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BETWEEN THE FIRST AND THE SECOND SERBIA:
ON THE POLITICAL AND CLASS DIMENSION OF HIP-HOP
SUBCULTURE IN SERBIA®

Abstract: This paper tackles the phenomenon of hip-hop subculture in Serbia. The goal is
to understand its development and to map out its class dimensions and political impulses. The
analysis is grounded in cultural studies (cf. Hall, 1980). Hip-hop lyrics and symbolism of the
hip-hop style are analyzed with a focus on political and class dimensions. The development of
hip-hop subculture is divided into two phases. First, during the 1990s, the hip-hop subculture
in the Serbian context was in the search for its local identity as a style that originated within
the working-class but had its first representatives in Serbia among the middle-class youth. Hip-
hop’s dialogue with the dizel culture during this period is indicative of this quest for identity.
In the second phase, after 2000, hip-hop finds its place in the Serbian society by grounding
itself in the working-class and establishing itself as the heir of the dizel subculture of the nine-
ties (Papovi¢ and Pejovi¢ 2016). It also undergoes internal divisions producing an elitist wing
further subdivided into a liberal and conservative part, and an anti-elitist wing with a chaotic
political character hosting both radically leftwing and extreme right sentiments.

Keywords: hip-hop, subculture, elite, class, politics, transition.

Introduction

Twenty years ago hip-hop culture was recognized as a foreign influence in Serbia.
However, today, the impact of hip-hop subculture has expanded, and it has become part of
the mainstream culture. Even though hip-hop culture has had a big impact on the world-
view and subcultural practices of many young people in Serbia, it has only recently been
tackled in the academic literature (Papovi¢ and Pejovi¢, 2016; Musi¢ and Vukcevi¢, 2017;
and Dordevié, 2017).
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In this paper, the goal is to analyze hip-hop culture in Serbia from the perspective
of cultural studies (Hall 1980) and to explain how class divisions figure as important fac-
tors in the determination of the political impulses of the varieties of hip-hop subculture.
The emphasis will be on the claim that class divisions inside hip-hop are an important
factor in shaping the attitudes towards the legacy of the 1990s, i.e. the dizel subculture
(see Papovi¢ and Pejovi¢, 2016; Musi¢ and Vukcevi¢, 2017). It will be shown that parts
of hip-hop subculture with negative attitudes towards the dizel subculture exhibit strong
elitist tendencies either in the form of liberal elitism of the Second Serbia or conservative,
nationalist elitism. The anti-elitist wing of the hip-hop scene, which identifies itself with
the dizel subculture, does not have a clear political expression and oscillates between the
far left and the far right.

Cultural context: dizelasi and turbo folk?

Dizeli or dizelasi are the Serbian children of neoliberalism (Papovi¢ and Pejovi¢,
2016). The collapse of the welfare state in the West and the socialist systems in Eastern
Europe gave birth to a different generation of working-class youth. Those generations ac-
quired a materialistic outlook embodied in the desire for expensive clothes, cars and tech-
nical gadgets. The sense of collective belonging, which used to have a prominent national
or class dimension in previous generations, now takes on a raw, tribal form of strong
identification with a neighborhood crew, a hooligan band, or a gang (Maffesoli 1991).
Subcultures that emerged under neoliberalism, from hip-hoppers in the US and British
chavs to Russian gopniks and, of course, Serbian dizelasi, share many core features. Like
American hip-hoppers, British chavs are known for their branded sports clothes, flashy
jewelry, criminality and the total lack of respect for state institutions from police to educa-
tion (Jones 2011). Russian gopniks also wear branded tracksuits and trainers while being
prone to drinking and drug use (Gavrilyk, 2009).

Musi¢ and Vukéevi¢ (2017) place Serbian dizelasi in this global context while pointing
to their specific traits. Dizelasi appeared on the Serbian subcultural scene in the context of
a civil war, transition and hyperinflation and amidst the formation of the networks of il-
legal economy intertwined with criminal circles. Fortunes were made overnight, but lives
were lost even faster (Musi¢ and Vukéevi¢, 2017). The need to show off and the privileg-
ing of physical strength as opposed to intellectual abilities created a different kind of aes-
thetic embodied in muscular bodies, Eurodance rhythms, break dance, funk, and hip-hop.
Eurodance finally provided some room for those who could not participate in the petty-
bourgeois rockn’roll scene dominated by well-educated, middle-class youth (Mati¢, 2005).

Dizel culture contributed to the complex cultural mix because it became an urban
counterpart of the supposedly rural subculture known as turbo folk. Turbo-folk of the
nineties picked up on the tradition of Serbian folk music that had grown during the social-
ist era without the support of the state mostly in rural regions. However, during the 1990s,
the political elite led by Slobodan Milosevi¢ recognized turbo folk as a powerful tool for
consolidating the nationalist ideology (Gordy, 2010). The presence of turbo-folk created
divisions on the cultural landscape of Serbia as it became a symbol of what the urban elite
saw as an occupation by “the hordes from the hills” (Jansen, 2005). The urban culture
dominated by rock and roll received an aura of cosmopolitanism and progressivism while
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turbo folk became the symbol of backwardness, violence, and bigotry reflecting the global
Orientalist narrative (Simi¢ 2010; Baker, 2008). The trouble with the dizel movement was
that because of its urban origin and strong Eurodance influences it could not easily be
squeezed into this binary urban/rural, elitist narrative.

Subcultures that emerged in the wake of the neoliberal turn all appear apolitical on
the surface. However, their anti-elitism, inclination towards violence and the desire for
expensive commodities created a new form of political protest in which violent behavior,
shattered shop windows, and stolen Nike shoes supplanted any articulation of political
demands. Zizek (2008) labeled this type of protest a phatic protest, i.e. an act whose main
purpose is to signal the presence of a neglected group rather than articulate a demand.

Early cultural history of Serbian hip-hop:
the appropriation of the hip-hop expression

Hip-hop is an art form that emerged in the English-speaking world, and conse-
quently, the first fans of this music in Serbia were those young people who spoke Eng-
lish. In the socialist Yugoslavia, this fact alone often meant a middle class background
(Vukéevié, 2008). A genre that emerged as an artistic expression of the poor (Chang,
2005) had its first Serbian fans among the privileged, well-educated, upper-middle-class,
urban youth.

The spread of hip-hop genre in Serbia coincided with the explosion of gangsta rap in
the US and the division in hip-hop circles that it caused. Ambrozi¢ (1994) presents this
division to the Serbian public favoring the older politically-engaged current’. His claim
was that hip-hop had the potential to mobilize the African Americans for social change
but gangsta rap was counterproductive in that struggle. This stance echoed the position
of many African American scholars who reacted to the appearance of gangsta rap in a
similar way (see Ro 1996). Vukcevi¢ (2008) observes how this text was merely the intro-
duction into a very intense debate about the role of hip-hop on the Serbian musical scene.
In a radio show called Geto [Ghetto] on Radio Politika, a debate on gangsta rap took place
around that time. One of the guests singled out the lack of education, violence, criminality,
alcohol and drug use and a characteristic fashion style in order to compare gangsta rap-
pers with the Serbian dizelasi, a new subcultural style emerging on the streets of Serbian
cities (Vukéevié, 2008). The lack of class awareness in the context of blocked transition
during the 1990s (Bol¢i¢, 2003) prevented him from seeing the clear class dimensions of
this phenomenon. Of course, the comparison of gangsta rappers to dizelasi was accurate
because the position of dizelasi in the distribution of economic and cultural capital in
Serbia was similar to that of gangsta rappers in the US.

Despite this link between dizel subculture and hip-hop, this nascent intellectual
hard-core of the hip-hop subculture in Serbia remained extremely hostile towards both
dizela$i and gangsta hip-hop. Throughout the 1990s, the signifier hip-hoper was attached
mostly to educated, urban groups of young people who listened to the music of American
authors (Musié¢ & Vukéevié, 2017).

3 Ambrozi¢ was among the most prominent music critics of the 1980s and 1990s, who, according
to Vukeevi¢ (2008), defended hip-hop from the harsh denunciations coming from rock critics.
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The denunciation of gangsta rap in America represented the resistance of the bourgeois
cultural mainstream towards the discussion about all the elements of working-class existence
(Dyson 1996). The pivotal issue was the fact that uneducated, poor and not particularly skill-
ful singers and players of instruments suddenly called themselves musicians (Canton, 2006).

It is worth noting that already in the 1990s, some Serbian hip-hop artists gravitated
towards gangsta rap, while some of them introduced elements of dizel subculture into
their work. Therefore, during the entire final decade of the 20® century, there existed a di-
vision between dedicated listeners and critics and a portion of hip-hop artists around the
relationship towards dizelasi. The fact that immediately upon its inception in the Serbian
context, hip-hop entered into a dialogue with the dizel subculture might also explain the
instant popularity of some hip-hop bands and artists.

Sunshineis a band that was formed under the direct influence of gangsta rap (Janjatovi¢,
2007). However, Sunshine is not a typical hip-hop band because its instrumentals are more
akin to hard rock. Janjatovi¢ (2007) notes that popularity of Sunshine was mostly the result
of their readiness to speak freely about the realities of life in Belgrade even though some-
times, the consequence was “unbearable lyrical pornography” (Janjatovi¢, 2007: 283).

