX Be3a KOja ce M3MellTa
y BUTUTAIHO y IOTPa3y 3a aKTUBHMjUM C/TyIIAOL[eM CBOT
aHaJIOTHOT ,,ay TUCTUYHOT CUMIITOMa  KOju MyMa HecxBahen?

To dive into the sphere of the inner and the interpersonal,
and to, at least for a moment, shed some light on what
happens in the field of the digital between an individual
and another and what emerges from that interaction. And
perhaps, we can answer the question if loneliness, sense of
invisibility and unfulfillment are just a point on a spectrum
of interpersonal relationships that are being moved to the
digital in search of a more active listener for its analogue
“autistic symptom” that mumbles on, misunderstood.
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Apnapg lynau

[a nu je gurntTanHo TaKkTUNHO?
WHcTanaumja, 2022.
TexHuuka noapuka: 3opaH h. Mnnmcasmesnh

Heno ykasyje Ha mapafjoKC JUTUTATHOT JPYIITBA, Kao 1

Ha JTa’kaH OpUBUJ MUCKYCTBA CTEYCHOT ITyTEM AUTMTATHUX
Mennja. OHa yje[HO yKa3yje Ha BUPTYe/IHY IIpPeiCTaBy YOBeKa
KOj¥ >Ke/IM [ia TOXXMBY TaKTMIHY Hafipakaj (HuKaza Gusmaku
CT€YE€HO I/[CKYCTBO) KpO3 TUTUTATHU Me,T_[I/[j. HpOjeKTOBaHO
JbYZICKO TEJI0 MHTE3MBHO MIOKYLIaBa /la UCKYCTBA MaTepyjaaHe
CeH3alluje 3aMeHM JUTUTATHOM INepLeIIIjoM.

®u3nvKa KOMIOHEHTa, Kao IIOJIMTOH 3a CTUIA e TAKTVTHOT
MCKYCTBA, CACTOjI Ce 13 IIPUPOAHE CTPYKType, husmuKe
npencraBe y GopMu TeKCTUIHOT pebeda. [Ipemer TakTHIHE
(daciuHaluje Cy eKCriepyMeHTaIHe TEKCTUIHE TOBPLIN-

He pea/nn3oBaHe NOMONy 6MIOMMMEeTUYKMX IPUHIUIIA

reHepucama.

KoHCTaHTHMM KOH3yMUparbeM AUTHUTAIHE KYIType JOoIasn
o xabuTyanuje, OFHOCHO Oclab/beHe peakijije OpraHmu3ma
Ha TaKTWJIHA UCKYCTBA, a OBa JIAKyHa 61 Tpebaso na 6yne
npesasubena kpos nepuenunjy paga. Ha xpajy, pag namehe
IIUTarbe TPaHNMIle KOja pas/iBaja KOPMCHO ¥ MITETHO KOH3YMMI-
pame aururanHe Kyarype. Takohe ce mocrasba nutame fa mu
ce AUTMTA/IHA UCKYCTBA, OffHOCHO JUTUTA/HE CEH3alyje MOT'y
HOPEefUTH Ca UCKYCTBOM GU3MUYKOT CeH3aumje 1 JOAIpa.

Arpad Pulai

Is Digital Tactile?
Installation, 2022
Technical support: Zoran b. Milisavljevi¢

The work indicates the paradox of digital society, as well as
the false illusion of experience gained through digital media.
At the same time, it also points to the virtual presentation

of a man who wants to experience the so-called tactile
stimulus (never physically gained experience) through a
digital medium. Projected human body intesively tries to
exchange the experience of material sensation with the digital
perception.

Physical component, as a place for gaining tactile experience,
consists of a natural structure, physical manifestation in

the form of textile relief. The object of tactile fascination

are experimental textile surfaces realised using biomimetic

generation principle.

Constant consumation of digital culture leads to habituation,
i.e., weakened reaction of an organism to tactile experiences,
but we should overcome this lacuna through the perception
of this work. At the end, the work poses the question of the
boundary that separates useful and harmful consumation

of the digital culture. A question also arises whether digital
experiences, i.e., digital sensations, can be compared to the
experience of physical sensation and touch.
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HaTawa Teopunosumh

Aymobuozpaguje (Autobiography | Silence, 3] aHuManuja,
2019, 2:08; Autobiography | Breathing, Buneo-nepdpopmanc,
2021, 5:35; Autobiography | Healing, pasroBop ca yMeTHU-
oM, Kondepennuja Society and Art in a Forced Reality, Ars
Electronica Garden Hosu Cap, JyHaBcku aujanosn, 2021)

Bugeo-tpunTux, 2022.

Bupeo TpunTux caunibe je of Tpu ,ayrobuorpaduje”:
Autobiography [ Silence, Autobiography | Breathing,
Autobiography | Healing. PanoBu cy HacTanu y Iepuony
2019-2021, BpeMeHy Koje Cy FeHepalIHO 00e/IeXX Iy HaHze-
MIja U CBe IbeHe HOoCTefyIle: )KUBOTHO HECIIOKOjCTBO,
u3onalyja, IpUHyLHO Bpahate y XXMBOTHM IPOCTOP, Kao 1
OIILITA BYPTYyeNu3alja paja u KOMyHuKanuje. Y KOHTEKCTY
YMETHOCTH U OBUX PajfioBa, IMYHO, IPUBATHO, MHTUMHO Ce
MHBEPTYjy U3/aTarbeM 1 OCTajy jaBHO. VIsHybenu 61uxennu-
opajM3aM TeMaTyu3yje TMIHU paj Ha ,,Jiederby’ >KUBOTHOT
IIPOCTOPA, Kao ¥ IIOCTEIeHY U CIIOpY TMYHY TpaHcopMaLujy
yCMepeHY Ka KOHCTPYKTUBHOM Ji KOHCTaHTHO IIPOMEH/BBOM

Ha49MHY XMNBOTA.

Natasa Teofilovic¢

Autobiographies (Autobiography | Silence, 3D animation, 2019,
2:08; Autobiography | Breathing, video performance, 2021,
5:35; Autobiography | Healing, conversation with the artist,
Conference Society and Art in a Forced Reality, Ars Electronica
Garden Novi Sad, Danube Dialogues, 2021)

Video triptych, 2022

Video triptych consists of three “autobiographies” —
Autobiography | Silence, Autobiography | Breathing and
Autobiography | Healing. The works were created in the period
2019-2021, which was generally marked by the pandemic
and all its consequences: unease, isolation, forced return

to living space, as well as general virtualisation of work

and communication. In the context of art and these works,
personal, private and intimate are inverted by exposure and
they become public. Extorted behaviouralism thematises
personal work on “healing” of the living space, as well as
gradual, slow personal transformation directed towards
constructive and constantly changing way of life.
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Maja O6pagoBuh

Mejrt nokyLwaju

KoMm6unHoBaH LpTex Ha nanupy, 2022.

Y pagy je KOMOMHOBaH IPTeX Ha NANMPY Ca Of/INBIIMA Ha
HAINUpY, LITO Ce youaBa TeK Kaja ce mpubhe camom paxny. Ha
Taj Ha4MH Ce OTBapa NUTalbe OPUTMHAJIA U KOIIMje KOje je
aKTyeTHO U Y IUTUTATHOM cBeTy. IIpoliec u3paje 3axTeBa
peleTULN)y Y CIMKalbY, TUBElbY U UCIIUCUBAY pedl, Kao

U IIOCeOHY CeIeKIIMjy OHMX OflIMBaKa PedM Koje ,yCIejy .
Bennua nmanupa usmeby aBa f-you ofnuska 3BydHuja je Hero
61710 KOju TOH 60je. OceTnma caM TOKOM pajia moTpedy ma
nponabem u gobujeM ny61Hy Te 6aHa/NHE ABE pedn KOjy CBU
HIOHEKaJ| KOPUCTUMO.

®urype HeMajy /uIla, HEMAjy UAEHTUTET U IIOCTAjY €0
6ennue/Tumnne usMmeby gBe ncoske, ;Ba CMC-a, 1Be ocobe
KOje He MOT'Y [ja peannsyjy >ke/by 1 ABe, a MOX/a 1 6e36poj,
oTKyLaHux ckpahennua.

Maja Obradovic

My Attempts
Combined drawing on paper, 2022

The work combines drawing on paper with paper casting,
which can be seen when the spectator gets closer to the work.
In that way, the question of original and copy is opened, which
is current in the digital world as well. The production process
requires repetition in painting, casting and writing of the
words, as well as a special selection of the “successful” castings
of the words. The whiteness of the paper between the two f-you
castings is louder than any colour tone. During the work, I
have felt the need to find and obtain the depth of those banal
two words that we all sometimes use.

The figures have no faces, they don’t have an identity and
they become part of the whiteness/silence between the two
curse words, two SMS messages, two persons that cannot
realise their desires and two, and perhaps countless, typed
abbreviations.

®ECTMBANC.Y.T.P.A.: AUFUTANTHO 3AAOBO/LCTBO
FESTIVALS.U.T.R.A.: DIGITAL PLEASURE

33



34 @ECTUBANC.Y.T.P.A.: AUTUTANTHO 3AN0OBO/BCTBO
FESTIVAL S.U.T.R.A.: DIGITAL PLEASURE



HuHa TogopoBuh

AxtAAeuc (Achilles)

Eptg (Eris)

Palpitations/Sleep Deprivation
Bupeo/rnunu/rud/konax aHumaumje, 2022,

PapmoBu 13 nukyca JJHesHuk OuckoHmuHyumema
(Discontinuity Logbook) — nHeBHe 6eellike, peakijuje Ha
pasIMyuTe I0jaBe ¥ MMITYIICE, KPaTKM KOMEHTapy, YTUCIN U
TaKo Jiasbe.

LImxmyc je 3ammoyer Kao cepyja KJIaCMYHUX KO/IaXKa KOju Cy ce
IPOLIMPU/IN Y TI0/be BUJe0-3aI¥ca M aHMMalL|Jje Ca 3By YHOM
noyioroM. Marepujanu nponahenu Ha MHTepHeTy Cy KOMOM-
HOBaHU ca ¢pororpadujama/Buieo-3annucuma Koje yMeTHUNIIA
cBakopiHeBHO npaBy. Kao rmaBan MoTusu xopuinhene cy
BU3Ye/IHe NIPeICTaBe IPYKIX MUTOMOMKIX IMKOBA V1 IPUMOP-
AnjamHUX 60KaHCTaBa Koja Hoce ofipeheny cumbonuky
Be3aHy 3a CIeMPUYHY TeMaTUKy (pamUBOCT, THEB, KOMYHU-

Kalnja, HefOCTaTaK CHa I TAaKO Jjajbe).

KoHKpeTHU pajiloBy NOKyIaBajy fia leKOHCTPYMIIY peHOMEeH
APYLITBEHUX MPEeXa, XMBOT y BUPTYEeTHOM IIPOCTOPY,
HeJloCTaTaK MCTMHCKe KOMYHMKallMje U layKHe IpeficTaBe

0 cebu 11 Apyruma (Ha [pyLITBEHMM Mpe>KaMa CMO CBU

jaky, HeMOBPEA VB, Haj/IEeIIIIN, HajOOJbI, a/IN je BP/IO Majio
[IOBOJBHO JIa Ce CPYLIN CIMKa KOjy 0 ceb1 rpafuMo y jaBHO-
ctn). Takobe ykasyjy Ha macuBHO-arpecuBHe MHTEpaKIMje 1
Hacube Koje e CBAKOJIHEBHO OfIBMja y PasIu4nUTIM OOIIIIN-
Ma 1 Koje fepuHUTUBHO fedopMMuIIe JOCKOPAIlhe XUBOTHE
U MOpajiHe IPMHIINIIE, KA0 ¥ Ha IIpeycMepaBare Ha HOBY,
BUPTYENHY JMMEH3Mjy KOjOoj MOPaMO Jja C€ IPU/IATOLVMO VI

61BaMo ofbadyeHn.

Nina Todorovic

AxtAAeuc (Achilles)

EpLg (Eris)

Palpitations/Sleep Deprivation
Video/Glitch/Gif/Collage animations, 2022

Works in the cycle Discontinuity Logbook — daily notes,
reactions to various phenomena and impulses, short
comments, impressions, etc.

The cycle began as a series of classical collages that have
expanded to the field of video and animation with a sound
background. Materials found on the Internet are combined
with photographs/video recordings that the artist makes
every day. Visual representations of Greek mythological
characters and primordial deities, that carry certain
symbolism connected to a specific theme (vulnerability, rage,
communication, lack of sleep, etc.) were used as the main
motifs.

Actual works are trying to deconstruct the phenomenon

of social networks, life in virtual space, lack of true
communication, false ideas about ourselves and others (in
social networks, we are all strong, invulnerable, the prettiest,
the best, but it takes very little to demolish the image we create
of ourselves in public). They also indicate passive-aggressive
interactions and violence that takes place every day in various
forms and which definitely deforms previous life and moral
principles, as well as redirection to the new, virtual dimension
to which we must all adapt or we shall be rejected.
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Hapuja Meguh

#racunari_144
MapTuumnaTMBHa cnekynaTuBHa cueHorpadwmja, 2022.

#racunari_I144 je mapTULUIATXBHA CIIeKyTaTUBHA CLIeHOTpa-
¢duja 3a peMHTepIpeTALMjy HACTOBHNIIA KYITHOT YaCOIIMCa
Pauynapu. [locTaBka mosuBa noceTuoue/-Te/bKe fAa y4ecTByjy
y Kpeuparwy HaCJIOBHE CTPaHe 3a HOBY QUKTUBHY Opoj 144.

OBaj yacormuc je obenexusna [UXOTOMMUja CTaTyca Ipero-
3HAT/BUBOCTU — C je[[HE CTPAHE je OAVCA0 KBAIUTETOM
Y/IaHaKa KOjy Cy yTUIIA/IM Ha FeHepalije IporpaMepCcKux
sajeganua. C gpyre cTpaHe, IIOCTa0 je CBETCKY IPENO3HAT IO
9eCTO KOHTPAaBEP3HMM CEKCYyanM30BaHMM NPUKa3UMa JKeHa
Ha HaC/IOBHMM CTpaHaMa y 3arpspajy ca ypebajuma o kojuma je
Jacomyc nucao. Pauynapu je obenexxno rogute (1984-1999)
KaJla IepCOHAIHYU pauyHapyu yaase y Kyhe u fo6ujajy cse Behy
IIPUMEHY, 2 MHTEPHET C€ TEK Pa3BUja, KA0 M HAPATUB O TOME
1ITa Cy U 32 KOTa CYy KOMIIjyTEPU.

