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

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

Introduction

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

11 Iveson, ibid.

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

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

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

Temporary urban practices and spaces for the street art scene

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

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

15 SUC, op. cit.

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

17 Ibid.

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

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

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

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

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

Legal framework in serbia: favouring commercial interests

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

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

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

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

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

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

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

24 Tbid.

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

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

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

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

29 Pajovi¢ Van Reenen, J., & Veselinovi¢, D. (2015) Ko i kako raspolaze javnom svojinom, Beo-
grad: Mikro Art / Ministarstvo prostora.
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Figure 1: DLT (Oymant), Inex Film Figure 2: Inex Film
(photo: Dusan Raji¢) (phoro: Smirna Kulenovic/Klub Putnika)

The case of street gallery in Belgrade

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

30 More at: www.ulicnagalerija.rs

31 More at: www.ministarstvoprostora.org

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

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

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

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

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

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

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

35 More at: www.facebook.com/drustvenicentarnnk
36 Available at: www.publicspace.org

[CyrTvpa




THE STREET GALLERY: FOSTERING DIALOGUE IN PUBLIC SPACE THROUGH ART

CYTHAHA TATIEPUJE L
ULICNA GALERIJA: ~ 1

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

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

Fostering dialogue through art

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

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

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

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

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

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

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

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

Conclusion

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

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

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

urban revitalization.

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

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

VBa Yykuh

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

VIIMYHA TAJTEPUJA: TOIICTULIAIBE IUJAJIOTA Y
JABHOM IIPOCTOPY ITYTEM YMETHOCTU

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

Kmby4yne peun: ynuuna ianepuja, jasHu @pociliop, yMeiiHOCl y jagHom TApocitiopy,
aHIaNMaH 3ajedHuue, ipuspemere ypoare upaxce
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