The band called Robin Hood identified the connection between gangsta rap and the
dizel subculture and formed its style accordingly. Robin Hood articulates the thoughts of
a dizel through the hip-hop expression (“Hip-hop as a Local Outlet”, 2013). Robin Hood’s
landmark song, “Gangster”, expresses the grudge against the establishment and the hypoc-
risy with which its members point a finger at dizelasi as the source of all social ills (Robin
Hood, 2012). Robin Hood takes the side of open criminals as opposed to those who pre-
tend to be upstanding citizens while looting the majority of the population.

The first phase in the history of Serbian hip-hop can be characterized as the struggle
between the pioneering artists and the intellectual hard-core with a foot in the establish-
ment. This fact supports Hebdidge’s (1979) claim that struggle for the ownership over the
signifier of a subculture is defined by class relations.

Phase II: hip-hop as a mature cultural form in Serbia
and an heir to dizel subculture

After 2000, easier access to computer technologies enabled the expansion of hip-hop. The
changes in the political discourse boiled down to the divisions regarding the issues of Serbian
nationalism and social hierarchies which are typical dividing lines in contemporary capitalist
societies (Baki¢, 2015). The parties that emerged on the political landscape of Serbia could be
easily categorized into the four quadrants formed by the intersection of the axes of nationalism
and social hierarchy or elitism. There were anti-elitist (populist), nationalist parties like the
Serbian Radical Party; elitist, nationalist parties such as the Serbian Democratic Party; elitist,
internationalist parties like the Democratic Party and the Liberal Democratic Party, but the
space for anti-elitist, anti-nationalistic forces remained empty throughout this period because
anti-systemic leftist parties were never formed (Baki¢, 2015). It became impossible to articulate
a politics that would be internationalist and anti-elitist at the same time because that kind of
politics usually presupposes a pronounced class mobilization and anti-capitalist goals.

The same kinds of divisions appeared in the sphere of culture as evidenced by the di-
vision between Gucha and Exit (Grabuschnig, 2015). Gucha became one of the most im-
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portant modern elements in the preservation of the Serbian national mythology because it
cherishes the trumpet music and forms of entertainment characteristic of the rural Serbian
setting (Kuligovski, 2011). Exit was initially a piece in a wide aresnal of tactics used by the
Otpor movement in an effort to bring down Milo$evi¢. While there was significant popular
support for the movement, there is no doubt that it was caught up in the elitist, pro-Western
logic and as such favored and supported by Western governments and NGOs (Naumovi¢,
2006). While the rock scene enthusiastically supported the demonstrations of the Otpor
movement, folk stars remained committed to Gucha. Hip-hop had a certain connection with
Exit, especially in the early 2000s because Exit enabled the Serbian audience to see megastars
like Cypress Hill or Snoop Dog live. However, a large portion of the hip-hop audience also
went to Gucha while many of them had no particular interest in either of these two festivals.

Another dividing line in the Serbian society collapsed together with Milo$evic’s re-
gime. After 2000, tracksuits, Air Max trainers and Eurodance music disappeared from
the streets and from the media. However, all these symbols were retained in the Serbian
culture but they were prefixed by the aura of the nineties. The hip-hop subculture became
the battleground of those same social and cultural divisions.

The dizel subculture represented an expression of the disenfranchised stratum of the
urban working class that could find no place on the political scene of Serbia and Yugosla-
via at least since 1970s (“Sta znaci srpski nacionalizam”, 2011). With the disappearance of
the dizel subculture as such after 2000, there was a demand for a new cultural expression
that would speak in the name of this social stratum. Hip-hop appeared as the only can-
didate for that position, and all the divisions that appeared in hip-hop afterward can be
interpreted as a chain reaction to the imposing presence of the dizel legacy.

In the remainder of this paper, it will be shown that the need to take a position to-
wards the dizel culture or dizel legacy figured prominently in the formation of two cur-
rents within hip-hop, which are parallel to political and ideological divisions in the Ser-
bian society after 2000.

First, it is worth demonstrating how the landscape of the hip-hop subculture is eas-
ily mapped using the same coordinates that create divisions on the political scene in the
first decade of the 21%t century. The crucial divisions on the political scene were the rela-
tionship towards the Serbian nationalism and the stance towards social hierarchy. This
two-way division creates essentially four major political positions on the Serbian political
spectrum. There are parties that could be described as nationalist liberal or nationalist
elitist with an accompanying intellectual narrative that views the collapse of communism
as a positive development for the Serbian nation. However, the argument is that Serbia
finds itself under the rule of compradors and that it is faced with a moral decadence of a
large portion of its young people who are influenced by the foreign, consumer media and
decadent, domestic outlets like Pink TV (cf. Antoni¢, 2010, 2013, inter alia).

A large portion of the hip-hop scene in Serbia sees hip-hop as a way to articulate the
stance of urban, patriotic young people against the corrupt political class loyal to the West.
The best example is certainly Beogradski Sindikat (BS). This band consists of college-edu-
cated young people from middle-class neighborhoods in Belgrade, who also have success-
ful careers as lawyers, economists, journalists, etc. Both in terms of the socio-economic
background and in terms of its lyrics, BS represents the nationalistic, elitist outlook that is
embodied by DSS on the political scene.
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The insistence on the need to revive the elite culture coming from conservative politi-
cians manifests itself in the lyrics of BS via a link with the old cafe culture in Belgrade®. In
the song titled “A Dissident’s Ballad”, one finds distinctive toponymic references, such as
the café Zlatni Bokal [Golden Pot] on Skadarlija, are typical of BS, and they have a clear
purpose to link the origins and works of this band with the elite locations in Belgrade
(Beogradski Sindikat, 2012).

On the other hand, the lyrics of BS contain a clear stance towards the Serbian po-
litical elite loyal to the West. BS sees the ruling political elite as compradors or Western
puppets who carry out policies in the interests of foreign multinationals and against the
Serbian people. In the song titled “System is Lying to You”, one of the main themes is the
notion that the Serbian authorities are treading on their own people in the interests of
foreign powers (Beogradski Sindikat, 2016).

BS is not immune to the traditional blood and soil metaphor of the far right. The
songs of this band connect faith, the nation, the nation-state and the state territory into a
supposedly natural whole. In “No One Can Know”, the Serbian national idea is linked to
the faith and the territory secured in wars, but the typical biological metaphors such as the
connection between the land and the mother are also present (Beogradski Sindikat 2011).

BS has a distinctly negative stance towards the legacy of Yugoslav socialism, which
they view as one of the causes of the present situation in the country. In “System is Lying to
You”, there is a description of the socialist system as a scam in which people were being fed
an egalitarian ideology but the actual outcome was the enrichment of the party leadership
(Beogradski Sindikat, 2016).

Like the Serbian political scene, hip-hop culture also has a prominent liberal wing.
While their popularity is rather low at the moment, liberal forces are traditionally sup-
ported by a large part of the intellectual elite, the social stratum that is often called the
Second Serbia (Colovi¢ & Mimica, 1992). Like the conservatives, the Second Serbia has
its own ideological narrative. Given that their base is almost exclusively the upper-middle
class, the Second Serbia exhibits explicitly elitist traits.

The exponents of the Second Serbia are profoundly aware of their lack of popularity
and minority status, which is why the siege mentality and the feelings of being misun-
derstood or sabotaged by the backward masses play a crucial role in that narrative (see
Perovi¢, 2016a; 2016b). Despite the fact that the Second Serbia will often blame the masses
for being obsessed with national myths, they rely on another set of myths that are rarely
questioned and often taken as the final truth (Sljuki¢, 2011). The chief metaphor of the
Second Serbia is one of the unwanted or fragile elite put forth by Latinka Perovi¢ (2016a;
2016b; inter alia). She claims that the backward Serbian society blinded by egalitarianism,
collectivism, and attachment to Russia, has always been hostile to rational, liberal, pro-
Western reformers; however, Bogdanovi¢ (2016) demonstrates how this view is closer to
myth than to serious historiography.

It has already been argued that the hip-hop subculture entered Serbia through so-
cio-economiic circles that are quite close to the Second Serbia. However, after 2000, lib-
eral stances have grown increasingly unpopular in hip-hop. For that reason, there are not
many artists who could be uncontroversially classified as liberals, but there are a few figures

4 More precisely, the café culture of Belgrade goes back to the Ottoman era and is different from
similar tendencies in the West primarily because of its oriental overtones (see Hofman 2010).
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whose lyrics uphold the fundamental elements of liberal ideology. The common thread for
all these artists is the liberal elitist stance towards the Serbian people who are depicted as
politically and culturally dumbed down by national myths, folk music and the dizel culture.

One of the best examples of these tendencies is Marko Seli¢ better known as Maréelo.
Like the members of BS, he also holds a university degree and he has published several
novels and comics (DZodan, 2015). He quickly came to prominence owing to his lyrical
capabilities. However, from the very beginning, many found his verbal flamboyance and
eloquence arrogant. Marcelo’s response has usually been to distance himself from such
hip-hop fans often stating he does not consider himself a rapper (Dzodan, 2015). These
themes are rather prominent in a song titled “Testament” where he states that he is not a
rapper and has nothing to do with the scene (Mar¢elo, 2008).

He is one of those rappers who frequently score easy points by making fun of dizels
and those who listen to folk. The essential rightwing outlook that undercuts the liberal
ideology is apparent in Marcelo’s use of the same metaphor of illness that the nationalists
use when they talk about dizel and folk subcultures. However, in his case, the metaphor of
a virus or disease spreads beyond just those individuals who listen to folk. Marcelo (2013)
also implies that all rappers share his disgust toward Eurodance.