CriexynaTuBHa ClieHOrpaduja cafip>Ku elleMeHTe BU3YeTHOT
UIEeHTHUTEeTa OBOT YacOICa Y CAMOM OKBMPY 32 HACTIOBHY
CTpaHy, Koju ce Kao paM yBehaH npema /byficKoj BeTM4NHN
¢usnukn Hanasn y npocropy. CripemHu 3a rpabeme 6yayher
KaJipa HaCIOBHUIIE, 113a Ibera CTOje MCTOPUjCKY IPUMEPLI
padyHapa 13 Myseja HayKe U TeXHMKe KOjU HyJie IPOTarOHMU-
CTUMa/-KuibaMa ClleHe fla Ce TO3UIIVIOHMPAjy OKO fiBe PaBHIU.
CrieHorpadujy yoKBUpYyje XpOHOIOLIKA apXUBa OfabpaHNX
HaCJIOBHMLIA, TOYEBIIN Off 4yBeHOT 6poja 11 y KoM cy IpBu
myT Oule IpMKa3aHe >KeHCKe HOTe, 11 10 eKCIVTMLMTHUjUX
CIieHa HACJIOBHUX CTPaHa U3 CpefiiHe fieBefieceTux rofguua 20.
Beka. Paj Hyny MoryhHoCT carefjaBama TOKOBa HapaTHBa
TOKOM T'Of[MHa, Kao U fla Ce MOjeIVIHM M3/I0KeHY IPUMePIIN
Jacomyca IUCTajy U UCTpake. AyTopu/-Ke Cy IIo3BaHN/-€ fa
objaBe CBOje ClieHe Ha APYLITBEHUM Mpexama kopucrehn
xamrar #racunari_144 xako 61 ce HallUIM y Tajlepyuju U
apX¥BM HaCTIOBHUX CTPaHa HOBOT Opoja 144. IlIta 6u 6poj 144
KOjy U3TIa3M Y cenTeM6py 2022. rofyHe peKao O laHalIbeM
3arp/bajy ca TEXHONIOTMjOM U IUTUTATHOM U3Pa3y?

Darija Medic

#racCunari_144
Participative speculative scenography, 2022

#racunari_144 is a participative speculative scenography

for reinterpretation of the cover pages of the cult magazine
Racunari. The installation invites the visitors to participate in
the creation of the cover page for the new fictional issue no. 144.

This magazine was marked by the dichotomy of the
recognisability status—on one hand, it had quality articles
which impacted generations of programming communities.
On the other, it became recognisable all over the world by
often controversial sexualised depictions of women on the
cover page hugging the devices that the magazine was writing
about. The magazine marked the years (1984-1999) in which
personal computers entered our homes and the Internet just
started to develop, as well as the narrative about what are
computers and for whom they are intended.

Speculative scenography contains elements of visual identity
of this magazine in the frame for the cover page, which is
enlarged to human size and physically placed in space. Ready
to build the future appearance of the cover page, behind it

are historical examples of computers from the Museum of
Science and Technology that offer the protagonists of the scene
to place themselves around two planes. The scenography is
framed by the chronological archive of chosen covers, starting
from the famous issue no. 11 in which woman’s legs were
shown for the first time, up to the more explicit scenes from
the cover pages in the 1990s. The work offers a possibility to
see the course of the narratives throughout the years, as well as
explore certain exhibited issues of the magazine. The authors
are invited to publish their scenes on social networks using the
hashtag #racunari_144 so that they could end up in the gallery
and archive of the cover pages on the new issue no. 144. What
would issue no. 144 published in September 2022 say about
today’s hug with the technology and the digital expression?
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[ejaH Bpauapesuh

Co. URSOR
WHcTanauuja, 2022.

YMeTHMYKa MHCTA/IAlMja HaCcTa/Ia MHCIMPYICAaHA eKpaH-
CKUM apTedaKToM — Kyp30poM Kao MHTepPejcoM U HalIMM
AUTUTATHMM ITyTOKa30M. 3a IoTpebe yMeTHIYKE MHCTa/Ia-
1yje Kyp3opu ¢y GU3MYKM KpeUpaHU ca IPUKAYeHIM MarHe-
TMMa, KaKO 61 MX II0CeTHOLY [IOMepaIy IO HOBpIIHAMA

Ha KOjJiMa OCTaje Tpar BhIXOBOT KpeTamwba, 6alll Kao IITO U Y
AUTUTATHOM CBETY OCTaB/baMO TPar CBaKy IIyT Kajja UCTpa-
JKYjeMO IUTUTAJIHE CafipXKaje.

C 063upoM Jja je paflo3HAIOCT ¥ IPUPOAM YOBEKa, JUTHUTATTHE
TEeXHOJIOTMje aIICOTYyTHO OATOBapajy HberoBoM KapaKkTepy
MCTpa>kMBaya ¥ KOH3YMeHTa CBUX mocTojehnx (ycmoBHO
HOCTYIHUX) JUTUTATTHUX CafipKaja. To 3a0BO/BCTBO OCTaB/ba
TpPar y AUTUTATHOM, a/li ¥ PU3NIKOM CBeTy, roopehn
OflaK/Ie CMO JOLIIN, IITa PajyMO I1a YaK U Ky/ia UAeMO, VI
MOX/ja Kyfa Tpeba fa uaemo!

Dejan VracCarevic

Co.URSOR
Installation, 2022

Art installation inspired by screen artefact—cursor as an
interface and our digital guide. For the purpose of this
installation, the cursors were physically created with attached
magnets so that the visitors can move them on the surface
leaving the mark of their movement, just as we leave a mark in
the digital world every time when we explore digital contents.

Considering that curiosity is an ingrained feature of any
human, digital technologies absolutely correspond to

their character of an explorer and consumer of all existing
(conditionally available) digital contents. That satisfaction
leaves a mark in the digital, as well as the physical world,
saying where we’ve come from, what we are doing and even
where we are going. Or perhaps, where we should go!
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MwunaH JInunHa

®urbpa
KnHeTunuka ckynntypa nopartaka, 2022.

Pap npescTaB/ba fieno [UruTanHe TeHepaTUBHE YMETHOCTH Y
peajHOM BpeMeHY KpeMpaHO 00/IMKOBabheM MOfjaTaKa,yIIo-
TpeOOM TeXHMKa BellTayKe MHTe/IUTeHIIje ¥ IM3ajHa ClieHe,
006je1bEHO TOf] [T0jMOM KMHETHYKe CKY/IIType IIofaTaka.

ITocseheH je peHOMeHY ynujama nHpopMaLmja ca Mpexe 6e3
noce6He mposepe. Paji ykasyje 1 Ha CBeCHO IIO3UIIMOHMPabe
MamyuHa (OfHOCHO ayTOMAaTH30BaHNX Po6OTa U3 IIOrOHA
IpeTpa)kiBaya) Kao HeMOTPEIIBIX ay TOPUTETA I apryMe-
Hara, fajyhu uMm PyHkuujy ,Buue cune”. Ca TUM y Besu cy
uckopuurheHy mojMoBu cyhaje u mpopouniie y 1MKoBHOM
TpeTMaHy fieia. YIoTpeba oBakBe CMMOOIIKe MMIUTUIIVPa
ocehaj ;yXoBHOCTM KOju HeBU//bUBA CI/Ia OYU CBOJUM
IOCTOjarbeM, TOK MCTOBPEeMEHO 03HauaBa MYAPOCT I HeIorpe-
LIMBOCT KOjy IIPUIIMCYjEMO TEXHOMTOT ).

ITopep puruTaaIHoOr acleKTa pafia Koju je ofpeheH crBap-
HUM IIpeTparama cranoBHuka Cpouje, a 4nje ogroBope

je mepuHMCa0 60T KpenpaH 3a norpebde paga, pusnykn je
IpUCYTHA CTMIM30BaHa PeC/INLIa, KOja HeIPEeKUIHO Ipefe
AUTUTAIHY HAT - GUOPY HAIUMX TPEHYTHUX CUTYaLUja
KOjuMa ce IIPEeNyIITaMO HaKOH IIPOBepe Off MCIIOf 47 MUuce-
KyHAU. MOHOTOHO, MEXaHIYKO KpeTalbe Yje[lHO yKasyje Ha
TO Ja cy moHyheHu n36opu NCK/BYIMBO pe3yIITAT IpeLjU3He

ayToMaTusanuje.

MHcTananyja TeXu fga I0CTaBy NUTarbe U3 KOT pasjiora 4ax u
COIICTBEHY MHTYULIM]y IIOTYMEABAMO JIOTULIM a/ITOPUTAMa U
ia I je TAKBO HACTOjarbe Y BE3U Ca CyjeBepjeM Koje IIPEHOCH-

MO Yy KOJIEKTMBHOM HECBECHOM?

Milan Licina

Fibra
Kinetic sculpture of data, 2022

The work is a composition of digital genetic art in real time
created by shaping data, using artificial intelligence techniques
and scene design, merged under the notion of kinetic data
sculpture.

It is dedicated to the phenomenon of absorbing information
from the network without special control. The work also
indicates conscious positioning of the machines (i.e.,
automatised robots from the browser’s drive) as infallible
authorities and arguments, giving them the function of
“higher power”. In connection to that, we’ve used the notions
of the Fates and prophetess in the visual treatment of the work.

Use of such symbolism implies the sense of spirituality, which
as an invisible force awakens by is very existence, while at the

same time it signifies wisdom and infallibility that we ascribe

to technology.

Beside digital aspect of the work generated from real search
history of citizens of Serbia and whose responses are defined
by bot created for the purposes of this work, there is a
physically present distaff with spindle, continuously spinning

the digital thread - fibre of our current situations which we
willingly indulge in after a check of under 47 milliseconds.
Monotonous, mechanical movement simultaneously indicates
that the offered choices are exclusively a result of a precise
automatization.

Installation strives to pose the question what are the

reasons why we submit even our own intuition to the logic
of algorithms and if such tendency is in connection to
superstition which we pass on in the collective subconscious.
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Ypouw KpyaguHal,

CsecBpcTaHu
leHepaTMBHN YMETHUYKO-TEXHOMOLKK npojekaT, 2022.

Janammwy padyHapCKyu IPOrpaMy MOTY Jja T€HEPUILY JIOTOTH-
Ile M peK/IaMe, MMIMOBe 1 TlecMe, peaucTu4He Gpororpaduje
U AIICTPAaKTHE aHMMAIluje, KOMePLjaaHy U NOTUTUIKY
nponarasgy. Kakso je To [pyLITBO y KOjeM ce MM, Kao JbyAN

Y KOPUCHUIIY OBYX CUCTeMa, UAEHTU(UKYjeMO ca ayToMaT-
CKM TeHepMCaHUM cuMbonuma? JIpyITBo unje MAeHTUTeTe
ycMepaBajy anropuTMm?

3a npojexar Ceecepcmany caM HaIMCAO IPOrpaM Koju

MO>Ke Jia reHepuile 6ecKoHa4aH 6poj 3acTaBa M pasTUINTUX
MUPKOUJIeHTUTeTa. VITeHTUTeTH ce YMHOXaBajy PpaKTaaHo,
ad infinitum. IIporpaM npepcrasba jeHY BPCTY eKCIEPTCKOT
CHUCTeMa, Majie BelITauKe MHTeIUTeHIIM]je 33 XepaTJuKy 1

BEKCUJIONIOTH]Y.

ITpojekar mocras/ba MUTakba O Be3u usMely rexHonoruje n
upeonoruje. Kana n3abepemo sacraBy, jecMo 111 je 361/ba
caMu u3abpau MM CMO Ce TeK yIIellaaM Ha ay TOMaTHU30-
BaHy yauny? JIJok HaM ce CKpO/IOBakeM U JIajKOBatbeM JIyde
[OMIAMMVH U CEPOTOHMH, YMUILI/BAMO /i1 cnobony usbopa? [la
1M MU BIIafiaMo cuM6bomMa uiu onu Hama? V yomuire, ¥ma

JIM eCTETCKUX pelllerha 3a CTPYKTYpHe IpobieMe?

Kerpun Xejnc ce sanutana: ,,Ilocrajemo mu Kogosu Koje
yKyLaBamo y pauyHape?”. bopuc BygeH je pexao: ,JnenTurer
je KOCT 3a ITIoflak-€ KOj1 BaM yBaJie IIpMje Hero Bac ofiepy Jo
rone koxxe”. [lenanynun Pymu je meBao: ,Huxaxas 6apjax.
JemuHo /py6aB. JemuHo jap6or 3a 6apjak, u Betap. Anu
HUKaKaB Oapjak”. A seH mecHuuu 6u gopanu: ,To mro ce
BMjOPM, Jja 11 je TO 3acTaBa iy Betap? HujegHo: Bujopu ce

TBOj yM.

Kako ce Bujope Hamy ymoBu?

Uros Krcadinac

Versatile
Generative artistic-technical project, 2022

Today’s computer programs can generate logotypes and
advertisements, mimes and songs, realistic photographs and
abstract animations, commercial and political propaganda.
What is this society in which we, as humans and users

of these systems, identify ourselves with automatically
generated symbols? A society whose identities are directed by
algorithms?

For the project Versatile, I've written a program that can
generate an infinite number of flags and different micro
identities. The identities are fractally multiplied, ad infinitum.
The program represents a kind of expert system, a small
artificial intelligence for heraldic and vexillology.

The project poses the questions regarding the relationship
between technology and ideology. When we choose a flag, have
we really chosen it ourselves or have we simply been hooked on
an automatised hook? While scrolling and liking increases our
dopamine and serotonin levels, do we have an illusion of the
freedom of choice? Do we rule the symbols or are they ruling
us? And generally speaking, are there any aesthetic solutions
for structural issues?

Catherine Hales wondered: “Are we becoming codes that we
enter into our computers?”. Boris Buden said: “Identity is a
bone they throw at you before they skin you alive”. Rumi sang:
“No banner. Only love. Only a post for the banner, and wind.
But no banner.” And the zen poets would add: “That thing that
flutters, is it the flag or the wind? Neither. It is your mind that
flutters.”