In contrast to BS, which is trying to revive the mythology of the nationalistic, kafana
elite, Marcelo presents himself as the heir of the avantgarde artistic elite gathered around
rockn’roll during the 70s and 80s. In the song “Pozeriste”, he concludes with a warning “if
rocknroll is dead we are talking about a suicide!”. The implication is that the abandon-
ment of the rock’n’roll tradition entails the disappearance of any hope for a better future.

In Marcelo’s songs, Serbian nationalism and political conservatism are also heavily
criticized but from an urban universalist perspective (Simi¢, 2010). On his first album,
in the song titled “Tears”, he portrays nationalism as a backward ideology which brought
nothing but bloodshed to the Balkans.

In opposition to these two currents in hip-hop subculture, there arises an anti-elitist
face of hip-hop that sees itself as an heir to the dizel legacy. Lack of education, criminal-
ity, alcoholism, drug addiction and street smarts are among those traits that rappers be-
longing to this current find close to themselves. In political terms, most of them oscillate
between the extreme right and the far left but the political constant for all of them is anti-
elitism and anti-liberalism manifested in the idea of dizel lifestyle.

In 2002, a famous hip-hop band, VIP, released an album called The Crew is Here, which
is usually considered a cornerstone of the next generation of hip-hop subculture (Vukéevic,
2008). As Vukcevic¢ (2008) notes, the most important move that VIP made was to create a
link between the Serbian identity, dizel identity and hip-hop identity. The Serbian identity as
understood by VIP is essentially an angry reaction to the way working class, urban youth is
treated by the newly established liberal elite. One of the two members of VIP, Ikac, released
a very interesting song titled “Blown away into Pieces” where he delivered an emotional per-
sonal perspective decrying the conflicts of the 90s without being accused of national betrayal
and belonging to the Second Serbia (Ikac, 2010). These allegations are, however, regularly
leveled against Marcelo and other rappers belonging to the elitist current.

Another rapper, Juice, went the furthest in his conscious reflection on the possibility
of linking dizel subculture and other subcultural currents that existed in Belgrade but that
have subsequently been divided by class. Juice understands that elitism was the decisive
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variable that permanently stigmatized dizel subculture thereby establishing lasting divi-
sions among young people (“Juice vs Moskri” 2011).

Sometimes references to dizel culture are placed in the forefront and systematically
emphasized, which is the case with Juice whose band is called 93 FU where the number 93
is a reference to the year 1993 - the year of the infamous hyperinflation in Yugoslavia. His
outfit always includes elements of dizel style such as tracksuits, gold chains, Nike trainers,
etc. His lyrics are filled with metaphors and symbols of the 90s. The purpose behind this
flashy and obnoxious style and image is mainly to distance himself from those “soft” and
self-absorbed rappers who, in his words, “act like they are underground”

Bands like Prti Bee Gee, known for their explicit rhymes whose themes revolve
around drugs, sex, and crime, most commonly signalize their belonging to dizel culture
through frequent quotes from Eurodance hits, references to famous brands of shoes and
clothes popular in the nineties and famous personalities from the dizel subculture. The
band usually lambasts those public personalities that are known as symbols of false urban
morality and elitism. The leader of the LDP, Cedomir Jovanovié, is perhaps the most fre-
quent target of critical and ironic comments of this band, underlining his connection with
the criminal circles and hard drugs in contrast to his elitist public image.

When they talk about the members of the Skadarlija bohemian circles just like when
they refer to the 80s rock and roll stars, the members of Prti Bee Gee try to depict them as
similar to themselves and the link is usually drug addiction or alcoholism. In one song, the
late bandleader, Moskri, makes fun of the members of the band Elektri¢ni Orgazam sug-
gesting they are addicts like himself (Prti Bee Gee, 2012). In another song, he compares
himself to Dragomir Bojani¢ Gidra, a legendary actor and bohemian, this time, based on
shared alcohol addiction (Prti Bee Gee, 2013). Moskri’s satire is often articulated with an
egalitarian attitude by way of representing members of the elite as ordinary people often
comparing them to himself.

Prti Bee Gee speaks about the realities of the daily lives of addicts who represent a
growing part of the urban population. However, what is perhaps even more interesting is
the way in which this band succeeded in opening up the space for the articulation of the
voices of the Roma population. Liberal circles often insist on positive stereotypes when it
comes to the Roma population such as their musical abilities. However, ever since Said’s
(2004) modern classic titled Orientalism, it is widely known that precisely these positive
stereotypes represent a constitutive element of racism which works to legitimize the core
of the racist logic. On the other hand, the truth of the matter is that crime, poverty, and
addiction are part and parcel of the daily lives of most Roma people in Serbia.

A member of Prti Bee Gee, Nikola Jeli¢, better known by his alias Mikri Maus, who
has a Roma family background, constantly invokes a parallelism between the African
American population in the US and Roma people and dizelasi in Serbia. For Mikri Maus,
the fact that Roma people often address each other using the word gypsy (in Serbian
“cigan”) is a direct counterpart of the word nigger used by African Americans®. His verses

(5]

Kennedy (2008) tackles the attempt, mainly by white liberals, to legally prohibit the use of that
word by black and white people alike. According to Kennedy (2008), for African Americans, this
word represents a powerful political, cultural and historical link and a form of political mobiliza-
tion at the symbolic level. The attempt by liberals to ban this word represents only one illustrative
example of the project of universal pacification under the guise of political correctness.
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routinely include short, humorous anecdotes from the daily lives of the Roma people in
the working class neighborhood of Medakovi¢ in Belgrade and the nearby partly informal
neighborhood known as Marinkova Bara. Prti Bee Gee’s lyrics make this lively social mi-
lieu closer to the rest of the urban society of Serbia. In the recent works of Prti Bee Gee and
Mikri Maus’s solo projects, references to the Roma people and dizelasi have become one of
the main ways of undermining the dominant, elitist, liberal ideology (Mikri Maus, 2015).

What can be understood as leftist anti-elitism often coincides with the ideas of the
extreme right on the same tracks. A good example of the extreme rightwing vision of hip-
hop as an heir of the dizel culture is a young rapper known as Marlon Brutal. His ideology
and rhetoric are well-illustrated in the song titled “Boulevard of Violence”. His verse in this
song represents a powerful description of the atmosphere in the working class neighbor-
hoods of Belgrade where the smell of marijuana and violence are integral parts of one’s
childhood and adolescence (THCF & Marlon Brutal, 2009). The basic ideological line is
one of unconditional solidarity with the “homies” and a deep hatred towards everyone
who does not belong to that social milieu - people from other neighborhoods or other
cities, fans of different sports clubs or people from other countries. It is important to note
that dizel culture and folk music figure as the defining cultural feature because belonging
to the working class culture as opposed to elite culture is the centerpiece of the neighbor-
hood identity.

Even though Marlon Brutal considers light and synthetic drugs to be part and parcel
of what constitutes the everyday life of the neighborhood, he expresses violent hatred
towards hard drugs. In the rightwing circles where physical strength and ability to engage
in violence are of great importance, hard drugs are almost always seen as an evil and drug
users are seen as human parasites.

Anti-elitist rappers often joke about or outright insult rappers from the elitist (liberal
and nationalist) part of the hip-hop scene while the reverse is rarely the case. Bands like
Prti Bee Gee are virtually untouchable for critique at least among the more committed
fans of hip-hop despite their glorification of crime and addiction, which is often criticized
by people outside of the hip-hop circles. Their status became even more entrenched after
the death of their most prominent member, Moskri, who became a mythic figure on the
hip-hop scene and is often compared to the legendary Tupac Shakur (see Keeling 1999 on
the mythic status of Tupac Shakur).

Conclusion

By way of conclusion, it should be said that the meaning of class divisions inside hip-
hop subculture was analyzed in the context of the rise of the extreme right and the weak-
ness of the radical left in present-day Serbia as described by Baki¢ (2015) among many
others. The outcome of this volatile situation will depend crucially on the general political
climate and perhaps the ability of the leftwing forces to overcome the academism, elitism,
and intellectualism that currently defines the majority of leftwing organizations.
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IIpeppar C. KoBauesuh, Vameby IIpse u Ipyre Cp6uje: 0 OMUTUYKO]j U KITACHO;...

ITpenpar C. KoBauepnh!
Yuusepsurer y Hosom Cany
Ddunosopeku pakynrer
Opicex 3a aHITUCTUKY

Hosu Can (Cpb6uja)

M3METBY IIPBE I IPYT'E CPBUJE: O IIOJINTNYKO]J
U KITIACHOJ IUIMEH3UJU XUII-XOII CYIIKYITYPE Y CPBUJU*

(Ilpesog In Extenso)

Caxerax Pap ce 6aBu mpo6rmemarnkoM xuti-xom cynkynrype y Cpouju. Lnmb paga je
pasyMeBame BbeHOT HaCTaHKa J pa3Boja Kao I Malypambe beHe MOMNTIIKe KOMITO3UIIje.
Ananmsa ce 3aCHMBA Ha CTyAMjaMa KYIATYpe Kao TeOPHjCKO-MEeTO[ONOIIKOM OKBUPY
(Hall, 1980). Xum-xorm moesuja 1 cuMOO/IIMYKa 3HaUeHba IPEIIO3HAT/BUBUX €/IeMEHATa OB
CYIKYITYpe aHaIM3MPajy ce C MOCeOHNM OCBPTOM Ha KJIaCHe U HOMUTHYKe TUMeH3uje.
Pa3Boj XUII-X0II CYIIKYITYype Iofe/beH je y Be dase. IIpBa je TokoM ieBeeceTnx, Kaga
HOBOHACTaJIa XUII-XOII CYIIKynTypa y CpOuju Tpara 3a CBOjUM ay TeHTUYHUM, JIOKQ/THIM
KapaKTepoM, Kao CTWI KOju je HacTao Mely pafHIYKOM KIacoM, a IpBe IMOOOpHMKe Y
Cp6uju namao meby cpegmom kmacom. OFHOCOM XUI-XONa ¥ JU3EN-KYATYpe Yy TOM
HepIONY WIYCTPYje ce OBa MOTpara 3a MACHTUTETOM. Y Apyroj ¢asy, XMUII-XOII KOHa4-
HO IIPOHAJIa3) CBOje MECTO Y CPIICKOM [PYLITBY TUMe IITO Ce y4BpIIhyje y pafHUYKO]
KJIacK U IIOBe3yje ca AM3ell Ky/ITypOM HapO4YlTO HaKOH IoBparTKa au3enamTsa (Papovié
& Pejovi¢, 2016). Y ToM Ipoliecy, XUII-XOII CYIIKY/ITypa ce Le/i Ha eINTUCTIYKO KPUJIO,
JiaJbe MOfie/beHO Ha MMOepanHy M KOH3€PBATUBHH J1€0, U AHTUETUTUCTIIKO KPUJIO Ca Xa-
OTUYHMM HMONUTUYKIM KapaKTepOM KOji OCI[UIIyje Off pafyIKa/HO JIeBUX /IO eKCTPEMHO
IeCHMX CTAaBOBaA.

KipyuHe peun: XMII-XOII, CYIKYITYPa, e11Ta, KIaca, HOMNTHUK], TPaH3ULIKja.

1. YBon

IIpe mBagmeceT rofyHa XMII-XOII Ky/ITypa IIPeNo3HaTa je Kao MHOCTPAHU yTUIAj Y
Cp6uju. MebhyTum, faHac ce yTuIaj XUII-XOII CYIKYAType moBehao u mocrao feo rinaBHe

! pedjakovacevic90@gmail.com
2 Paji Ha OBOM WIAHKY je AeMMMIYHO HOAP)KaH IIPojeKToM MMHMCTapCTBa HayKe, 00pasoBama 1
TEXHOJIONIKOT pasBoja Pemry6nuke Cpbuje 6poj 178002. JKeneo 6ux ma ce 3axsamnm npodecopy
Cpbany sykuhy u npodecopy Mapuiu llI/pykuhy 3a mpy>karme BeoMa KOPUCHUX TOBPAaTHMUX
nnpopmarmja o jexHoM o panujux Hauprta. Ip Andrew Hodges Taxobe je mpountao kacHuju
HaIPT U HaIlpaBMO OOMMHe KOMeHTape Off KOjuX caM MHoro Kopuctuo. HeusBecHo je ma nmu 6u
0Baj paji 0CTOjao 6e3 HUXOBe IOMONN.
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KynType. WMako xumn-xon Ky/ITYypa IMa BEIMKI miuaj Ha IIoI7Ie[ Ha CBET U CYNIKYITYpHE
IIpaKce MHOIMX MIafuX /byau y Cpouju, akajeMcKa InTepaTypa je lboMe HelaBHO [T0Yesa
na ce 6aBu (Papovi¢ & Pejovié, 2016; Musi¢ & Vukéevié, 2017; Dordevi, 2017).

Y oBOM pay, Lub je ja Ce HAIIpaBy aHa/IM3a XUI-Xom Kynrype y Cp6uju us mepcrex-
tuBe KyaTypHux cryauja (Hall, 1980) u na ce ob6jacHu Kako KiacHe moferne Gpurypupajy
Ka0 BaXHU (baKTOpI/I Yy onpel')MBaH)y TIOJIMTUYKNX VMIMITY/ICA PA3/IMINTUX XUI-XOII CYII-
KyaTypa. Harmacax he 6I/ITI/I Ha TBpAmU Ia Cy K/IaCHE IIOAE/I€ YHYTap XNUII-XOIIa BaXXaH
¢daxrop y o0nmKoBamy cTaBoBa IpeMa Hacneby 13 feBefeceTux roguua, Tj. mpema nu-
3en- cynkynrypu (Bupy Papovi¢ & Pejovié, 2016; Musi¢ & Vukéevi¢, 2017). ITokasahe
C€ [1a IEJIOBM XMII-XOII CYHNKYIATYp€ Ca HETATUBHUM CTaBOM IIpe€Ma OM3eEl CYIKYITYpu
[I0Ka3yjy jake eMMTUCTUYKe TeHAeHLuje, Ommo y obamky nubepanHor enutusma [dpyie
Cp6uje VI KOH3€PBATVBHOL, HAIMOHAIVMICTNYKOT €INTN3MaA. AHTUETUTUCTIIKO Kpnio
XIII-XOM CIieHe, Koje ce MieHTUUKYje ca AM3eNn-CyNKyATypoM, HeMa jacaH IONMUTUIKA
uspas 1 ocuunpa nsMeby Kpajie jieBuLe 1 Kpajibe AeCHULIE.

2. KynrypHu KoHTeKCT: gusenauiu u Typ60domnK?

Husenu nnu gusenawiu cy cprcka gena Heonubepanusma (Papovi¢é & Pejovid,
2016). Ilpomact mpxaBe Onaroctama Ha 3amajy M COUMjaTMCTUYKUX CUCTEMA Yy
Vcrounoj EBponu popmna je fpyry reHepalujy Maafgux U3 pafgHudKe Kiace. Te
reHepanuje Cy CTeKje MaTepMjalTMCTUIKe CTaBOBE YTENOB/bEHE Y JKe/b) 3a CKYIIOM
oxehom, ayromobmunuma u texHnuykuM ypebajuma. Ocehaj konexTuBHe IpuUIagHO-
CTH, KOj!U je y IPeTXOlHUM TeHepallijaMa MMao UCTAKHYTY HallMOHATHY MU KJac-
HY IMMEH3Mjy, cafia y3MMa CUPOBY, IVIeMEHCKY GOpMYy CHaKHe upieHTuuKarmmje ca
eKJMIIOM U3 Kpaja, rpymnoM xyaurasa unu 6angom (Maffesoli, 1991). Cynkyarype koje
Cy ce mojaBuIIe HOJ, HeoMnbepanu3MoM, Off Xuii-xoilepa y AMepunu, Ipeko yesca y
Bpuranuju o pyckux ioéiHuxa 1, HapaBHO, CPICKUX gu3enauid, ejie MHOT€ OCHOB-
He KapakTepuctuke. Kao n amepnyku xuii-xoiepu, 6pUTaHCKM 4eBCl CY MO3HATH T10
CBO0j0j 6peHMpaHOj cIOpTCcKOj ofehy, 6McTaBOM HAKUTY, KPYMUHAIUTETY U TOTAI-
HOM HeIOCTaTKYy IOLITOBama JPXKaBHMUX MHCTUTYIVja Off HONNIUje K0 oOpasoBama
(Jones, 2011). Pycku jounuyu Taxohe Hoce OpeHAMpaHe TpeHepKe U MaTUKe, CKIOHU
cy nuhy u ynorpe6nu gpora (Gavrilyk, 2009).

Mycuh n Bykuesuh (2017) moctasibajy cpricke gusenauie y 0Baj rmobamiHy KOHTEKCT,
ykasyjyhu Ha muxose crernuduune ocobuHe. [Jusenauiu Cy ce TOjaBWIN Ha CPIICKO]
CYNIKYITYPHOj CLieHM y KOHTEKCTy rpabaHckor para, TpaHauije, xunepundnanmje u
YCIIOCTaB/bakha MpeXKe HeJleralHe eKOHOMMje UCIIpeNyieTaHe KpMMIHATHUM KPYTOBMMa.
BoratcTBa cy ctuijana mpeko Hohn, a xxuBotu ryomenn jom 6pxxe (Musi¢ & Vukéevié,
2017). TToTpeba fa ce mokaxke mpef, ApyruMa 1 GpaBopusoBambe PprU3nMuKe CHare y OfHO-
CY Ha MHTEJIeKTya/THe CIIOCOOHOCTHU CTBOPUJIO je IPYTadnjy BPCTY eCTeTUKe CafipyKaHe y
MuihaByM TenuMa, pUTMULM €BPOJIeHCa, OpejKaeH Y, paHKy u xumn-xomy. EBpozneHc je
KOHA4HO 06e36e/1110 TPOCTOP 3a OHe KOjii HUCY MOIIN [ja Y9eCTBY]y Ha CUTHOOYP>KOACKOj
POKEHPOJI CIieHM Y KOjoj OMMHMpa JoOpo obpasoBaHa OM/IafiiHA U3 Cpelibe KIace
(Mati¢, 2005).