How do our minds flutter?
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CteBaH Kojuh

randomSeed
leHepaTMBHa MHCTanauuja, 2022.

randomSeed je reHepaTHBHA aHMMAllVja MUCaHA Y P5.js
IIPOrPaMCKOM je3uKy. Y 3aBUcHOCTHU Off MelycoOHOr monosxkaja
M3BOpa ¥ XOPU3O0HTA, YeCTUIIE ITOJ] YTUIIAjeM TpaBUTaLIje
c1060HO Mafajy Kpo3 mpasaH IIPOCTOP, CYAapajy ce Uiu ce
TasoXe. AHMMaIuja Opiuiie eKpaH 1 MOYMbe U3HOBA CBAKUX
JleceTak CeKyH/M II0CTaB/bajyhu cBe BpeJHOCTH y HOBe
HacyMU4He JUTUTA/THE OJHOCE 9Mja C€ MPUPOJHOCT MOCTIXKE
randomSeed GyHK1IMjOM.

ITopen reHepaTyBHe aHMMAL[Vje Ha €KpaHy, MHCTATALUja

je monymeHa GOHTAHOM KOja pajiu Ha CO/IAPHM IIOTOH.
IMocraBbeHa cBetneha guopa (enr. LED, light emitting diode)
omoryhasa 6Ly 1 poHTaHU Aa 6YAY Y KUBOTY'.

Stevan Kojic¢

randomSeed
Generative Installation, 2022

randomSeed is a generative animation written in p5.js program
language. Depending on the mutual position of the source and
horizon, under the influence of gravity, particles fall freely
through empty space, they collide and deposit. Animation
wipes out the screen and begins again every ten seconds
setting all the values into new random digital relations, whose
naturalness is achieved using the randomSeed function.

In addition to the generative animation on the screen, the
installation is complemented by a solar powered fountain. The
installed LED allows the plant and the fountain to be "alive".
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[Mpeppar Tep3uh

OTBOpEH No3uB
TekcT: Cawa Wnuh, BP: Mapko 'paHuh, 3Byk: MBaHa
Murbkosuh, 2022.

Kpos Bpeme nzonannje n 4ygHux nHdopMaImja, o4eo cam
fia ce 6aBMM C/IMKOM U IIPOCTOPOM Ha jeflaH TpajuIIOHa/IaH
Ha4MH KOju caM KacHUje mpebannsao y BP. JKusumo y cety
y KOMe C/IMKa KOja HaM Ce jaB/ba, KpO3 HOBe Mefiyje, He Mopa
ayTOMAaTCKU [ja 3Ha4M /1A je OMHOC B€3aH 3a IepLenuujy

Y CMUCITY MHTEPCY6jeKTUBHOT OHOCA Y KOjeM II0CTOj1
pedepeHia Ha HEUITO peanHo y ORHOCY n3Mely cinke,
[ocMaTpaya ¥ BUIIKA MMaruHapHOT. 3axBasbyjyhu TakBoj
CUTYyaLVju, CIUKa U3 Mefyja ce 60/be IaMTy 1 MU OMBaMo
OIYNMIbEHN CMKaMa ca IPYIITBEeHNX Mpeska unn ogpebennx
IopTasa Koju ce IMKIMYHO cMemyjy. [lemasa ce fja ce y
jemHOM TpeHYTKY npucehamo cimke u TuMe je fe3-QyHKIMO-
HUIIEMO 13 Te/la MeA1ja Koje CMO BN 1 mpebariyjemo je y
Hae mamheme. To je 10/be y KOMe CMO CTOOOHY f1a MEHAMO,
YYMHUMO APYTadMjuM VTN OTETOTBOPUMO KpPO3 IpyTH
codrsep (BP).

Axo ce y ToM mpocTopy Habe TeKcT, Koji1 je MHCIIMpaLuja 3a
BelITauKy nHTenureHnujy (BM), koja kacHuje reHepuiiie HoBe
CTIMKe, Y fa’beM fie3-QYHKIMOHMCAbY Off CBera IO3HATOT
KPO3 aJITOpUTaM, OHa JOOUjaMO MeIMjCKY KOHCTPYKIIN)Y
peanTHOCTH Koja y cebu capp>xu BV y BelTaukoj mpucyTHO-
cTu. BemTayka NpucyTHOCT C/IMKE YMHM Jla C€ IOCMATpay
HaJIa3u y HOBOj CUTYaLUji ¥ KOjoj Tpeba fa pasyMe pasnnke
usMeby )1Be, OTHOCHO peajHe IPUCYTHOCTH, ¥ OHE IpyTe,
HexxuBe (koja fonasu us copraepa). C jenHe cTpaHe, OH 61Ba
ocrnoboheH off mpeTXoHOT 3HaHa KOje HOocCefyje O CANIN, KOjy
I7Iefla Ka0 MHTEPTEKCTYaTHy U METATEKCTYa/IHy IIPOU3BOJIbY
MeJIMjCKMX CIIMKA, JOK C ApyTe CTpaHe, beroso Bubemwe 61Ba
IIOCpeoBaHo cBelrhy 0 MPOMeHNU peaTHOCTHU Y KOjoj ce OHO
IIPUCYTHO leMy npegodaBa. Cuke Koje 00uTaBajy yHyTap
BUPTYETHOT IIPOCTOPA MOTY jeIMHO Jla Ceé OFHOCE Ha OHO LITO

je Yy BbMIXOBOM OKPY>K€Iby peasHo.

Predrag Terzic

Open Call
Text: Sasa lli¢, VR: Marko Grani¢, Sound: lvana Miljkovi¢,
2022

During the time of isolation and weird information, I began
dealing with image and space in a traditional way, which I've
later transferred to VR. We live in a world where the image
that appears, thought new media, doesn’t automatically have
to mean that the relationship is connected to perception

in terms of intersubjective relationship in which there is a
reference to something real in the relationship between the
image, observer and the surplus of the imaginary. Thanks to
that situation, the image from the media is better remembered,
we are mesmerised by pictures on social media or certain
portals that alternate cyclically. It happens that in one moment
we remember the picture, thus taking it from the body of the
media where we saw it and transfer it to our memory. That is
the field in which we are free to change, make things different
or embody through another software (VR).

If in that space there is a text, which becomes inspiration for
artificial intelligence (AI), which later generates new images,
in further taking away from everything known through an
algorithm, then we get a media construction of the reality
which contains Al in the artificial presence. Artificial presence
of the image makes the observer enter a new situation, in
which he has to understand the difference between the live
(real presence) and the other one, not alive (which comes from
the software). On one hand, he is freed from the previous
knowledge of the image, which he sees as an intertextual and
metatextual production of media images, while on the other,
the way he sees it is mediated by the awareness of the change
of reality in which what is present is being shown to him. The
images that exist in the virtual space can only refer to what is
real in their environment.
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Tama ByjuHoBuh

The Core

[eHepaTuBHN yMeTHMYKY PasioBu (CIMKe, 3BYK, ay[i10-BU3Y-
enHa yMeTHOCT); KoncynranTu: Muxa ITu u Am6ep Xoyapa,
codTBEPCKM MHIKEHEPU

Ipoaykumja: Ultramono, 2022.

The Center

Cser y VRChat-y, BU renepucane cnuke; [lurutanse
ckynnrype us AvantGarden cepuje Tame B.

Crrenmjanzo kpeupanu 3]] o6jexru: Tum JleBenc (@
ThimsterVR), 3]] reneparop; Muka I, coprBepckn
nrxemwep; Jogaruu 3] o6jextn (6umke, 4aj): skmzthx at
booth.pm; OntTummusanuja VRChat cBeTa, uHTepaKTUBHU
eneMeHTU U cBeTna: Tepa; BV renepucane cnuke: DALL-E
mini bopuca Jajme (2021-2022); DALL.E 2 by OpenAl;
OcHoBHu AB cet: Anbym Biosl4 Tame B., Crusu JIu Ipajc,
KIbVDKEBHUIIA M My3udapka, npujare/bu u3 VRChat-a.

VRChat nuuk 3a cBet: https://vrchat.com/home/
launch?worldId=wrld_12ea2194-f46c-4bf7-afce-121924d5338f

ITpopykuuja: Ultramono, 2022.

AvantGarden: Labs & Playgrounds

Cepuja gurntanuux apredakara (CnmKe, ayuo-BU3yeTHN
papmoBu, reHepaTBHU BP ymMeTHuuky pasosn); 311 rpaduxka,
3Byk: Tama B.; IIpogykuuja: Ultramono, 2021.

Capapuuiu: Pon Bpenan, capagHuk Ha codTBepy, ApujaHa
®ununuh, Oncex 3a GMOTEXHOIOTH)Y U CUCTEMCKY 61070 H]Y,
Kpuctuna Bykay, nnxemep nupopmaruxke; npod. Ilopi
ITojuap, ®axynTer Hayka Ha YHuBep3uTeTy OperoH, ip
Jenena I'yra, uctpaxkxusaunua, ip Bupg Ilognpeyan, Katenpa
3a TeXHOJOTMje 3Hama, VIBan CraHuh, KycToc M yMeTHHMK;
Hepuk CHajmep, UCTpa>kMBad U ypefHUK.

ITpopykuuja: Ultramono, 2021. n 2022.

Tanja Vujinovic

The Core

Generative art works (images, sound, audio-visual art);
Consultants: Mika Pi and Amber Howard, software engineers

Production: Ultramono, 2022

The Center

World for VRChat, AI generated images; Digital sculptures
from Tanja V’s AvantGarden series.

Custom made 3D objects: Tim Levens (@ThimsterVR), 3D
generalist; Mika Pi, software engineer; Additional 3D objects
(plants, tea): skmzthx at booth.pm; Optimisation of the
VRChat world, interactive elements and lights: *Tera*; Al
generated images: DALL-E mini by Boris Dayma (2021-2022);
DALL.E 2 by OpenAlI; Deafault AV set: Album Bios14 by Tanja
Vujinovic; RonBrelan, software and audio engineer; Stevie Lee
Price, writer and vocalist, friends from VRChat.

VRChat world link: https://vrchat.com/home/
launch?worldId=wrld_12ea2194-f46c-4bf7-afce-121924d5338f

Production: Ultramono, 2022

AvantGarden: Labs & Playgrounds

Series of digital artefacts (images, audio-visual works,
generative VR art woorkd); 3D graphics, sound: Tanja V.;
Production: Ultramono, 2021

Collaborators: RonBrelan, software collaborator, Arijana
Filipi¢, Department of biotechnology and systemic biology,
Kristina Buka¢, IT engineer; Prof. George Poinar, Faculty of
Sciences, University of Oregon, Dr Jelena Guga, researcher, Dr
Vid Podprecan, Department of knowledge technologies, Ivan
Stani¢, curator and artist; Derrick Schneider, researcher and
editor; Production: Ultramono, 2021 and 2022
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The Core je cepuja ayuo-BU3YeTHNX pafioBa KOji Cy HacTa-
M MHCIMpUcaHy gorahajuma nocseheHnM eneKkTpoHCKOj
I/IECHOj MY3MIIM U PYLITBEHOM aHTa>KOBamby Jby N y3 IIoMoh
aBarapa, a KOji Ce felllaBajy y ApyurseHoM BP xaby The
Center, KOji je yMeTHNUIIA peann30Baa 3ajefHo ca 6pojHUM
capagHuUIMMa.

Pagom ce mocTaBbajy nuTama Ha akTyenHe Teme: Kako
samuupamo 6yayhaoct? Kako samuupamo nporuec
CTBapama BelITAuKOT XXMBOTA, HalMX HajorpaheHnx aBara-
pa, U KaKo he ce cBeCT MemaTy IO, IBUXOBMM yTUIAjuMa?

The Center je BP cBet xoju je noxpamen y VRChat-y. ¥3
moMoh BelITauKe NHTENUTEHINje 1 3ajelHMIIE Ca3Haje ce
BUIIIe O UCTOPMju 3Tpajie y Kojoj ce The Center Hanasu. Y3
nomoh BelITauke MHTENNUTEHLIMje KPEVPAHU CY PafIOBU KOjI
ce Hajlase Ha y/nasy, a Ty je u cepuja AvantGarden payioBa Koja
TOJATHO OTKPUBAjy JleTa/be MIOBE3aHe Ca ICTOPUjOM LIEHTPA Y3
nomoh cKy/IITypa, IpTexa u MysukKe.

Labs & Playgrounds je xomnunanuja pagosa us AvantGarden
cepuje. [Ipukasyje Hu3 cBeTOBa UCITYHEHUX IIPOTOMAIIN-
HaMa u ipyrum nparehum akrepyuma us Mmpexxe VIHTepHera
cTBapu. Ypamajyhu usmeby Hurn, crasa, cpepHux 4Boposa u
IIPOTOMAIIMHCKUX PacaiHUKa, CBEJOL CMO IIPOMEH/BUBIX
aTMoc(epCcKuX yCIoBa Koje KOHTPO/IMIIe MHOIITBO aKTepa.
CraHe aKk1Mje IPOTOMAIINHA [I0jaBIbYjy ce Y Pa3IU4UTUM
obrmactuma Metabamra. OHM Mory 6uTu fieioBu Behnx fectu-
JALMOHUX MeXaHM3aMa, paduHep1ja OCHOBHUX e/leMeHaTa,
KBaHTHUX padyHapcKux Mera ypebaja, pabpuka amanrama,
KPUCTaTHUX pacaHMKa, perynaropa obmaka, KoJIeKTopa poce,
I/Ia3Ma peaKTopa Ml Ho/bcKe papMe HaHOLeBM. Mennra-
TUBHE I pasurpaHe, Malle IIPOLIMPYjy Hallle 3HaIbe O CBETY Y
KOMe >KVMBMMO 1 Ttoficehajy Hac ja Hallla XyMaHOCT ITOTUYe U3
KYJITYpe KOjy CMO I'Paii/Ii BeKOBYMaA.

The Core is a series of audio-visual works inspired by events
dedicated to electronic dance music and social engagement
of people using avatars, which take place at The Center, a
social VR hub that the artist has realised with numerous
collaborators.

The work poses questions regarding current topics: How do
we envision the future? How do we envision the process of
creating artificial life and our upgraded avatars, and how will
the consciousness change under their influence?

The Center is a VR world stored in VRChat. Using artificial
intelligence and the community, we learn more about the
history of the building in which The Center is located.
Works located at the entrance were created using artificial
intelligence, and there is also a series of AvantGarden works
that additionally reveal details related to the history of The
Center with the help of sculptures, drawings and music.