Jusen-KynTypa fOIpUHENa je CI0KEHOj KYATYPHOj MeLIaBIHIL, jep je mocTana ypbaHa
CYIIPOTHOCT HaBOJHO PYPasIHOj CYNIKYITYPU TI03HATOj I0J HasuBoM Typbodonk. Typbo-
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ok u3 geBemeceTVX TOMVIHA Ce HACTABMO Ha TPaJVILINjy CPIICKe HApOIHe MYy3MKe Koja je
HaIIpefoBasa y COLMjaMICTIYKOj epu 6e3 MOpIIKe Ap)KaBe YITABHOM Y PypaTHIM Pern-
oHmma. MehyTum, TokoM fieBefieceTHX rOfiMHA, IOJIMTUYKA eIUTa KOjy je mpeasopyo Co-
6oman Muomesuh npernosHana je Typ60donk kao MOhHO CpeAcTBO 3a KOHCOMUIALI)Y
HaroHa/ctuuke ugeonoruje (Gordy, 2010). ITpucycrso Typbogonka cTBOPUIIO je Io-
Iiere Ha KyITypHOM Hejsaxy Cpouje, jep je mocTtano cuMb0/ OHOra 1ITo je ypbaHa enuta
BUJe/a Kao OKYIAIMjy OHUX KOju €y ,cuium ¢ O6ppa“ (Jansen, 2005). Ypbana kynTypa y
K0joj ZOMMHMpPa POKEHPOJ OOU/Ia je aypy KOCMOIIONUTH3MA U IPOrPeCUBU3MA, JOK je
Typ60dOIIK ITOCTa0 CMOOII 3a0CTATIOCTH, HACK/ba 1 OUTOTU3MA KOjI OfpakaBajy rmobat-
HI OpUjeHTaIMCTHIKY Hapatus (Simi¢ 2010; Baker, 2008). I[Tpo6rem ca fy3en-mokpeToMm
je 6110 Taj 1ITO ra 360r CBOT YpOaHOT IIOPEK/Ia I jaKNX yTHUIAja eBPOAEHCa Hitje 611710 TAKO
HOTUCHYTHU y 0Baj OMHAPHY YpOaHO/PypasHIL eIUTUCTUYKY HAPATHB.

CymKynType Koje Cy ce IojaBujIe youn HeonubepanHor IpeoKpeTa JieioBae Cy Kao
AIIO/INTNYHE Ha IMOBPUINHIL. MebYTI/IM, IbVIXOB aHTUENNTN3aM, CKIIOHOCT Ka HaCWby U
XKeJba 3a CKYIIOM POOOM, CTBOPM/IM Cy HOBM OONMK IIOTUTUYKOTL IPOTECTA Y KOjeM Cy
HACIM/IHO IOHAIIabe, pasbujeHn usnosn u ykpageHe Nike maTuke 3aMeHMIn OMIO Kak-
BY apTUKY/IalMjy HOMUTHIKNX 3axTeBa. OBy BpcTy mpoTecta XKiwkek (2008) osHaumo je
paitiuukum Ipotiieciiiom, Tj. IMHOM UMja je IIaBHA HaMepa A CUTHAIU3UPA IPUCYCTBO
3allylITeHE I'pyIle YMECTO [1a apTUKY/INIIE IIOTPaXIbY.

3. Pana KynTypHa ucTOpyja CpIICKOT XMII-XOIIa: allpOIpujaLuja
eKCIIpecHje XUII-XoIa

Xum-xor je yMeTHM4Ka popMa Koja ce II0jaBuIa Ha €HIZIECKOM TOBOPHOM TIOAPY Y)Y,
Ia cy, IIpeMa TOMe, IIPBY JbyOuTe/by oBe Mysuke y CpOuju 6mmu Maafu /byau Koju Cy To-
BOPW/IM €HITIECKM je3UK. Y COLMjaIMCTUYKOj JYTOCTaBIji, OBa YMbEHNUIIA caMa 110 cebu
4ecTo je sHauMIa cpenmy kmacy (Vukéevié, 2008). XKaup koju ce mojaBuo Kao yMETHUYKA
nspas cupomanrux (Chang, 2005) nmao je coje mpse dpanose y Cpbuju meby npusnre-
TOBaHOM, 06p0o 06pa3oBaHOM, ypOAaHOM OM/IA/ITHOM U3 Cpefiibe KIace.

[Inpemwe xum-xomn xaHpa y CpOuju MOKIONNUIO Ce ca eKCIIO3MjOM FaHTCTa-perna
y CAJl u mogenom y xum-xon kpyrosuma. AM6posuh (1994) npencrasba OBy MOmeny
cprickoj jaBHocTu (aBopmsyjyhu crapuje monmtudyku aHraxxoBane crpyje’. Hberosa
TBpAHa OMa je fla je XMII-XOI MMao MOTeHIujan fa Mobumuire AdpoaMeprkaHie 3a
IpyIITBEHe IIPOMeHe, a TAHTCTa-Pel je 610 KOHTPApPOfyKTUBaH y Toj 60p6u. OBaj cTas
IIOHOBMO je TBP/be MHOIMX ad)poaMepuuKuX HayYHMKA KOjU Cy Ha CIMYaH Ha4MH pea-
roBajIM Ha [ojaBy raHrcra-pemna (B. Ro, 1996). Bykuesnh (2008) npumehyje xaxo je oBaj
TEKCT CaMO YBOJ, Y BPJIO MHTEH3UBHY Je0aTy O ylI03M XMII-XOIa Ha CPIICKOj MY3UUKO]
clieHu. Y paamo-eMucuju oy, HasusoM leitio Ha Pamujy “Tlonmutnka® ompxaHa je meba-
Ta O TAHICTa-pelly, OTHPU/IMKE, Y TO BpeMe. JejlaH off FOCTU)jy M3[BOjMO je HeJOoCTaTaK
obpasoBama, HaCbe, KPYMIHAJIUTET, YIOTPeOy a/lKoXo/a 1 Apore, KapaKTepUCTUYaH
MOJHIU CTWJI, KaKO OU yIIOpefo raHICTa-perepe ca CPICKNM gu3enauiuma, HOBUM CYTI-
KYITYpHMM CTIUIOM KOjU Ce IOjaBjbyje Ha yauuama CpIckux rpagosa (Vukéevié, 2008).

3 Am6posuh je 6uo Mebyy HajUCTaKHY THjUM MY3MYKIM KPUTUYAPUMa OCAMJECETHX U [eBeeCeTX
rOfiMHa MPOIIJIOT BeKa, Koji je, mpema Bykdesuhy (2008), on6paHio X1II-XOII Off KECTOKe OCYyzie
POK KpuTHYapa.
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Hepmocrarak K1acHe ocBemNeHOCTY Y KOHTEKCTY O710KUpare lipaH3uliije TOKOM eBefie-
cerux ropguHa (Bol¢i¢, 2003) cpeuno ra je ga BUiu jacHe KIacHe AMMeH3Nje OBe IOjaBe.
HapasHo, nopebemse ranrcra-penepa ca gusenauiuma 6110 je Ta4HO, jep je MOI0XKaj gu-
3en1auia’y JUCTPUOYLIju IPUBPEFHOT 1 KyITYpHOT KanuTana y Cpouju cimdaH OHOM KOJ
ranrcra-penepa y Cjennmwennm JIp>kaBama.

Ympkoc 0Boj Be3u usMely fusen CynKyaType U XUI-XOIIa, HACTAIO NHTENIEKTYaTHO
jesrpo XuI-xoI CynKyaType y Cpouju ocTasno je u3y3eTHO HEIPUjaTe/bCKIU PACIIONIOKEHO
U IIpeMa gusenawiuma ¥ IpeMa TaHICTa XUII-Xo1y. TOKoM JieBefieceTUX TOfiNHA, XNUII-
-XOIlepuMa Cy ce 03HadaBasie yrIaBHOM 00pa3oBaHe, ypbaHe rpyIie MIafuX /byAY KOji CY
CIyLIanu Mysuky amepudkux ayropa (Musi¢ & Vukeevié, 2017).

Ocypa ranrcra-perna y AMepuiiu IpeACTaB/baja je OTIOP OYPKOACKOr KYATYpPHOT
MejHCTpUMA Ka JUCKYCHjU O CBUM eJleMEeHTMMa II0CTOjama pamgHudke xmace (Dison,
1996). K/pyuno nurame 6ma je unibeHNIA Aa Cy HeOOpa3OBaHM, CMPOMAIIHM U HE I10-
ceOHO BEIITH IeBaYy U CBUPAYM MHCTPyMEHATa M3HEeHaJa HasBaaM cebe Mysudapuma
(Canton, 2006).

BaxHo je HaroMeHyTI [ja Cy Beh jeBefieceTrX rof1HA HEKY CPIICKI XMI-XOII YMeT-
HULY TPaBUTMPAIN Ka TaHICTA-PeIly, JOK Cy HEKM Off BUX Y CBOj paji yBenu eneMeHTe
IU3eNn-CynKynrype. Jlakie, TOKOM Liefie ocnenhe eleHnje IBaJleCeTor BeKa II0CTojana
je mogena Meby nmocsehenuMm caymraonyma, KpUTHYApUMa M XUII-XOI YMETHUI[MMA OKO
ofHOCa IpeMa gusenawiuma. CaMa 9MEHNIIA 1A je OflMaX II0 CBOM HACTAHKY Y CPIICKOM
KOHTEKCTY XIII-XOII YIIA0 Y AMjajIor Ca AM3eI-CYIKYITYpPOM, Takohe Moxe objacHUTH
TPEHYTHY IIOIYJIAPHOCT HeKUX XUI-XOII 0€HI0BA M YMETHMKA.

Canwaj je 6€H[ KOju je HACTAO HOJ, AMPEKTHNUM yTHUIIajeM raHrcTa-perna (Janjatovic,
2007). Mebytum, Canwaji Huje TUIMYAH XUI-XOI OEHJ, jep Cy HEeroB) MHCTPYMEH-
T CIMYHUjU Xapf poky. Jamwarosuh (2007) mpumehyje na je momymaproct Canwajua
YIJIABHOM pe3Y/ITaT HUXOBE CIIPEMHOCTH Jia CTIOOOHO TOBOPE O CTBAPHOCTH KUBOTA Y
Beorpapy, nako je mOHeKaJ IOC/IefnIa 61Ia ,,HEMOJHONUUBKBA TUPCKA ITOpHOrpaduja‘
(Janjatovi¢, 2007, str. 283).

Ipyra sBana Robin Hood nnentrdukosana je Besy u3Meby ranrcra-perna u ausen- -CyI-
KyaType u opmumpaia cBoj cTui y cKiany ¢ TuM. Robin Hood apTukynuiie Myciu o guse-
Nawiiey Kpos Xutl-xor uspas (Hip-hop as a Local Outlet, 2013). HajiosHaruja 1e-cma rpyiie
Robin Hood, ,,fanrcrep®, n3pakaBa He3aJ0BO/BCTBO CUCTEMOM I JIML[EMEpPjeM C KOjUM be-
FOBI WIAHOBY YIIMPY IPCT Ka guU3enauiuma Kao 3BOpy CBUX ApyiuTBeHux 6omectu (Robin
Hood, 2012). Robin Hood craje Ha CTpaHy OTBOPEHIX 3/I0YMHALI, HACYIIPOT OHMMA KOjI Ce
IpeTBapajy fa ¢y y3opHu rpahanu ncroBpeMeHo mwpaukajyhu BehnHy craHOBHUINTBA.

ITpBa dpasa y mcTOpmju CPICKOr XUII-XOIA MOXKe Ce OKapaKTepucatu Kao 6opba
u3Mehy IMOHMPCKUX YMETHNUKA I MHTEIEKTyaIHOT je3rpa Koje jefHOM HOTOM CTOjI Y CH-
cremy. OBa unmeHnIa Hoap>KaBa Xebaureosy (1979) tBpamy fa je 60p6a 3a BIACHUIIT-
BO HAJ| O3HAUNTE/bEM CYIKYITYype AeUHICaHa KIACHUM OfHOCHMA.

4. ®asa gpyra: XMII-X0I Kao 3peo KyATypHu o6k y Cpoujn
Yl HaCJIeHUK IN3€/-CYIKYAType

Haxon 2000. rogyHe, MaKIim IpUCTYII padyHAPCKUM TeXHOIOrMjaMa, oMoryhuo je
eKCIlaH3ujy xum-xomna. [TpoMeHe y NOMMTHYKOM JMCKYpPCYy CBOAIM/IE Cy Ce€ Ha IOfieNie y
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Be3Y C MUTamyMa CPIICKOT HAallOHA/IN3Ma U JPYIITBEHUX XMjepapXuja Koje Cy TUIINY-
He JIMHMje pa3fBajalba y CaBpeMEHUM KaIMTaIUCTUYKMM ApymrBuMa (Baki¢, 2015).
CrpaHke Koje Cy ce HOjaBIIe Ha IIOMUTUYKOM Iej3axy Cpbuje MOIIe Cy ce /1Ko Kare-
rOpMcaTy y YeTHpH KBafipaHTa GopMupaHa MpeceKoM 0ca HaIlMOHAMM3Ma 1 IPYIITBEHe
xujepapxuje wim emrusma. [locrojane cy aHTHEMNTUCTIYKE (IIOMY/IVCTIYKE) HAIMOHA-
MICTHYKe TapTuje momnyT CpIIcKe pajjMKalHe CTPAaHKe; eMMTUCTIYKE HAIVOHAMCTII-
Ke CTpaHKe Kao mTo je CpIicKa IeMOKpPAaTCKa CTPaHKa; eIMTUCTUYKE MHTEPHALMOHA M-
CTMYKe TapTHje Kao mTo Cy JeMOKpaTcKa cTpaHka 1 JInbeparIHo-IeMOKpaTcKa mapTija,
a/In je IPOCTOP 3a AaHTUETUTUCTUYKE AHTUHALMOHAIMCTUYIKE CHATe 0CTA0 IIPa3aH TOKOM
OBOT IIePUOJA, jep aHTUCUCTEMCKe IeBUYapCKe CTPaHKe HMKaja HIUCY 6uie popMupane
(Baki¢, 2015). VicroBpeMeHO je mocTano HeMoryhe apTukymcaTu IOIUTUKY Koja 6u 6ua
JCTOBPEMEHO MHTEPHALMOHAINCTIYKA ¥ AaHTUETUTUCTUYKA, jep TaKBa BpPCTa IONUTHKE
06MYHO IOpa3yMeBa U3pasUTy MOOMIN3aLUjy K/Iaca M aHTMKAIINTATICTUYKE L1/beBe.

Vcte BpcTe mogiena mojaBuse cy ce y cepu KyIType, ITO foKasyje u nogera usmehy
Iyue n Eisuitia (Grabuschnig, 2015). Iyua je mocTana jefilaH Ofi HajBaXXHUjUX MOJEPHUX
e/lleMeHaTa y O4yBaby CPIICKe HallMIOHaTHe MUTOJIOTHje, jep Heryje TpyOy 1 o6/ike 3a6aBe
KapaKTepUCTUYHe 32 PypaIHO cpIicko okpyxemwe (Kuligovski, 2011). Ei3uili je y modeTky
6110 KOMaJ y IIMPOKOM apCeHaTy OpPy>Kja KOjuM ce CIyXuo mokpeT OTIop y MOKyIIajy
ma ce Munomesuh cpymu. Vaxko je mocrojana 3HayajHa MOIy/IapHa MOAPIIKA IOKPETY,
HeMa CyMibe Jia je 610 06yxBaheH eTUTUCTNYKOM, IIPO3aIla/JHOM JIOTMKOM M KO TaKBOT
cy ra nogpsxase u ¢aBopu3OBase 3aMajiHe Blajie 1 HeBmaayHe opraHusanuje (Naumovic,
2006). Maxo je pox cleHa ca eHTy3Mja3MOM IOfip)KaBajia JeMOHCTpaluje mokpera OT-
1op, 3Be3fe GOk Mysuke ocrase cy nocsehere Iyyu. Xun-xom je umao ogpebeny Besy ca
Ef3uiliom, HAPOIUTO MOIETKOM ABEXWBARUTHUX jep je Eizuiti omoryhuo cprickoj my6munn
fia Y>)KMBO BUJM MerasBesfie kao 1o cy Cypress Hill v Snoop Dog. MebhyTtum, Benuku
Jieo XUII-XOII Iy6mKe je Takohe oruinao y Iyuy, JOK MHOTY HUCY OM/IM ITOCeOHO 3anHTe-
pecoBaHu 3a OMJIO Koju off oBa [iBa decTuBasIa.

Hpyra nuHuja pasgBajaiba y CPICKOM APYLITBY CPYIINM/Ia ce 3ajefHO ca Muro-
mesrhesnm pexxnmoMm. Hakon 2000. roguse, TpeHepke, Air Max IaTuKe ¥ eBPOJEHC
My3JMKa HecTajm Cy ca yamua u us Mepuja. Mebytum, cBi oBM cuM60mu 3afpyxaHin cy y
CPIICKOj KYITYpPH, anu ca IpeduKcoM aype AeBefieCeTUX TOANHA. XUI-XOM CYIKYITypa
HocCTaa je 60jHO 10/be UCTHX APYIITBEHNUX U KY/ITYPHUX IIOfieNa.

JIu3en-cynkynrypa IpeicTaB/bania je u3pas obeclpaB/beHOr cTparyMa ypbaHe paj-
HIYKe K/Iace Koju Hije Morao ja Hahe mecto Ha mommTuukoj ciernt Cpbuje u Jyrocnasuje
6apem of cemampaeceTrx roguHa ([linia 3Hauu cpicku Hayuonanusam, 2011). C HecTaHKOM
IM3€ET CYTIKYIType Kao TakBe, HakoH 2000. TofiyHe JOIIO je IO 3aXTeBa 3a HOBUM Ky/NTYp-
HIM 1M3Pa3oM KOju O TOBOPMO y MMe OBOT JPYIITBEHOT C/10ja. XMUII-XOII Ce M0jaBMO Kao
jeMVHM KaHOUIAT 3a Ty IOSULIN)Y, a CBe IIOfiefie KOje Cy Ce jaBu/le y XUII-XOITy IIOC/Ie TOTa
MOTY Ce TYMa4UTH Kao laHYaHa peakijija Ha MIMIIO3aHTHO IIPUCYCTBO gu3enaukoi Hacmeha.

Y ocrarky oBor paja 6uhe noxasaHo fa je morpeba fa ce 3aysMe CTaB IIpeMa Jiyi-
3e/I-KyATypu uin gusenauikom Hacneby sHauajuo durypupana y opmupamy ise cTpyje
y XMII-XOITy, KOje Cy Imapaje/He C MOMUTUYKUM M MAEOMOMKNUM IIofieflaMa Y CPIICKOM
ppywrsy nocie 2000. roguHe.