Labs & Playgrounds is a compilation of works from the
AvantGarden series. It shows a series of worlds filled with
proto-machines and other accompanying actors from

the network of the Internet of things. Diving between the
threads, paths, spheric knots and proto-machine nurseries,
we are witnesses of the changeable atmospheric conditions
controlled by a multitude of actors. Constant actions of the
proto-machines appear in different areas of the metagardens.
They can be parts of larger distillation mechanisms, refineries
of basic elements, quantum computer mega devices, amalgam
factories, crystal nurseries, cloud regulators, dew collectors,
plasma reactors of a field nanopipe farm. Meditative and
playful, the maps expand our knowledge of the world in which
we live and remind us that our humanity comes from the
culture that we have been building for centuries.
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Maja Lyon

Cambajy nv aHaopouam enekTpuyHe osLe?

[Tangemmja Bupyca KoBup-19, o3Ha4eHa 1 Kao ,HOBa
peanHOCT”, IpUCHUINIA je HajBehu leo CBeTCKe MOIyIamnyje
fia ce Ipecesiy UCIpe] eKpaHa fUrnTanuux ypebhaja n na
Beh fleo cBOT cBaKOJZHEBHOT QYHKIIMOHNCAbA IIPEeHece,
MaHMpeCcTyje 1 KOH3YMUpa MOCPEACTBOM LUTUTATHE
TeXHOJIOTHje U JUTUTATHUX MeJuja. Y TOj KOH/IEH30BaHOj
[IPOCTOPHO-BPEMEHCKO] cajoepreorpaduju, Koja je ycuen
CBeTCKe IaHfIeMuje U3POfuIa KINaycTpodoOuIHO-
aropadobu4Hy auIeMy, mojeAnHal ce cBe delrhe un
MHTEH3VBHUje CyouaBa ca MUTambeM ,KO caM I Ifie
npumnagam?”.

Ha mecTy rje ce ymperxaBajy cBe GpyHKIIMje Tea, BpeMeHa

U je3MKa, YCTIOKIbEHOM CHEIIQUIHMM VICTOPHjCKUM
TpeHyTKoM, Bpahamo ce Boppujapy koju HaM ToBOpH 0
»MEHTATHOM IIpe0OM/by CBUX 1yXOBa, I7ie ¥ He3HaTaH fiorabaj
jecTe peTHba, caMa UCTOPHja je IpeTwha . JIUuruTanHm o6nmk
KOMYHUKAIIMOHe IIpaKce, Ca CBMM HOBUM CPefiCTBIMA

Koja ce Mewajy 1 Hagorpabyjy BaH rpaHuiia 06jeKTUBHOT
BpeMeHa, yTIYe Ha TO [ja KOMYHUKAIIMja Koja ce OfBMja II0
npuHUuNy ,3A” - cBako (any subject), 6uno rae (anywhere) u
6uno kap (anytime), 4HM Cy06jeKTUBHO UCKYCTBO M3Y3€THO
KOMITJIEKCHMM M TeLIKMM 3a Bepbanusalujy y CBakoj
curyanyju. Hujenas nojepyuHar ,,He IIOCTOj1” M307I0BAHO.
JenHa o OCHOBHUX IICMXOJIOIIKMX IOTpeba je a npuiafamo,
fia JOXXMBUMO CBET OKO cebe, [1a y1a3MO Y OLHOCE, IeNTUMO

U IPMMaMOo, 1 ia KOMyHUIIMPaMo. VIHTepCy6jeKTUBHOCT
VIMIUIMLMPA f1a Ce Hallla ICMXMYKA PEalTHOCT YeCTO OCTBapyje
TEK y CYyCpeTy ca IPYyroM 0COOO0M U IbeHOM NICUXMYKOM
peannouthy. He mocroju ,ja” 6e3 ,mu” u obpaTHo. Jep Ha
[I0YEeTKY, IPBO je Oua rpyma, Majka u 6eba, a TeK je oHAa
poben nojepnHar,.

Maja Lyon

Do Android Dream of Electric Sheep?

Pandemic of Covid-19, also marked as the “new reality”,
forced the majority of the world’s population to migrate in
front of the screens of digital devices and transfer, manifest
and consume most of their everyday activities using digital
technology and digital media. In that condensed time-space
cyber-geography, which due to the global pandemic also
touched on the claustrophobic-agoraphobic dilemma, an
individual is increasingly more often and more intensively

faced with the question “Who am I and where do I belong?”.

In a place where all the functions of the body, time and
language connect, complicated by the specific historical
moment, we return to Jean Baudrillard who tells us of “the
mental cornucopia of all spirits, where even an insignificant
event is a threat, where the history itself is a threat”. The
digital form of communication practice, with all the new
means that are changing and advancing outside the borders

of the objective time, makes the communication follow the
principles of 3A—any subject, anywhere and anytime—which
in turn makes the objective experience extremely complex and
difficult to verbalise in every situation. There is no individual
that “exists” separately. One of the basic psychological

needs is to belong, to experience the life around us, to form
relationships, share and receive, and to communicate.
Intersubjectivity implies that our psychological reality is often
materialised only in contact with another person and their
psychological reality. There is no I without We and vice versa.
Because, first there was a group, mother and the baby, and only
afterwards was an individual born.
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Osoropnumwy cermeHT Paszosopu Pectusana C.Y.T.P.A. je
TIOACTAKHYT BpEMEHOM HaH,T_[eMI/Ije KaO0 Ba>)XHOM OKOCHUIIOM

y IIOMMamby BUPTYaIHUX IPOCTOPA U IUTUTATHE KYATYpe, a
nocseheH je TpoMUIIbaby U OCBET/baBamby OPOjHNX peHOMEHa,
I0jaBa U MOHAIIAba Y Cajoep-poCcTOpy, IPBEHCTBEHO MX

aHa/MM3Mpajyhu Kpo3 Npu3My ICUX0aHATUTUIKIX TeopHja.

Cajbep-npocTop Kao 06/IMK IIOCTMOZIepHE TeXHOMOTHje
[I0CTaB/ba MHTPUIAHTHA MICMXOAHAIUTIYKA IUTakba,

any Takobe M3as3uBa ¥ paMaTYHY IPOMEHY Y HalleM
KY/ITYpOJIOLIKOM pasyMeBamby CTBapHOCTH. TpaH3nIMja Koja
Ce IOTofIM/Ia O3HAY€EHA je TIPOMEHOM Y NMMEH3Mj! PEATHOCTH,
KOjy Cy 06eIeXX iy Ty6uTaK 1 orpaHndaBambe yces IpoMeHe
»lIoKaIyje” u cafipkaja, mpaheHoM pa3BojeM HOBUX 3HaueHa,
Off yBa)KaBarba CTBAPHOCTI A je yM MIPUCTYIIa4aH U CIOCO6aH
fia TpaHCchOpMIUIIE HEIIO3HATE MJieje 1O UCKYCTBA 03HAUEHOT
HEOTpaHMYE€HUM IIPUCTYIIOM. OHo c yuM ce IICUXOaHaMIUTNYapu
JecTo cycpehy je guema mena jaBHOCTY U3pajkeHa KPo3
NUTama: ,llra ncuxoaHanusa Moxxe a HOHYAY AUTUTATHUM
TeXHonoeraMa?” n ,Kako mururanue TeXHonoere MOTY Jia

HOCTTy’Ke IICUXOaHanuau? .

Haunn Ha Koju je MHTepHET IPOMEHMO KBAaTUTET pasMeHe
nHpopMaluja 1 Kako je rmobanHa MHTepHeT reorpaduja
[I0CTasIa JIOKAI[Jja HelloBe3aHa BPeMEHOM, MeCTOM U/IN
JIMYHOM UCTOPHjOM, a O3HaYeHa aHOHMMHouthy, oMoryhmma
je /byuMa [ja CBECHO MU HeCBECHO OTKPM)Y LIMPOK CIIEKTap
nHpopMaluja o ceby 1 CBOjUM MHTPANCUXNYKOM CafpiKajuMa.
U Ty npoHama3uMo feo OfroBapa Ha IIpBO MUTalbe, & TO je [ia
IICUXOaHa/IM3a MOXKe Jja HaM oMoryhm fa pasymemo 3amro

M KaKo ce IIOHAIIIaMO Ha MHTEPHETY, KaKo Hallle paHTasuje

0 cajbep-IIpOCTOPY MOTY Jia HaM O/aKILajy /la pa3yMeMo

CBOj YHYTpAlIbJ CBET ¥ KaKO YIIPKOC HAaU3I/Ies 60raTuM
YHYTpALIBUM U MHTePIePCOHATHIM fUHAMMKAMA, /BYAH
HEpPeTKO MMajy TeH[eHIN)Y fa eKCIIOATHIIY FUTUTATHe

reorpaduje Kako 61 pexXMBeIn ,,aHaJIOTHY KUBOT .

JIn4no ocehame cUTYPHOCTH KOJ, /by iV 3aBJICH OFf BEpOBamba

y CONCTBEHY H0OPOOUT, Kao 1 foOpoO6UT HaMa Ba>XKHUX 0coba
Y OHOTA IITO JO)KVMB/baBaMO BPeJHMM. AJ/IU TO BepOBame je
yTeMe/beHO y BepoBaTHONN, a He M3BECHOCTH, [JOK 3a pe3y/ITar
MMa eMOLIOHAJIHA CTaba Koja 6u nmak Tpebaso ga 6yny
pesynrtar usBecHocTu. Pon Bpuron, nosHaty 6puTaHCKM
IICUXOHAIUTI AP, TOBOPU HAM O TOME /ja BEPOBahe MOXKEMO
cMaTpaTy GYHKIMjoM Koja haHTasMjaMa U ufiejaMa Jjaje CTaTyc

CTBapHOCTH, T€ /I je OHO AaKTUBAH IIPOLIEC Ha KOjU YTUUY
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This year’s segment of the Festival S.UT.R.A., Conversations,
was sparked by the time of the pandemic as an important
framework for perception of virtual spaces and digital
culture, and it is dedicated to understanding and
illumination of numerous phenomena and behaviours in
cyberspace, analysing them, first of all, through a prism of
psychoanalytical theories.

Cyberspace as a form of postmodern technology poses
intriguing psychoanalytical questions, but it also causes a
dramatic change in our culturological understanding of the
reality. Transition that happened is indicated by change in
the dimension of reality, which was marked by the loss and
limitation due to the change of the “location” and contents,
followed by the development of new meanings, from
accepting the reality that the mind is accessible and capable
of transforming unknown ideas, to experience marked

by unlimited access. The thing that psychoanalysts often
see is a dilemma by a certain part of the public expressed

in questions: “What can psychoanalysis offer digital
technologies?” and “How can digital technologies serve
psychoanalysis?”.

The way in which the Internet has changed the quality of the
exchange of information and how global Internet geography
became a location unconnected by time, place or personal
history, marked by anonymity, enabled people to consciously
or unconsciously discover a wide range of information about
themselves and their intrapsychic contents. And there we
find a part of the answer to the first question, which is that
psychoanalysis can help enable us understand why and how
we behave online, how our fantasies about cyberspace can
make it easier for us to understand our inner world and how,
despite seemingly rich intra and interpersonal dynamics,
people often have a tendency to exploit digital geographies in
order to survive their “analogue lives”.

People’s personal feeling of safety depends on the belief in the
benefit for themselves, their important persons and what we
perceive as valuable. But this belief is founded in probability
and not certainty, while the result are emotional states that
should be the result of certainty. Ron Britton, a famous
British psychoanalyst, tells us that belief can be considered

a function that gives fantasies and ideas a status of reality,
and that this is an active process impacted by desire, fear

and expectation, but the people can give them up and



JKerba, CTPax M OYeKVBalbe, a/Ii UX e JbyAu Mory ogpehu u
nocnenuaHo fohu y mocep sHama. [IpernosHaBame aa ocoba
Bepyje BUILIe HETO LITO paclojiaXke YNMibeHNIaMa 3aXTeBa OHO
mTo bpuTOH onucyje Kao TPUAHTYTAPHY NCUXUYIKY IIPOCTOP,
OIHOCHO, IOCTOj1 oTpeba 3a TpehloM MO3UIINjOM Y MEHTaTHOM
IIPOCTOPY € KOje MO>Ke [ja Ce IOCMAaTpa Cy6jeKTUBHO COIICTBO
Koju nma ofHoC ca uaejom. Kaxko cajoep-mpocrop mocraje
IIJIATHO Ha KOMeE Ce MPOjeKTyjy IPMMUTHBHA MEHTA/IHA CTakba
ca npumnanajyhum HecBecHuM daHTasujaMa Koja 1exke y OCHOBU
HeKVX HaMa O/1MCKIX ¥ OUTHUX BepoBarba Koja Tpeba na mpoby
TeCTUpabe peaTHOCTH KaKo 61 ITocTana 3Hame, HaMmehe ce
nuTame rhe je mosuuuja rpeher kaaa jefHa win obe mpeocTase

HO3MIIYje MOTY OMTM OHMIITEHE jeHUM KIIMKOM.

C mpyre cTpaHe, pa3MeHa y cajbep-IpocTopy, ocnoboheHa
opManHuX UReHTUDUKAIMjA, MOXe TOHYAUTH IIPUCTYII
HEeCBECHOM I (pyHKIIMOHICAmY era, yK/byuyjyhu kBanurer
KOHTpOJIe MITy/Ica 11 pacyhuBama, cafgpxaj nubnamnHanue u
arpecuBHe aHTa3uje, HAPLMCOUIHE TEHICHI[Vje U PealMOHN
kamanuret. CxogHo ToMe, Poj llladep, amepryku mcuxonor

U IICMXOaHATUTIYap, Kaske a MHTEPHET MOJXKe JIeJIoBaTU Kao
U3BOD ,,CTMYaH POpIIaxoBOM TeCTy  3a acoLjaTUBHE Be3e Koje
YK/bY4yjy MUCIU, HaroHe u adekTe, Kao u MehyogHoce nsamehy
OBUX ITpOIieca, 1 Ha Taj HauMH MOxKe HoMohy IcuxoaHannsm fa
60/be pasyMe yHyTpalllbe JMHAMMKE [OojejuHaLa 1 rpyna. To
OHJIa ITOCTaje MeCTO 3a IPUXBaTalbe CONCTBEHNX OTrPaHNYeHha

KOja C€ MOJK€ VICKOPUCTUTMI Kao ajiaT 3a CAaMOOTKpNUBabeE.

BaxxHo je ucrahu na, ncroBpeMeHo, BUPTyalTH!U IPOCTOP
MHTEpHeTa Kao ICUXOKY/ITypHA IIapafiurma MoXe fia
IIpefiCTaB/ba I IOCPEHO MOAPYYje MCKYCTBA, YeMY YHYTpalllba
CTBapHOCT M CIIOJbALIIbY XUBOT [1ajy HOLIPUHOC. BupryanHu
IIPOCTOP IOCTOjU Ka0 MeCTO 0OMTaBamka MOjeANHIA U PYTUX
koju omoryhasa ga ce mpobe xpos npotec ,,0cmoco6/paBama’
fia ce IPUXBATe ¥ PA3TMIUTOCTI U CIMIHOCTH, Kao KOPaK Ka
JINYHOM Pa3BUTKY U HOCTEAMYHO IPUXBATAlY CTBAPHOCTH,
jep xako Bunukor kaxe: ,HujegHo myncko 6uhe Huje

HUKaja c1060gHO Off HaIopa J0Bohea y Be3y yHyTpalliibe

u criopaime peantoctu’. To je u moapydje ,ucrpobaBama
ofipacocTi’” KOJ afojieclieHara 1 MMa KBaJTUTeT IPOAY)KeTKa

MOfIPYYja UTPe MAJIOT IeTeTa ,U3ryO/beHOT” y UTPUL.

consequentially gain knowledge. Recognising that a person has
more belief than knowledge requires what Britton describes

as a triangular psychological space, i.e., there is a need for a
third position in a mental space from which we can observe
the subjective self which has a relation with the idea. As
cyberspace becomes a canvas on which primitive mental states
can reflect together with accompanying unconscious fantasies
that lay in the basis of some of our close and important beliefs
that should undergo testing of reality in order to become
knowledge, a question arises where is the position of the third
when one or two other positions can be cancelled by just one
click.

On the other hand, exchange in cyberspace, freed of formal
identifications, can offer access to the unconscious and
functioning of the ego, including the quality of impulse and
judgement control, content of libidinal and aggressive fantasy,
narcistic tendencies and relationship capacity. Therefore, Roy
Schafer, American psychologist and psychoanalyst, says that
the Internet may seem like a source similar to “the Rorschach
test” for associative relationships that include thoughts, drive
and interrelationships between these processes and it that
way, it can help psychoanalysis to better understand internal
dynamics of individuals and groups. Then, it becomes a place
for accepting one’s own limitations that can be used as tool for
self-discovery.

It is important to emphasize that at the same time, virtual
space of the Internet, as a psychocultural paradigm, can also
represent an indirect area of experience contributed by the
internal reality and external life. Virtual space exists as a place
where an individual and the others reside and enables them to
go through the process of “training” to accept both differences
and similarities, as a step towards personal development and
consequentially acceptance of reality because, as Winnicott
said, “no human being is ever free from efforts to connect
internal and external realities”. That is also the area of “testing
adulthood” in adolescents and it has the quality of an extended
play ground for a small child “lost” in play.
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IurutanHa KynrypHa TpaHchopMmannja yrude Ha jesuk,
IpYyLITBEHe OJHOCE Ji CTABOBE ITpeMa cebM, BaXKHUM 0cobaMa
u r1no6anHoj 3ajepuunn. TemaTcku 6710k Pazeosopu je

MecTo rje heMo ucTpaXxuBaTy JUTUTANIHY KYATYPY €a CBUM
EHMM KOpe/IaTUMa, IPBEHCTBEHO U3 YI/Ia PasIMYUTUX
[ICUXOAHATTUTUIKIX TeopHuja, anu u ¢punosoduje,
HeypOHayKa, IICUXOJIOTHje ¥ COPTBEPCKOT MHXKeHEePCTBa, a
LM/by PasyMeBamba KaKo IUTUTaTHUX TEXHOIOTH]ja, KOje BUIIe
HIICY TeK ITyKe ajiaTKe, Beh 1 yyecHNIM y nmpouecuma Koju
yTUYY Ha TIOjef[liHIle U TPYTIe.

[Mporpam

Cyb6oTa, 24. 9. 2022,
Mys3ej HayKe 1 TexHUKe, [JobpaunHa 51.

11:00 YBogHO o6pahame: Maja Lyon, ayTopka
nporpama

11:15 NMpepasatbe: [p UBaHka Oywuh JosaHoBUh:
MeTaBep3yM 1 ncuxoaHanusa

BasuyHa mpeTmocTaBKa paHe ICUXOAHAN3eE je la ce YM
pasBuja ycien HeMOryhHOCTU HeIIOCpeHOT HaTOHCKOT
3amoBo/bCcTBA. OBa [OCTA peNyKLUMOHNUCTIYKA Meja CBY
KOMIUIEKCHOCT He CaMo HallleT MeHTa/THOT KMBOTa, Beh n
KY/ITypHe U CoLlMjaiHe Ha[loTpajiibe, CTaB/ba y PyHKUUjY
cyko6a nsmeby npuHumna safoBopcTBa — ocnobahama o
HaroMusIaHe TeHsMje, ¥ NpuHIuIa peanHoct. Cpehowm, kao
OTBOPEH TEOPUjCKU CUCTEM KOjU Tpara 3a OfLOBOPUMA I CBe
CTIOXXEHMjUM IapafirmMaMa ca IyjbeM a KOHTeKCTyalusyje
ofHOC n3MeDy clo/pallbe M yHYTpallllbe PeaTHOCTH,
IICUXOaHa/IM3a HUje yMpJia ca MOfLepPHU3MOM. Y OKBUDPY
OBOT M3/Iarama nokyuahemo na pasymeBame peHoMeHa
MeTaBep3yMa carjieflaMo Kpo3 HeKe IICUXOaHaINTIYKe
KOHIIEIITe Kao LIITO Cy HATOH CMPTH, HapLiM3aM, IIpeTasHu
heHoMeHM 1 MHTEPCYbjeKTUBHOCT. MehyTnm, mocrasmpa

ce muTame Aa 11 nocrojehe Teopuje momaxxy pasyMmeBamy
OJIHOCA YOBEKa U IUTUTATHOT CBETa MU CY IIOTpebHe HOBe
IapajgurMe 1 ako je Tako, fia i Cy OHe Y JOMeHY IICMXOaHa-
nuse. [Ipyrum peunma, napadpasupajyhu ngejy ns ¢puimosa
o TepMuHaTOpPy, MOXKeMO Jia Ka)KeMo Jla 3HaMO Jia Cy J/by1Ma
noTpebHe MalllMHe, /i ce MUTaMo fa u he 4oBek (KaKBor
3HaMo) 6uTK IOTpebaH MalIMHAMA.

@ECTUBANC.Y.T.P.A.: AUTUTATHO 3AAOBO/LCTBO
FESTIVAL S.U.T.R.A.: DIGITAL PLEASURE

Digital cultural transformation impacts the language,
social relations and attitudes towards self, important others
and the global community. Thematic block Conversations
is a place where we shall explore digital culture with

all its correlates, first of all, from the standpoint of
different psychoanalytical theories, as well as philosophy,
neurosciences, psychology and software engineering, all
with the purpose of understanding digital technologies,
which are no longer just mere tools, but also participants in
processes that impact both individuals and groups.

Program

Saturday, September 24, 2022,
Museum of Science and Technology, 51 Dobracina Street

11:00 Introduction speech: Maja Lyon, author of
the program

11:15 Lecture: Dr Ivanka Dunji¢ Jovanovié:
Metaverse and Psychoanalysis

It is a basic assumption of the early psychoanalysis that the
mind develops due to the inability to directly satisfy the
drives. This pretty reductionist idea puts all the complexity
of not just our mental life, but the cultural and social
upgrade as well, in the function of the conflict between
the principle of pleasure—release of accumulated tension,
and the principle of reality. Luckily, as an open theoretical
system that searches for answers and increasingly more
complex paradigms with the purpose of contextualising
the relationship between the inner and external reality,
psychoanalysis did not die with modernism. In this
lecture, we shall try to perceive the understanding of the
phenomenon of metaverse through some psychoanalytical
concepts such as the death drive, narcissism, transient
phenomena and intersubjectivity. However, a question
arises if the existing theories help us understand the
relationship between the man and the digital world or if
new paradigms are needed and if so, are they in the domain
of psychoanalysis. In other words, paraphrasing the idea
from the Terminator film series, we can say that we know
that people need machines, but we are wondering if the
machines will need the people (as we now know them).



11:45 MNaHen-guckycuja: Op UesaHka Oywuh JoBaHo-
Buh 1 ap 3opuua ToMrh: MeTaBep3yM - cTBapame
HOBMX CBETOBA

12:45 Nay3a

13:15 NpepnaBatbe: Maja Lyon: LipHo-6enu ceeT
avruTanHor - eMoLmje Koje XX1MBOT 3Haye

Teopuja xumepriepcoHaniHe KOMyHUKanuje objalibaBa MOfe
MHTEpIEPCOHATHE KOMYHMKALMje TOCPEJOBAH JUTUTATHUM
TEXHO/IOTMjaMa KaJfja XUIIepIepCOHaTHM OMM/baiall IIOpyKe
nma Behy cocobHOCT fa crparerunku passuje u ypebyje

C/KYy o0 cebu, omoryhasajyhn cenexTBHO 1 OIITMMU30BaHO
IpeficTaB/batbe cebe Apyruma. Y HefOCTaTKy IPETXOLHOT
JIMYHOT MCKYCTBA 1 3Haba O JPyroMe, XMIeplepcoHanHa
KOMYHUKAIMja ¥ pe3y/nTupajyhy ofHOC MOTY MMATV KBaIUTET
nnysuje. OBCYCTBO TeNeCHOCTH, PU3NIKOT KOHTAKTA,
TIOI7Ie[la, MU PYCA U IPYTUX TOXKMBIbaja KOjU Cy Pe3y/ITaT
KOHTAKTA JINL[EM Y JINIIe, IOfCTIUYe TOTPeby 3a ,,mojadaHoM”
IIOPYKOM Koja ce Ilfa/be IpUMaoLly y cajoep-mpocropy. Mako
IIOpyKe MOTY OUTHM pasinduTe, eMOLje Koje JIeXe Y HbUXOBOj
OCHOBM MMajy TeH/IeHIIjy Aa Oyny npebojeHe peTepuBameM,
6uno npeanusyjyhum wnu gesanynpajyhum.

11:45 Panel discussion: Dr lvanka Dunji¢
Jovanovi¢ and Dr Zorica Tomié: Metaverse —
Creating New Worlds

12:45 Pause

13:15 Lecture: Maja Lyon: Black-and-White
World of the Digital — Emotions that Make Life
Meaningful

Theory of hyperpersonal communication explains the

model of interpersonal communication mediated by digital
technologies, when the hyperpersonal sender of the message
has a greater ability to strategically develop and edit their
image, thus enabling selective and optimised representation
of one’s self to others. Lacking previous personal experience
and knowledge of the other, hyperpersonal communication
and the resulting relationship may have the quality of an
illusion. Absence of corporeality, physical contact, look,

smell and other experiences that are the result of face-to-face
contact, increases the need for an “enhanced” message sent to
the recipient in cyberspace. Although the messages may differ,
the emotions that lay at the basis of them have a tendency to
be coloured by exaggeration, either idealising of a devaluating
one.

®ECTMBANC.Y.T.P.A.: AUFUTANTHO 3AAOBO/LCTBO
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ITpojexTuBHa ugeHTNUKALM]a, TOpen, QYHKIUje
IPYMUTUBHOT MeXaHM3Ma ofbpaHe, Kajia ce IeJIOBY era I
YHYTpAIIBUX 0bjeKaTa OfLeIUbYjy i IPUINCY]y CHO/ballllbeM
00jeKTy, y ICHXOaHaIM3Y IPefiCTaB/ba 1 Ba>KaH KaHas
TICUXOJIOIIKE ¥ MHTEePIIePCOHAaTHEe KOMYHUKaIMje. JeHuM Off
IEHUX JlepMBaTa, KOHLenToM xumepbone Bundpena buona,
nocnyxnhemo ce fa 06jacHIMMO KaKo ce Yy XUIepOOIMIHOM
CTamy yMa, jake eMoll1je poOYCHO IIPOjeKTyjy Ha OTPOMHe
AucraHie, 6uBajy npurom ysehate, n mpobahemo fa
pasyMeMo KaKo Taj ,[I0XOfi” yTI4e Ha Halll allapar 3a
pasMuIbaibe U KalalUTeT 3a OCTBapuBabe 6muckoctu? [Ja
JIVI HOB Ha4VMH Ha KOjM Ce JbyJU CacTajy M OCTBApPYjy OfHOCE
mojagasa 6uckoct nnu nsonanujy? Kaga ,mojagana mopyka”
nocraje npesnuine? Kako mogHocuMo ofbujarme y JUTNTaTHOM
U KaKBe Cy CBe IIoc/efu1ie HeMoryhHocTu mogHomema
»II0jayaHUX eMoluja’?

13: 50 MNpepaBame: AaHuno Mewuh: AurutanHo un
HaroH cMpTH

JMako ce ofHOCK IPYMApHO Ha OJATKe M3PasKeHe y
HEKOHTVMHYVPAHUM BPeJHOCTIMA 1 Ha TEXHONOTH;Y,
OflpelHMIIA AUTUTAIHO MIPEfICTaB/ba METOHUMM]Y 33 MPEXY
BUPTYeTHUX KOMYHUKaIMja, robanHux MoryhHocTn
YK/by4ema, Pa3Boj HOBUX O0/IMKaA 3ajeHNIe Ha MHTEPHETY U
HOBUX 00/1MKa cybjeKTBuTeTa. AKO IpMMeHNMO [lene3oBy
UJEjy »Ja je MalllMHa yBEK JPYIITBEHA IIP€ HErO IITO IIOCTaHe
TeXHMYKa', IpenusHmje je pehn ma je aurnranHa TeXHOMOIMja
IIPOU3BOJ, JUTUTANIHE KYITYpe, a He 00pHyTo. Y3uMajyhu

y 063Mp KOHTEKCT, Y OBOM Pafiy Ce aHa/IOTHO U JUTUTATHO
pasMaTpajy Kpo3 IICMXOaHAIMTUYKY KOHIIENT IyalnTeTa
HAroHa KMBOTa ¥ CMPTH, Kpo3 MapKy3eoBy 1iejy 0 epocy
Kojy 00yXBaTa BULIECTPYKe JOTMYKe HUBOE 1 bejTCOHOBY
UJiejy O BUIICTPYKMM JIOTMYKUM HIBOMMA ydera. Pasmarpa

ce ,ernmmsanuja AUTUTATHOT U Ca HOM IIOBe3aHa
TeHJIeHLMja Ka Perpectjy Ha HIKe HUBOE KOMIIJIEKCHOCTIA,

Kao 1 MHXM6MIuja yuerwa. C 0631poM Ja XMBUMO y APYLITBY
npesacuheHOM IUTUTATHOM TEXHOIOIMjoM 3060T Yera oHa
IIOCTaje ,, IPUPOfHA” U HEBI//bIBA, a IPUTOM fie/Iyje Ha 1yOoKe
CTPYKType COIICTBA, HOTPEOHO je CTaTHO KPUTUYKO MPEUCIINTHU-

Bambe U U3 IICUXOAHAJIMTUYIKOT U VI3 TPYITHOAHAIMTUYIKOT yTI/Ia.