ITpBo, Bpeay IOKa3aTH KaKo ce I1ej3aK XMII-XOII CYIIKY/ITYpe IAKO Manupa Ko-pycrehn
JCTe KOOPAIMHATE KOje Cy CTBOPMJIE TIOfie/ie Ha IIOIMTIYKOj CLIEHN Y TIPBOj lelieHuju 21. Beka.
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KibyuHe 1ozienie Ha OIMTUYKOj CLIEHN O1JIe CY cafipyKaHe y OJHOCY IIpeMa CPIICKOM Hallu-
OHA/IM3MY U CTaBy IIpeMa JPYIUTBeHOj xujepapxuju. OBa IBOCMepHa IOfieTa CTBapa CyII-
TUHCKM 9€TUPU IJIABHA MOMMTUYKA IIOJIOKaja Y CPIICKOM ITOMMTUYIKOM CIleKTpy. Ilocroje
HapTuje Koje ce MOTY OIMCATH Kao HAI[IOHAIMCTUYKeE, MibepaHe WM HallMOHATNCTIYKE,
eMUTUCTIYKE C TpaTehuM VHTeNeKTyaTH!M HapaTHBOM KOji T7Iefla Ha pacriaji KOMyHM3Ma
Kao Ha [O3WUTKBAH pa3Boj gorabaja 3a cprcky Hauujy. MebyTum, aprymenr je ga ce Cpbuja
HajIa3y 11071 B/Ia/JABUHOM KOMIIPAZIopa U [ja Cé Cyo4aBa C MOPATHOM JeKaJIeHI[1jOM BETUKOT
flefa CBOjUX MJIA[MX JbYAM TOf] YTULRjeM CTPaHMX, HOTPOIIAYKIX MeMja U JIeKaJleHTHUX
momahux emurepa xao 1o je PTB IMnuk (cf. Antoni¢, 2010, 2013, inter alia).

Benuxn feo xumn-xon cueHe y CpOuju BUAM XNUII-XOIl KaO HA4MH Jja apTUKY/IHIIE
CTaB ypOaHNX, IATPUOTCKI OPUjeHTUCAHNX MIAJVUX /BYAN IIPOTUB KOPYMIIVpaHe IIO/IN-
TIUKe Ki1ace jojanHe 3anany. Haj6omu mpumep je cBakako Beoipageku cunguxaiti (BC).
OBaj 6eHy1 cacToju ce Of MIAZUX /YA U3 6eorpajicKe Cpefiibe Kace Koju ¢y 06pa3oBaHn
U KOji MMajy yCIIellIHe KapMjepe Kao aJiBOKaTH, EKOHOMUCTY, HOBUHAPY U C/1. Y TIOTJIERY
COIIMO0-eKOHOMCKOT OKBMPA 1 II0 CBOjUM TeKCTOBUMa, bC npefcras/ba HaLMOHATUCTAY -
Ke, eTUTUCTUYKE TIOI/Iefie KOje Ha IIOIMTIYKO] clieHn npefcTasba JCC.

MHcuctrpame Ha IIOTpeOy 0XKMB/baBalba eIUTHE KY/ITYype Koje JOTasu of KOH3ep-
BaTMBHMX TONMNUTHYApa MaHUdecTyje ce y TekctoBuMa BC-a Kpo3 Besy ca KyATypoMm
crapux Georpajckux kapuha*. ¥ nmecmu nop Hasusom ,,Banaga pucumenrta” Hamase ce
IpeIo3HaT/blBe TONOHMMCKe pedepeHlie, Kao WTO je ,3marHu O6okan“ y Cxamapianji,
Koje cy TummdHe 3a BC u nMajy jacHy CBpXy HoBe3uBama IMOpPeK/Ia 1 fiena oBor OeHyia ca
ennTHNM joKanujama y beorpany (Beogradski sindikat, 2012).

C npyre cTpaHe, TekcToB) rpyne bC cafpike jacaH cTaB IIpeMa CPIICKOj TOTUTUYKO]
ety n1ojanHoj 3anapgy. bC Buau Bramajyhy monmTuuky emTy Kao KOMIIpamope WK
3amajjHe JIyTKe KOjU CHPOBOJiE MONUTUKY Yy MHTEPECY CTPAHUX MYATUHALMOHATHUX
KOMIIaHMja 1 IPOTHB CPIICKOT Hapofia. Y IecM 10} HaCTIOBOM ,,CHCTeM Bac TaXKe jeHa
Ol I/IaBHMX TeMa jecTe Mjleja [ja CPIICKE BIACTY rase 110 COICTBEHOM HapOJy Y MHTEpecy
crpanux cuna (Beogradski sindikat, 2016).

bC HUje MMYH Ha TpafiuIOHAIHY MeTadOpy KpBU 1 3eM/be KOja IIpHIajia Kpajiboj
mecuuny. Ilecme oBor GeHfa 1OBe3yjy Bepy, HallWjy, HALMOHA/IHY JP>KaBy M ApPXKaBHY
TEPUTOPHjY Y HABOJHO IPUPOJHY Lie/nHy. Y mecmu ,,Hyuko He Moxe [ja 3Ha®, CpIicKa Ha-
LIMIOHAJIHA UJieja IOBE3aHa je C BEPOM M TEPUTOPMjOM KOja je OCUTypaHa y paTOBMMA, ajlit
cy Takobe mpucyrtHe TunuuHe 6monomke Metadope Kao mro je Besa usMebhy sempe u
Majke (Beogradski sindikat, 2011).

bC mMa m3pasuTo HeraTMBaH CTaB IpeMa Hacnel)y jyrocmoBeHCKor coryjanusMa
KOjM CMATpajy jefHUM Ofi y3pOKa cajjallibe CUTyauuje y sempbu. Y mecmu ,Cucrem Te
naXke“ IOCTOj) OMMC COLMja/IMCTIYKOL CUCTEMA Kao IIpeBape y K0joj Cy JbYU XpabeH!
eraJIMTapHOM MIOJIOTIjOM, /Iyt CTBAPHM UCXOF, je 6110 6oraherme mapTujckor pykoBoz-
crBa (Beogradski sindikat, 2016).

Kao u cprcka monmnTudka CieHa, XUI-XOI Ky/ITypa Takohe mma mcrakuyTto mnbe-
panHo Kpuio. VIaKo je 11X0Ba IOMY/IapHOCT Y OBOM TPEHYTKY IIPUIMYHO HIUCKA, T1be-
pajHe CHare TPaAMIMOHATHO IOAP)KaBa BE/IUKM [Ie0 MHTENEKTYa/IHE e/IUTe, JPYIITBEHOT
croja koju ce gecto Hasusa JIpyra Cp6uja (Colovi¢ & Mimica, 1992). Kao u konsepsa-

4 TauHuje, kynrypa kaduha y Beorpapy morude jour 13 0CMaHCKOT 10062 1 pasJIMKyje Ce Off CIMYHIX
TeH/IeHII1ja Ha 3aMajly Ipe cBera 360r CBOjuX OpujeHTanHuX KoHotarja (Bugu Hofman, 2010).
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By, Jpyra Cpbuja uma cBoj upueonomky Haparus. C 003MpoM Ha TO Jia je HMUXOBa
6a3a TOTOBO MCK/bY4MBO Cpefitba Kinaca, Jpyra Cpbuja mokasyje eKCIVIMIUTHO eINTH-
CTHYKe 0COOMHe.

Excnionentu [Ipyre Cpbuje ny6oko Cy cBeCHM CBOT HefjOCTaTKa IOIY/IapHOCTH U
craryca MamlHe, 300T dera oIcajiHy MeHTamuTeT 1 ocehaj fa cy morpemHo cxsahenn
wt caboTMpPaHN Off CTpaHe 3a0CTAIMX Maca UIpajy IMpPecy[AHY YJIOry y TOM HapaTUBY
(Bupu Perovi¢, 2016a, 2016b). Ynpxoc unmwennim ga he Jpyra Cpbuja decto KpuBuUTH
Mace 300T ONCeIHYTOCTU HAIL[VIOHATHIM MMTOBMMA, OHY Ce OC/Iakbajy Ha jOII jefaH CKYII
MUTOBA KOjU Ce PETKO MCINUTYjy U 4eCTO y3uMajy Kao Kpajia mctuna (Sljukié, 2011).
[naBHa Metadopa [Ipyre Cpbuje je 0 HeXKe/beHOj WM KPXKO]j eUTH KOjy je usHena Jla-
tHKa I[Teposuh (2016a, 2016b, inter alia). OHa TBpAM [a je 3a0CTANO CPIICKO APYLIT-
BO 3aC/IEI/bEHO €rajMTapu3MOM, KOJIEKTMBM3MOM 1 Be3uBameM IpeMa Pycuju onysek
OMJI0 HelpyjaTe/bCKM PACIIONIOKEHO IIpeMa PalYIOHaTHUM, THOepaTHIM, IPO3alajHIM
pedopmaropuma. Borganosuh (2016), MehyTum, nokasyje Kako je oBaj HOITIeN OMVKU
MUTY HETO 030M/bHO]j MCTOPHOrpadmjuL.