@ECTUBANC.Y.T.P.A.: AUTUTATHO 3AAOBO/LCTBO
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Projective identification, apart from the function of a
primitive defence mechanism, when parts of the ego and
internal objects are separated and ascribed to external
object, in psychoanalysis, also represents an important
channel of psychological and interpersonal communication.
We shall use one of its derivates, concept of hyperbole of
Wilfred Bion to explain how in the hyperbolic state of
mind, strong emotions are robustly projected to enormous
distances and amplified, and we shall try to understand how
that “campaign” impacts our thinking apparatus and the
capacity to achieve closeness. Does the new way in which
people meet and create relationships enhances closeness

or isolation? When does the “enhanced message” get too
much? How do we cope with the rejection in the digital

and what are the consequences of the inability to cope with
“enhanced emotions™?

13: 50 Lecture: Danilo dr PeSi¢: Digital and the
Death Drive

Although it is primarily related to the data expressed in
non-continuous values and technology, the determiner
digital represents a metonymy for a network of virtual
communications, global possibilities of connection,
development of new forms of community on the Internet
and new forms of subjectivity. If we apply Deleuze’s idea
that “machine is always social before it becomes technical”,
it is more precise to say that digital technology is a

product of digital culture and not the other way around.
Considering the context, in this article, analogue and digital
are considered through the psychoanalytical concept of the
duality of death and life drives, through Marcuse’s idea of
Eros that includes multiple levels of logic, and Bateson’s idea
of multiple levels of learning. We review the “fetishization
of the digital” and connected tendency towards regression
to lower levels of complexity and inhibition of learning.
Given that we live in a society oversaturated by digital
technology, which makes it “natural” and invisible,
although it affects deep self-structures, constant critical
re-examination from psychoanalytical and group-analytical
point of view is necessary.



14:20 MNpe3eHTauuja pe3ynTaTa UCTpaxusatma:
Ho6puHka KyamMaHosuh 1 Onusep Towkosuh

MckycTBa MnaavMx Ha MHTEPHETY - BpeMe npoeefe-
HO Ha MHTEPHETY, OHNajH 1 odnajH NpujaTerbcTea U
pU3MyHa NnoHalawba Mnaaunx

15:10 BupTyenHa npe3eHTaumja: AnekcaHapa
Llambuh: [lurntanHa cekcyanHocT - 3a10BO/bEbE
unu ppyctpaumja

CaspemeHO fgo6a ca coboM HOCH OpOjHE HOBUHE I 13a30B€ KOjI
HEMIHOBHO IIOf}pa3yMeBajy 1 JOMEH CeKCYalTHOCTH. Y OBOM
pagy 6aBuiy cMo ce y3ajaMHOM moBesaHouthy u Mehyco6HUM
JiejCTBOM IpOLieca Be3UBakbha, CEKCYaTHOCTY M MEHTANU3aLuje,
Te Ifje Ce Y JUTUTANHOM o0y Ha/lasy MpOCTOp 3a MHTUMY,
HOBeperbe, padyMeBambe I MOIITOBAbE KAKO COICTBEHNX, TAKO
u Tyhux norpeba.

ITo ®pojroBuM TeopujaMa 4oBek je 6uhe BoheHO mpMHIUIIOM
3aJI0BOJbEHbA CBOjUX HATOHCKUX NOTpeba. VIHnnmjamHo
CYIPOTHO HeTOBUM T€OpMjaMa a JaHaC KOMIIIEMEHTapHO
TOME, U3/IBaja Ce TeOpMja Be3NBama KOjy HaI/lallaBa Ba>KHOCT
CUT'ypHe Be3e U3MeDy leTeTa 1 IpuMapHe pofuTe/bcke GUrype,
ucrtuayhu Tume norpeby fetera 3a ogHOCOM Koju he 6utn
TOBO/PHO T0bap U cUTypaH fia 6u pasBoj MOrao fa ce ofBuja. ¥
OKBUPY TaKBOT OHOCA pa3Bujajy ce 6pojHe pyHKIuje, usmehy
OCTAJIOT, 1 CII0OCOOHOCT MeHTaIN3alIuje, OGHOCHO, CIIOCOOHOCT
fia pa3yMeMo He caMo COIICTBeHe, Beh u mucny, ocehama un

MIOHAIIAKE APYTOT.

bamr xao rmobanusanuja u ypbanusanuja, u ,AUruranusanmja’
je Beh mpoMeHma cBeT. Bp3o mmpemwe nHPOPMALMOHNX 1
KOMYHUKAIMIOHUX TEXHO/MIOTMja IPECTaB/ba He3ayCTaB/bUBY
CMITy KOja y/Ia3y y TOTOBO CBaKy cepy caBpeMeHOT )XMBOTa, Off
€KOHOMUje, APYIITBA, KyAType ¥ TAKO Jajbe, [0 OOMMKOBamba
CBAaKOJHEBHOT KMBOTA (OfHOCA U CEKCYaTTHOCTH JbY/).

PasBojeM MOlepHMX TEXHOJIOTMja CTBAPajy c€ MOTEHIMjal 3
6p30 1 TaKO 3a[J0BO/bEbE PA3IMINTUX TOTPeba, Kao 1 ajlaTi 3a
naKky u 6p3y usrpanmy uneanaHe cimke o cebu. CBe 0Bo ce MOXe
IIOCMATPATH Y CBETIIY BEIMKOT IMBUIN3ALIMjCKOT HAIIpeTKa,
a/IM YMIbeHNIIA O CBeT/IOM IIPOrpecy HEMUHOBHO 3aXTeBa U
IUTabE CEHKE UCTOT — A JIM CMO CaMO IIJIECA4YM Y BUPTYETHOM
CBETY WU CMO U pasjapeHu OMKOBU.

14:20 Presentation of research results:
Dobrinka Kuzmanovic¢ and Oliver Toskovié

Experiences of the Young People on the
Internet — Time Spent on the Internet, Online
and Offline Friendships and Risky Behaviour

15:10 Virtual presentation: Aleksandra Dzambi¢:
and dr Zeljko Jovandi¢ Digital Sexuality —
Satisfaction of Frustration

Modern age brings numerous novelties and challenges that
inevitably also imply the domain of sexuality. In this article,
we research the mutual connection and effects of the process
of attachment, sexuality and mentalisation and where in the
digital age, is the space for intimacy, trust, understanding
and respect of both personal and other people’s needs.

According to Freud’s theories, the man is guided by the
principle of satisfying his drives. Initially opposed to his
theories and nowadays, complementary to that, stands the
theory of attachment which emphasizes the importance

of the safe connection between the child and the primary
parental figure, by that also underlining the child’s need
for a relationship that will be good enough and safe enough
for the development to take place. Within that kind of
relationship, numerous functions develop, among other
things, the ability to mentalise, i.e., the ability to understand
one’s own thoughts, emotions and behaviour, as well as
those of another.

Just like globalisation and urbanisation, “digitalisation”

has also already changed the world. Quick spreading of
information and communication technologies represents an
unstoppable force that enters almost every sphere of modern
life, from economy, society, culture, etc., to shaping the
everyday life (relations and sexuality of people).

Development of modern technologies creates a potential for
quick and easy satisfaction of various needs, as well as tools
for quick and easy construction of an ideal self-image. All
of this can be observed in the light of a great civilisational
progress, but the fact that there is a bright progress
inevitably also raises the question of its dark side—are we
just dancers in the virtual world or are we also raging bulls.

®ECTMBANC.Y.T.P.A.: AUFUTANTHO 3AAOBO/LCTBO
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UckycTBa Mnagmx
Ha MHTEpHETY

BpeMe npoBeaeHo Ha UHTEPHETY,
OHNajH U ojnajH NpujaTerbcTBa U
P13WYHa NoHallakba Mnaaux

Ho6puHka KyamaHosuh 1 Onueep Towwkosuh

KoHTeKkCT nctpaxusama

ToxoM nmocnenme ABe felleHNje, ca MHTeH3BHUjUM
kopuuihemweM JUTUTaTHE TEXHOIOTHje ¥ MHTEPHETa Ha
I7106a/THOM HUBOY, aKTMBHOCTM U MCKYCTBa M/IafiuX Ha
MHTEPHeTY CBe Cy delnhe nmpepmMer NHTEpecoBama Kako
Hay4YHO-CTPYy4He, TAKO U IMIMPe jABHOCTU. AKTyeNnHa
IaHJeMMja BUpyca KOBUA-19 nonpuHena je na oHIajH
OKpY>Keme II0CTaHe ,HOBAa HOPMA/THOCT 38 KOPUCHUKE
MHTEepHeTa CBUX y3pacTa, yK/py4dyjyhu u muape. JJok je 2019.
ropuHe 54% yKyIHe IIOIy/Ialyje KOPUCTUIO MUHTEPHET,

2021. rogyiHe KOPUCTUIIO Ta je 63% CBETCKOT CTAaHOBHMINTBA.
ITporeHaT MIaAMX KOju KOPUCTE MHTEPHET 3HATHO je Behu
Of MPOLEHTAa KOPMCHMKA MHTEPHETA Y YKYIIHO] IOy TaLIVjH.
Tomuae 2020, 71% mpouenaT Muagux (y3pacra I/I3Meby 15u 24
rOfMHe) KOPUCTHO je MHTepHeT (y pasBMjeHuM seMm/bama 99%,
y 3eM/baMa y pa3Bojy 67% 1 y HajMarbe pa3sBUjeHUM 3eM/baMa
34%), y mopebemy ca 57% mpunagHuKa OCTa/lINX CTAPOCHUX
rpyma (mnabu op 15 u crapuju of 24 roguse). Y CBeTCKUM
pasMepama, MIaiu jbyau cy umanu 1,24 myra Behy mancy sa
6yIy OHJIajH Off OCTaTKa CTAHOBHMIITBA.!

1 Measuring digital development: Facts and figures 2021 (Geneva: International

Telecommunication Union, 2021), https://www.itu.int/en/ITU-D/Statistics/
Documents/facts/FactsFigures2021.pdf.

Internet Experiences
Of The Young People

Time spent on the Internet, online
and offline friendships and risky
behaviours of the young people

Dobrinka Kuzmanovi¢ and Oliver ToSkovi¢

Context of the research

Over the last two decades, with the more intensive use of
digital technology and the Internet on a global level, the
Internet activities and the experiences of the young people
have become an increasingly more common subject of interest
of both scientific-professional and wider public. The current
pandemic of the COVID 19 virus has contributed to the online
environment becoming a “new normal” for the Internet users
of all ages, including the young people. While in 2019, 54%

of the total population used the Internet, in 2021, it was used
by 63% of the total world population. Percentage of the young
people who are using the Internet is significantly greater than
the percentage of the Internet users in the total population.

In 2020, 71% of the young people (aged between 15 and 24)
used the Internet (in developed countries 99%, in developing
countries 67% and in the least developed countries 34%),
compared to the 57% of the people from other age groups
(younger than 15 and older than 24). On a global scale, young
people had 1.24 times greater chance to be online than the rest
of the population.!

1 Measuring digital development: Facts and figures 2021 (Geneva: International

Telecommunication Union, 2021), https://www.itu.int/en/ITU-D/Statistics/
Documents/facts/FactsFigures2021.pdf.
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MpeaMeT ucTpaxxmBama

[IpexmMeT OBOT UCTPAXXMBaha, IMPOKO feUHICAHO, jecy

MICKYCTBa M/IQ/{X YIEHNMKa CPE/itbe IIKOJIE M CTy/ieHaTa — ¥

MHTEPAKIUj} Ca [PYTUMA, IIpe CBEra BPUIballMa, KaKo

y OUTUTATTHOM, TaKO N Y MN3BAHOIUTUTATHOM Opr)KeH)Y.

KonkpetHuje, sannmanu cy Hac cinefehu noganu:

 KOIMYMHA BpeMeHa KOjy M/Iajiu IIPOBOJie UCIIPe], eKpaHa
aurntanHux ypebaja;

« 6poj npujarespa (,,0HmajH” u ,,01ajH”) KOje MIALU UMA)Y,
K0 M CaMOIIPOLieHa KBAIUTETA OfHOCA Ca HIIMa;

o mepuennuja 6e36eJHOCTU OH/IAjH OKPYXKeba I U3/I0XKe-
HOCT M1agux pV[3I/IHI/IMa Ha I/[HTepHeTy;

¢ 3aCTYIUBEHOCT IUTUTATHOT (M TPAAUIIMIOHATHOT)
BpHIHAaYKOT Hacu/ba " O6TH/ILU/[ OUTUTATHOT HaCl/ba

KOjIMa Cy M/Iajin Hajuenrhe M3/I0KeHN.

Onuc y3opka

VicTpakuBame je peanu3oBaHO Ha HEC/TY4ajHOM,
NPUTOTHOM Y30PKY. YIUTHUK je IOIMYHMU/IO YKYITHO

303 ucnnranuka, yspacra usmeby 15 u 30 roguna (M =
19,53; SD = 3,50). ¥ y30pKy je TOTOBO jeJHAK ITPOIIeHAT
cpenmolukonana (51%) u crynenara (49%). Y ysopky je,
BUILE Off TPM YeTBPTHUHE fleBojaka (78%), Ipu uemy je
AUCHpoIopLMja u3Mehy nonosa uspaxkeHnja y Hogy3opKy
cTyfeHarta (rpa¢ukoH 1).

I'paduxon 1. CTpyKTypa y30pKa IIpema IOy ¥ HUBOY
obpasoBama (%)

B \ywkn B AHeHckn

Cryaenrn  IREI N
CpeaHeolwkonum 33 67

Cen 22 8

UHCTpyMeHTU n peanusaumja
NUCTpaXxxmBama

3a morpebe 0BOT UCTpaXKMBaba JU3ajHIPAH je OHIAjH
YOUTHUK y KOME je Behuna nurama 3aTBOPEHOT TUIIa
(ca monyheHMM offroBOpUMa), TOK je HEKOMMKO MUTamba
OTBOPEHOT THIIA (KpaTaK OfroBOp). YIMTHIUK je KpeupaH
u guctpubynpan ys nomoh I'yrnosor anara 3a uspany
ynutHuka (Google form).
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Subject of the research

The subject of this research, broadly defined, are the

experiences of the young people—high school and university

students—in interaction with others, first of all, peers, in the

digital, as well as the extradigital environment.

More specifically, we were interested in:

« The amount of time that the young people spend in front
of the screen of digital devices;
Number of friends (“online” and “offline”) that the
young have and their self-assessment of the quality of the
relationships with friends;

o Perception of the online environment safety and the
exposure of the young to different risks on the Internet;

« Presence of digital (and traditional) peer violence and
the forms of digital violence to which the young are most
commonly exposed.

Description of the sample

The research has been conducted using a non-random,
convenient sample. The questionnaire was filled out by 303
respondents, aged between 15 and 30 (M = 19,53; SD = 3,50).
The sample includes almost equal number of high school
students (51%) and university students (49%). The sample
includes more than three quarters of girls (78%) and the
disparity between the genders is even higher in the university
students’ subsample (Chart 1).

Chart 1. Structure of the sample according to gender and level
of education (%)
mMale ®Female
Uy Y N
students
Moesn! pors 00 |
students 33 67
Al

Instruments and the realisation of
the research

For the purpose of this research, an online questionnaire
was designed in which most of the questions are closed-
ended (with provided answers), while several of them are
open-ended (short answer) (Appendix 1). The questionnaire
was created and distributed using a Google tool for creation
of questionnaires (Google Form).



IlonymwaBame yNIUTHUKA je aHOHMMHO U Tpaje OKo 15
MUHYTA. YIUTHUK CaZipXKU M HEKOJIMKO MUTaba Koja ce TU4y
coruo-geMorpadCcKux Bapujaban ucnuTaHmuka (o, TofuHe
CTapoCTM).

3a camorpoleny ogHoca ca oyIajH U OH/IAjH HpujaTe/buMa
kopuutheH je nHcTpyMeHT CKajla MCKycTaBa y OlMMCKUM
OIHOCKMA, Y KPaTKoj peBUAMpPaHOj Bep3uju (eHrn. Experiences
in Close Relationships — Revised questionnaire, ECR-R)*.

Y KOHTEKCTY Be3NBama, IPOLEY]y ce Be AVMeH3Mje:
AHKCHO3HOCT (HMBO HECUTYPHOCTY Be3aHe 3a HeUUjy
IPUCTYHAYHOCT U caocehajHOCT) 1 M3beraBame (HMBO Hearo-
Iie Be3aH 3a O/IMCKOCT VMJIM 3aBUCHOCT of Hekora). [InTama

y BPYTOM [ie/ly yIUTHUKA, 32 IPOLIeHbIBabe eKCIIeCHBHE
yrnoTpebe u pr3MYHOT [TOHAIIA A HA MHTEPHETY, IIpey3eTa

CY U3 YIUTHUKA KOpuIIheHOT Y OKBUPY MOCIefberT IUKIyca
MebynapopHor ucrpaxusamwa Jerja EBpoire Ha MHTEpHETY
(eurn. EU Kids Online), peanusoBasor 2019. roguge.’

Pe3ynTtaTtun uctpaxxusama

BpeMe Ha UHTepHeTy, ,opnajH” n
»OHNajH” NpujaTerncTBa

Hajsehu npouenat Mmagux 13 y30pka MpOBOAY Ha MHTEPHETY
OKO TIeT caTy JHeBHO. IleT u BuIIle caTyl JHEBHO MCIIpeN,
€KpaHa IpoBofu roToBo 60% cpenmomkonana u 44%
CTYZeHaTa, IOK CeflaM M BULIE caTy Ha MTHTEPHETY IIPOBOAY
23% cpenmwomkonana u 15% crygenara. Y oflHOCY Ha yKyllaH
6poj mpujatespa, 6poj mpujaTeba ¢ KOjiMa Ce YIIaBHOM [IpyKe
y>x1Bo Bapupa o 0 go 50, ucto kao u 6poj nmpujarema ¢
KOjiMa ce YITIaBHOM Jpy>Ke oHJajH. [loloBMHa McIMTaHNMKA
MMa [0 5 mpujaTesba C KOjuMa ce IPETeXHO JpyKe Y>KUBO,
Behmna (80%) nMa mo 10 mpujaresba, oK 4% MCIMTaHIKA

u3 y3opka (11 ncnuraHuka) ¥Ma camo jemHor (9 ucnnra-
HUKa) VIV HUje[JHOT IpyjaTerba (2 MICHUTAaHUKA) C KOjUM

ce YITTaBHOM fpy>Ke yKuBo. C pyre cTpaHe, 4eTBpTHHA

2 R.C.Fraleyetal, “The Experiences in Close Relationships-Relationship
Structures questionnaire: A method for assessing attachment orientations across
relationships”, Psychological Assessment, 23 (2011): 615-625.

3 D.Kuzmanovi¢idr., Kori$¢enje interneta i digitalne tehnologije kod dece i mladih
u Srbiji: rezultati istrazivanja Deca Evrope na internetu (Beograd: Institut za
psihologiju Filozofskog fakulteta u Beogradu, 2019).

The questionnaire was filled in anonymously and it took
about 15 minutes to complete it. It contains several questions
regarding social-demographic variables of the respondents
(gender, age).

Within the online questionnaire for self-assessment of
relationships with online and offline friends, the respondents
were given a Scale of Experiences in Close Relationships -
Revised questionnaire, ECR-R? In the context of connection,
two dimensions were being assessed: anxiety (level of
insecurity connected to someone’s accessibility and empathy)
and avoidance (level of discomfort connected to closeness or
dependence on someone). Questions in the second part of the
questionnaire, for the assessment of excessive use and risky
behaviour on the Internet, have been taken over from the
questionnaire used within the second cycle of the international
research EU Kids Online, conducted in 2019.

Research results

Time spent on the Internet, “offline”
and “online” friendships

The greatest percent of the young people in the sample spends
around five hours per day on the Internet. Almost 60% of
high school students and 44% of university students spend
five hours or more in front of the screen, while 23% of high
school students and 15% of university students spend seven
hours or more on the Internet. Compared to the total number
of friends, number of friends with whom they mostly hang out
in person varies between 0 and 50, the same as the number

of friends with whom they mostly socialise online. Half of
the respondents has up to 5 friends with whom they mostly
socialise in person, most of them (80%) have up to 10 friends,
while 4% of the respondents (11 of them) have only one friend
(9 respondents) or no friends (2 respondents) with whom

2 R.C.Fraleyetal, “The Experiences in Close Relationships-Relationship
Structures questionnaire: A method for assessing attachment orientations
across relationships”, Psychological Assessment, 23 (2011): 615-625.

3 D.Kuzmanovi¢ et al., Kori$¢enje interneta i digitalne tehnologije kod dece
i mladih u Srbiji: rezultati istraZivanja Deca Evrope na internetu (Beograd:
Institut za psihologiju Filozofskog fakulteta u Beogradu, 2019).
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VCIIUTAHNUKA (BUX 68) HeMa HMjeJHOT IIpMjaTesba C KOjUM ce
YIZIaBHOM JIPY>Ke OHJIajH, MOK IIOJIOBMHA MMa 2 VI/IA Matbe
npujatespa, a Behmna (oko 80%) uMa 5 nu Mame OHIAjH
Ipujaresba. YIPKOC MHTEH3MBHOM Kopuithely MHTepHeTa,
TPpaJiMLIMOHANIHY BUJ| IPY>KeHba ca IPUjaTe/bUMA, ,,TUIIeM-
y-nune”, foMuHaHTaH je Mehy mmanguma. YrBpheno je

fla ce Cpel-OIIKONL Y YelThe HETO CTyeHTH! APYKe ca
IpujaTe/byMa OHJIAjH, Ipu 4yeMy Miaaguhu yenrhe Hero
TEeBOjKe.

AHKCMO3HOCT! je M3pakeHMja y OZHOCY ca odIajH
IpujaTe/buMa, a u36eraBarme y OfHOCY ca OHJIajH
npujarepuma. Miagu ce gemhe mosepasajy odiaju mpuja-
Te/bMMa, CBOje Opure u npobneme vemrhe fiene y KOHTaKTUMA
Y>KIBO HEro y OH/IajH KOHTaKTuMa, 1 deithe 6puny na nu

je o1ajH mpujaTe/piMa HETO OHJIAjH IIpUjaTe/byMa 3aUCTa
cTano o wux (rpadpuKoH 2).

I'paduxon 2. [IpocedaH CKOp Ha aHKCU3HOCT 1 M36eraBama

3a ody1ajH 1 OHAjH HpujaTe/be

B CpegHsolWwkonun M CTyneHTH
373361
2.87 2.89
2.63
IMB I238 II I236
AHKCMO3HOCT  AHKCWMO3HOCT  W3beraeawe  3bDeraeane
OHMAJH onajH OHNAJH ognajH

Be3beaHOCT U pM3nYHa NoHalama
Ha UHTEpHeTY

Kapa je peu o ocehamy mnuHe 6e36efHOCTY Ha MUHTEPHETY,
Hasasy yKasyjy fa ce ckopo se Tpehune mmagux oceha
6e36enH0 (43% vecro, 17% yBex). Hemrro Buiue ox gecetnse
mnanux (5% maapnha n 13% neBojaka) HuKaza ce He

oceha 6e36e1HO Ha MHTEPHETY, JOK Ce Malbe Of [IETHHE
(38% mmapuha u 11% peBojaka) yBek oceha 6e3bemHo

Ha MHTepHeTy. BakHo je ncrahu na ce mo ocehamy
6e36eHOCTY Ha MHTEPHeTY cpeamwouKoniyu us Cpbuje
Hajla3e 3HaTHO UCIIOf, IPOCEKa APYTUX eBPOIICKMX 3eMasba.

4 Internet and Digital Technology Use among Children and Youth in Serbia:
EU Kids Online Survey Results, 2018. Belgrade: Institute of Psychology,
Faculty of Philosophy.
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they mostly socialise in person. On the other hand, quarter

of the respondents (68 of them) have no friends with whom
they mostly socialise online, while a half of them has 2 or less
friends and the majority (around 80%) has 5 or less online
friends. Despite the intensive use of the Internet, traditional
form of relationship with friends “face-to-face” is dominant
among the young. The results also show that high school
students socialise with online friends more often that the
university students, boys more often than the girls.

Angxiety* is more prominent in relationships with offline
friends, while the avoidance is more prominent in relationships
with online friends. Young people more frequently confide to
their offline friends, they more commonly share their worries
and problems in person than in online contact and they worry
more often if their offline friends truly care for them, compared
to online friends (Chart 2).

Chart 2. Average score for anxiety and avoidance with offline

and online friends

mHigh school students  ®University students

373361

2.87 2.89
2.63
I2l18 I238 II I236

Anxiety online  Anxiety offline  Avoidance Avoidance
online offling

Safety and risky behaviours on the
Internet

Speaking of the sense of personal safety on the Internet,
findings indicate that over a half of the young people feels safe
(43% often, 17% always). A little over one tenth of the young
(5% of the boys and 13% of the girls) never feels safe on the
Internet, while less than one fifth (38% of the boys and 11%

of the girls) always feels safe on the Internet. It is important

to emphasize that according to the sense of security on the
Internet, high school students in Serbia are significantly below
the average of the other European countries.

4 Internet and Digital Technology Use among Children and Youth in Serbia: EU
Kids Online Survey Results, 2018. Belgrade: Institute of Psychology, Faculty of
Philosophy.



ExcuecnBHo xopunmheme nnrepHera yopaja ce y
HajBa)XHIje 1 Y TUTepaTypu Hajuenrhe pasMaTpaHe pUsuKe y
Be3u ¢ kopuitheweM nHTepHeTa. HepeTko ce foBopu y Besy
ca 3aBucHoInhy off MHTepHeTa, a/lu ce He MOXKe U3jeTHAuYUTH
ca BbOM ) He BOAY HY)XHO Ka Icuxonaronoruju. Behuna
MJIaIuX NPU3HAj€ A KOPUCTU UHTEPHET 110 MHEPUMjU, U
OHJIa KaJla MX OHO LITO pajie He 3aHMMa 3aJICTa, a IIeTUHA

TO Pajy CBaKM MV CKOPO CBAaKM JaH. Tpu yeTBpTHMHE
MJIaJiuX M3jaBibyje fa 360T BpeMeHa Koje IIpoBofie Ha
VHTEPHETY TpIle IIOPOAMIIA U APyTe LIKOJICKe obaBese, ABe
TpehyHe IoKy1IaBa, anu 6e3yCIelHo, fa IPOBOLY Malbe
BpeMeHa JCIIpefi eKpaHa. Bullle off HonoBMHE MIafguX
cMaTpa fia uMajy npobaeme 360r KONMYMHe BpeMeHa Koje
IIPOBOJie Ha MHTEPHETY 1 Jolle ce ocehajy Kafa Hucy Ha
nnTepHery. Tpehuna Maagux cykob/paBa ce ca IOPOAUIIOM
U IIpMjaTe/byMa, Majia He 4ecTo, 300T BpeMeHa Koje IPOBofie
ucnpej ekpana. HajMamu nponenar Miagux, aam Uax
BUIIIE Off YeTBPTIHE, 3aHEMapyje cBoje (HU3NOIMOIIKe
noTpebe ycmen kopuinhema expaHa.

Pusuny BesaHN 3a KOHTAaKTe ca HEMO3HATUM 0co6aMa Ha
MHTEPHETY CBPCTaBajy ce y Hajo30M/bHIje OHJIajH PUSKKE, U
Y HEKMM CTy4ajeByMa MOTY Jla IMajy HeraTMBHE MOCTIEeIE
10 GyHKIMOHUCAe 0C0be, He CAMO Y IUTUTaTHOM, Beh

U 'y U3BAaHAUTUTATHOM OKpYXemy. Behnna mmapnx (71%)
CKJIalla OHJIajH IIpujaTe/bCcTBa ca ocobama Koje Beh mo3Haje.
[oTOBO CBaKM APYTYU CPEAIbOIIKO/AL] IPMXBATA CBE 3aXTeBE
3a IIpUjaTe/bCTBO, 6e3 0631pa Ko ux ymyhyje, mro ykpyuyje
U 3aXTeBe Off HEIO3HATHX 0c06a. 3a CKOpO HOIOBUHY
ucnuTaHuKa (43%), NCKyCTBO yIIO3HaBamba y>KMBO ca
ocobama Koje Cy IPeTXO/JHO YIO3HA/IY IIPEKO MHTepHeTa
61710 je IpMjaTHO, BULIIE Off YeTBPTIHE VICIUTAHNKA je 61110
PaBHOZAYIIHO, JOK je CKOPO IeTHHA WIUX 0J/Ia Marbe VIV BUIIe
y3HEMMPEHa.

3moynorpe6a TMYHUX MOFATAKA je YeCTO pa3MaTpaH
OHJIajH pu3KK. [lof TMYHMM NofaiMa Iofpa3yMeBajy ce
CBM ITOZIALIY KOjI Ce OBHOCE Ha 0co0y, a Ha OCHOBY KOjUX Ce
OHa MO)Ke UIeHTU(UKOBATY (FVPEKTHO UV MHAVPEKTHO) U
yTPO3UTH IbeHa IIPUBATHOCT. BapeM 4eTBpTHHA MCIUTAHUX
je IyTeM MHTepHeTa C/Iajla IMYHe IofaTKe (Ha IpumMep,

uMe U npesuMe, pororpadujy, agpecy, 6poj tenedona utx.)
ocobama Koje He 03Hajy 1n4HO. Mehy oH1MMa Koju ¢y To
YJHWIY, HaJIasy ce HelITo Buule Maaauha Hero geBojaka, u
BUIIIe CPeHbOIIKOMAI[a HeTO CTy/eHara. JleceTrHa MIagux
NPUKPUBAja jeé CBOj UAEHTUTET HAa MHTEPHETY U IIpeTBapaia

ce f1a Cy HeKO JIpyTHL.

Excessive use of the Internet is considered to be one of

the most important and in the literature, most commonly
researched risks connected to the use of the Internet. It is often
connected to the Internet addiction, but it cannot be equalled
to it and it does not necessarily lead to psychopathology.

Most of the young people admit that they use the Internet by
inertia even when they are not truly interested in what they are
doing—one fifth of the respondents does this every or almost
every day. Three quarters of the young stated that because

of the time that they spend on the Internet, their family and
school obligations suffer; two thirds try, unsuccessfully, to
spend less time in front of the screen, while more than a half
of the young thinks that they have problems because of the
amount of time that they spend on the Internet and they feel
bad when they’re not online. One third of the young gets in
confrontations with friends and family, although not often,
because of the time spent in front of the screen. The smallest
percent of the young people, but still, more than one quarter,
neglects their physiological needs due to the use of the screen.

Risks connected to the contacts with strangers on the
Internet are considered to be some of the most serious
online risks, and in some cases, they can have negative
consequences on the person’s functioning, not just in the
digital, but in out of digital environment as well. Most of the
young people (71%) becomes online friends with people that
they already know. Almost every other high school student
accepts all friendship requests, regardless of who sends them,
which also includes requests from unknown persons. For
almost one half of the respondents (43%), the experience of
meeting in person with the people that they had first met
online was pleasant, more than a quarter was indifferent,
while almost one fifth of them was more or less upset.

Misuse of personal data is a frequently discussed online risk.
Personal data imply all the data based on which a person
can be identified (directly or indirectly) and their safety can
be compromised. At least one quarter of the respondents
has sent their personal data via the Internet (e.g., name

and surname, photograph, address, phone number, etc.)

to persons that they’ve never met face-to-face. Among the
ones who did that, there are more boys than girls and more
high school students than university students. One tenth

of the young people hid their identity on the Internet and
pretended to be someone else.
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BplwHbayko Hacu/be Ha MHTEePHEeTY

ITpema onmtenpuxsahenoj feUHUIUjI, FUTUTATHO HACUIbe
(enrn. cyberbullying) nmpencraspa Kopuurheme gurntanae
TEXHOJIOTHje ¥ MHTEPHeTa C [IM/beM Jia ce pyra ocoba
y3HEMMPHU, TIOBPENN, IOHM3Y U 1A jOj ce HaHece mTeTa. Y
TIOCTIE/IHbUX TOAMHY JaHa, BULIE Off IOJIOBMHE ICTIUTAHMKA
(57%), mpema COIICTBEHO]j IIPOLIeH N, OUIIO je M3/I0KEHO
PY>KHOM M OKPYTHOM IOHAIllalby Y MUHTEPAKIMjU YXKUBO,
CcKOpo nonoBuHa (42% wnnn 112 ucuutaHuKa) HEKOTUKO
myTa, a Buiile of feceTnHe (15% nu 41 ucnuranuk) 6apem
jemHoM MeceuHo mnu denrhe. VI CpeROIIKOMIN U CTYAEHTI
vemrhe Cy M3/I0KeH TPAJUIIMOHATHOM HACV/bY HETO HACU/BY
y AIUTUTATHOM OKpY>Kewy. CBaKM IpyIy UCTIUTAHUK je,
HOCTIefIbUX TOAVHY AaHa, OM0 M3/T0XKeH HACUbY Y JUTUTAII-
HOM OKPYJKeIby.

Ocum y ynosu HeKora Ko TpIu Hacu/be, MIafu ce Mory Hahm
Uy y703U HeKora Ko BpIuyu Hacube. Tpehnna mrangux (34%)
[IpU3Haje a Cy ¥ OHY caMy OMJIN Y>KMBO HACU/THMU IIpeMa
CBOjUM Bplumanuma, Behnha (31%) caMo HEKONMMKO MyTa,

mok metuHa (21%) mpusHaje ga Cy HaCUITHM Y JUTUTATHOM
okpyxemy. bapem jexHoM MeceuHo nin denthe, 11 ncnuraxu-
Ka (4%) MCIIO/BUIIO je HACU/THO IIOHAIIalbe Y OH/IAjH OKPYXKemY,

a 10 mcnuTaHMKa y MHTEPaKIMju YKUBO (4%).

KojuMm obnuijuma fUrnTamIHOT BPIIHAYKOT HACK/bA CY MIAAN
Hajuenthe n3noxeHn?

I'papukon 3. O6MMLM BPIIHAYKOT HACU/bA HA MHTEPHETY

Ceu BCrygedtn B CpearolUKonyn
[lpyre oKpYTHE UNW py3KHe CTBapW Cy Bam ce
DeCHNE Ha MHTEPHETY

Bunu cTe npuMopann Aa ypaaute HewTo
LUTO HUCTE KEnenu
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—45
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Bunw cTe N30CTaBIBEHW MAK NCKIBYUEHN N3 17 23
I
rpyne unn aKkTMBHOCTHW HA WHTEpPHeTY [ e A o A= R 1]

Oobujani cTe NpeTHe Ha MHTEPHETY

B PysxHe Ui okpyTHe nopyke o Bama cy 10

JErbeHe WNKW NOCTEErbaHe Tamo rae . .. — 12
29

Aobujann cTe py:He UK OKDYTHE NOpyke IE—— 5 6
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Cyberbullying

According to a generally accepted definition, digital violence
or cyberbullying represents the use of digital technology
and the Internet with the purpose of upsetting, hurting,
humiliating or harming another person. In the last year,
according to their own assessment, over one half of the
respondents (57%) was exposed to bad or cruel behaviour in
person—almost one half (42% or 112 respondents) several
times and more than one tenth (15% or 41 respondents) at
least once a month or more frequently. Both high school
students and university students are more frequently
exposed to traditional violence than violence in the digital
environment. Last year, every other respondent was exposed to
cyberbullying.

Apart from the role of someone who suffers violence, the
young people can also find themselves in the role of someone
who exerts violence. One third of the young (34%) admits that
they themselves were violent in person towards their peers,
most (31%) only a few times, while one fifth of the respondents
(21%) admits that they are violent in the digital environment.
At least once a month or more frequently, 11 respondents (4%)
exhibited violent behaviour in the digital environment, while
10 respondents (4%) did so in person.

To what forms of cyberbullying are young people most
commonly exposed?

Chart 3. Forms of Cyberbullying

All - mUniversity students  ®mHigh school students

Other cruel or bad things happened to you on

8
the Internet 5

s 10
You were forced to do something you didn't — 45
want I G

‘You received threats on the Internet  m— 5 12
T

You were left out or excluded from a group or v 23
an activity on the Internet T 3 (1

10
Bad or cruel messages about you were shared e O
or posted where others can see them T 17

. 29
You received bad or cruel messages 3 16
e e S P



Bep6anHo Hacusbe IpeficTaB/ba Hajyeurhy 061K BPIIbauyKor
Hacu/ba Ha MHTEPHeTY. Y TOoCTeibUX TONMHY aHa, Py>KHe

U OKPYTHe IIOpYKe je IIyTeM MHTepHeTa fobujano 36%
cpenmomkonana u 23% crynenara. Ha gpyrom mecry mo
3aCTYN/b€HOCTH Ha/la3y Ce COLMjaTHO HaCK/be — M30CTaB/barbe
U UCK/bY4MBame M3 aKTUBHOCTY Ha MHTepHeTYy (30%
cpeamwomkonana u 17% crynenara). [lecernsa Mmafux
usjaB/byje fla Cy HellpyMepeHe opyKe Be3aHe 3a bMX le/beHe
jaBHO. Mame of feceTuHe Mnaaux (8%) mobujano je mpeTe
Ha MHTEPHETY U/IM Cy UM Ce JlellaBajie Ipyre Py>KHe U OKPYTHE
crBapy. Hajmamy iporieHat ncnmrauux (5%) n3BemTasa fa cy

6VIV TPUMOpPAHM JIa ypajie OHO LITO He XKere.

CaxeTak K/byYHUX Hana3a

o Magu us y3opka (y mpoceky) mposoge 4,5 cata JHeBHO
Ha MHTepHeTY (CpefmbOoLIKO/LM 4,7 caTit, CTyieHTH 4,3
cara); IpoCeYaH CKOP eKCIleCHBHe yIoTpebe MHTepHeTa
(3a 11eo y3opak) usHocu 2,15 (Ha ckanm o 1 5o 5) - 3a
mnapnhe 1,94, 3a feBojke 2,21;

o JIBe TpehnHe Mmanux 6e3ycrenrHo mokyuasa fa
[IPOBOJY Matbe BpeMeHa Ha MIHTEPHETY, a BIIIIE Off
[TOJIOBMHE M/IAJMX CMATpa fia uMa npobieme 360r
KOJIMYMHE BpeMeHa IPOBEe/IeHOT Ha MHTEPHETY I JIOIIe Ce
oceha kaga ra He KopucTH;

« YOpKoc MHTEH3MBHOM Kopulnhemwy MHTepHeTa, 1
CPEAOIIKONMIM U CTYEHTH Jajy IIPEHOCT JpYy>Kemba
ca od1ajH pujaTe/biMa; OHIAjH IIpUjaTe/bCTBa
cy uemha xop cpefmoIIKONana 1 Kog Miaaguha,

JIOK je aHKCcMo3HOCT Yemrha y ogHOCKMMA ca odajH
npujaTe/buMa, a u3berapame y OTHOCHUMA Ca OHJIAjH

IpujaTe/buMa;

o Behuna mmagnx us ysopka (82%) je mMana KOHTaKT
IIpEKO MHTEPHEeTa C HEKMM KOTa He II03Haje Y>XIBO, a
CKOPO IO/I0OBMHA MCIIMTAHMKA (48%) yIIO3HAA je Y>KUBO

HEKOra Kora Cy IpeTXOAHO YIIO3Ha/IN IIPEKO NHTEPHETA;

o Muanu cy yenrhe n370)KeHU TPagMUIIOHATHOM HeTo
IMUTUTATHOM BPIIHAYKOM HACUIbY; CBAKU APYTU
UCIUTAHUK, y IOCTIeIbUX TOAVHY JaHa, 610 je M3TI0XKeH
PY>KHOM 1 OKPYTHOM IIOHAIIalby Ha MHTEPHETY; CBU
06IMLM AUTUTATTHOT HacK/ba dellthe Cy 3acTyI/beHN
Meby cpenmolukonuMa Hero Mehy cryneHTnMa.

Verbal violence represents the most common form of
cyberbullying. Last year, bad and cruel messages on the
Internet were received by 36% of high school students and
23% of university students. Social violence—being left out
and exclusion from activities on the Internet—are the second
most common (30% of high school students and 17% of
university students). One tenth of the young people reports
that inappropriate messages about them were shared publicly.
Less than one tenth (8%) of the young people received threats
online or they were exposed to other bad or cruel things. The
smallest percent of the respondents (5%) reports that they were
forced to do something that they did not want to.

Summary of the key findings

+ Young people included in the sample spent (on average)
4.5 hours online (high school students 4.7 hours,
university students 4.3 hours); the average score for the
excessive use of the Internet (for the entire sample) is 2.15
(on a scale from 1 to 5)—1.94 for boys and 2.21 for girls;

 Two thirds of the young unsuccessfully try to spend less
time on the Internet, while more than half of the young
people think that they have problems because of the
amount of time spent on the Internet and they feel bad
when they are not online;

 Despite the intensive use of the Internet, both high school
students and university students prefer spending time
with offline friends; online friendships are more common
among the high school students than the university
students, while anxiety is more common in relationships
with offline friends, while avoidance is more frequent in
relationship with online friends;

o Most of the young people included in the sample (82%)
had online contact with someone whom they do not
know in person, while almost half of the respondents
(48%) met in person with someone whom they had
previously met online;

« The young people are more often exposed to traditional
violence that cyberbullying; last year, every other
respondent was exposed to bad and cruel behaviour on
the Internet; all forms of digital violence are more present
among the high school students than university students.
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