Beh je peueno na je xum-xomn cynkynrypa yuvia y Cpbujy Kpo3 ApyLITBEHO-eKOHOM-
CKe KpyroBe Koju cy mpuandHo 63y JIpyroj Cp6uju. Mebyrum, nocne 2000. ropuse,
7mbepanHy CTABOBYU CY IOCTa/IM CBe HEIOIY/IapHUjU Y XUII-XoIy. VI3 Tor pasjora HeMa
IYHO YMEeTHMKA KOju 611 MOITIM OMTH HeCIIOPHO K1acu(pMKOBaHY Kao Mubepasn, amm nMa
HEKOJIMKO 0c00a 4Mj)i TeKCTOBM IIOfIpyKaBajy OCHOBHE e/leMeHTe MubepaHe ujeonorije.
3ajegHMYKa TeMa 3a CBe OBe YMETHIUKeE je TMOepanTHy eIUTUCTIYKI CTaB IpeMa CPIICKOM
HapoJly KOjy je IOJIMTUYKY 1 KYATYPHO onTepelieH HalMOHaTHUM MUTOBMMA, QOJIK My-
3MKOM M JU3€/-KYITyPOM.

Jeman op Haj6os/BVX IpUMepa OBUX TeHAeHUuja je Mapko Illenuh mosmaruju xao
Mapuerno. Kao u wranosu rpyne bC, oH je cTekao U YHMBEP3UTETCKY JUIUIOMY 1 06jaB1o
HeKO/MnKo pomana u crpunosa (Dzodan, 2015). Bpso je moctao mosHar 360r CBOjux /Iup-
cknx croco6Hoctu. Off caMor moveTka, MebyTum, MHOIM Cy cMaTpanu meropy Bepba-
HY PasMeT/bUBOCT U €IOKBEHTHOCT apOraHTHOM. MapuesoB OAroBOp je 06MYHO 6110
IUCTaHIVpame Off TAKBUX CyIIa/lala XWI-XOIa, YecTo HaBojehmu fa cebe He cmarpa
penepom (Dzodan, 2015). OBe Teme Cy IpUINYHO UCTAKHYTe Y IMECMM IIOJ HACTOBOM
»lecTaMeHT", I/ie HABOJM Jla OH Huje pellep 1 [ja HeMa HUKaKBe Bese ca cieHoM (Marcelo,
2008).

On je jeman of OHMX perepa KOju 4eCTO OCBajajy /laKe IOeHe TAaKO IUTO UCMEBAjy
gusenauie M OHe KOju cayuajy ¢Gonk Mysuky. CyLITMHCKM JeCHUYAPCKM IOIVIES, KOji
nonpuBa nmubepaaHy UeoIorujy o4nIiefaH je y Mapuenooj ynorpe6u ucre metadope
6ormecTy KOjy HaIlMOHAIMCTU KOPMUCTe KaJja TOBOPe O gu3enauikoj u QoK CyNmKyaTypu.
Mebytnm, y meroBom ciy4ajy, Metadopa Bupyca uam 6omecty mupu ce camo Meby onn-
Ma Koju cnymajy ¢onk mysuky. Mapueno (2013) takobe mogpasymesa fa cBU perepu
Jie7ie IeroBo raherme eBpOIeHCOM.

3a pasnmuky ofi bC-a Koju IOKyIIaBa fa 0)KMBY MUTOJIOTHjY HAIIMOHAINCTUYKE Kad-
garcke emnte, Mapuerno ce IpefcTaB/ba Kao HaCle[HVMK aBaHTapiHe yMeTHUYKe e/lTe
OKYII/beHe OKO POKEHDPO/Ia CeflaMJeCeTUX ¥ OCaM/leCeTUX rofuHa. Y necMmu ,Ilosepum-
Te“ 3aK/bydyje ca ymosopemeM: ,AKO je POKEHPOJI MpPTaB, IPUYaMO O CaMOyOMCTBY."
VMnvkanyja je ga HamyliTame Tpafyliije POKeHpo/a HoApasyMeBa HecTajarme 010
KakBe Hafie 32 60/py 6yayhHOCT.
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Y MapuesoBuM IecMaMma, CPIICKY HalIOHa/IM3aM U MOMUTUYKY KOH3epBaTVBM-
3aM TaKole cy BeoMa KPUTMKOBaHM, alu 13 ypOaHe YHMBEP3aINCTUUKe HePCIeKTHBE
(Simi¢, 2010). Ha cBoM npBoM anbyMmy, y IecMy Iof, HasuBoM ,Cyse®, OH IIpeficTaB/ba
HalMOHA/IM3aM Kao HasaJHy MOEONOrujy Koja bankaHy HHje mOHena HMUINTA OCUM
kpBomnpomha.

Y cympoTHOCTH ca OBe fiBe CTpyje Yy XUII-XOIl CYIIKYATYPU II0jaBjbyje C€ AaHTUETN-
TUCTMYKO JIMIe XMII-XOIa Koje cebe BUIM HacleNHMKOM gusenauikoi Hacneha. Hemo-
crarak 06pa3oBama, KPUMUHAIUTET, AIKOXO/IM3aM, HADKOMaHMja M yIMYHA LIKO/A Cy
Meby ocobnHama Koje perepi, IpUIIALHUIN OBE CTPYje, cMaTpajy 6mmcknum cebu. Y mo-
JIUTUYKOM CMUCTTY, BehnHa B1X ociuupa nsMely ekcTpeMHe iecHMIIe ¥ Kpajibe JIeBULIE,
a/mi je TIONMUTUYKA KOHCTAHTa 3a CBe IbUX aHTUEMUTH3aM UM aHTumMbepaamu3aM Koju ce
MaHKQeCTyje y uzieju o gusenaukom HauuHy )KUBOTA.

IMosuatu xun-xon 6ens, “V.LP), 2000. roguae nsgao je anbym ,,Exuna cturma®, koju
ce 00MYHO cMaTpa TeMe/beM HOBe reHepalyje xui-xon cynkyarype (Vukcevié, 2008).
Kao mrro HaBoay Bykuesnh (2008), Hajsaxkunju notes Koju je “V.I.P” yannno je ga cTBO-
pu Be3y usMely cpIickor upeHTuTeTa, gUsen UACHTUTETA U XUII-XOII upeHTuTeTa. CpICKM
UJEHTUTET KaKo ra je pasymeo “V.I.P” je y cymTunu /byTa peakijuja Ha HauMH Ha KOjH ce
HOBOHACTa/Ia IMbepaTHa eMTa OfHOCK IIpeMa PafHUYKOj KiIacu, ypbaHOj OM/IaiMHMA.
Jeman o aBojule ynaHoBa rpyne “V.ILF), Vkar, 06jaB1o je Bplo 3aHMM/BMBY [IeCMY IOJ
Ha3MBOM ,PacyT y KoMafie", I7ie je MCKa3ao eMOLMOHAIHY TMYHY IIepcieKTusy ocyhyjyhu
cykobe JieBeleceTHX TOfMHA IPOLIOT BeKa, 6e3 MOCTeANYHMX ONTYXXOM 3a HAIMOHAIHY
uspajy u npunapsoct [Ipyioj Cpouju (Ikac, 2010). MebyTtum, oBe TBpfme ce pellOBHO
paBHajy mpeMa Mapueny 1 0CTaauM penepyuma Koju IPUIIAZajy eTUTUCTUIKOj CTPYjuL.

Jou jeman pemnep, Hyc, oTuiao je Hajaame je y CBeCHOM IPOMMIIbaby MOryhHOCTH
IIOBE3MBakba AM3€EN CYIKYIType I JPYTUX CYIKYITYPHUX CTPYja Koje Cy mocrojane y be-
orpajy, a Koje Cy KacHuje KJIacHO Iofe/beHe. hyc pasyMe na je enmutnsam omrydyjyha
Bapujab/a Koja je TpajHO CTUIMATM30Ba/la AM3eN CYIKYITYPy YMMe je YCIIOCTaB/beHa
TpajHa nogena meby mmaguma (Juice vs Moskri, 2011).

ITonekay ce y IpBY IVTaH CTaB/bajy pedepeHIie Ha IU3e-KyITyPy U CUCTEMATCKH Ce
HaIJIAIIABajy, LITO je cay4aj ca Hycom umja ce rpyma sose “93 ®Y”, re 6poj 93 mpexcrasiba
pedepenny Ha 1993. roguHy - TOAMHY 3/I0IIACHE XuUIlepuHQIanuje y JyrocmaBujiu.
Iberosa ozieha yBek yK/bydyje elleMeHTe gu3enauikol CTUIA Kao LITO Cy TPeHepKe, 371aTaH
naHau, Nike natuxe, uta. Fberosu texcToBu cy ncrymenn Meradopama u cuMOOnIMMa
meBefecetux. CBpXa OBOI LIJbALITABOT ¥ Of0OJHOT CTM/IA M MMUIA je y BEIMKOj Mepy
[UCTAHIVIPabe Off OHNX ,MEKMX U CaMO03a/byO/beHUX perepa KOji ce, IpeMa HberoBUM
peunMa, ,IOHAIIAjy Kao fja Cy aHJeprpayHp .

Ipyne monyt “TIpru Bee Tee”, mo3nare mo cBOjuM eKCIUIMIUTHUM pUMaMa 4duja ce
TeMaTMKa BPTH OKO JIpore, ceKca M KpMMMHaIa, Hajuelrhe CUTHAMNM3Yjy HBUXOBY IIpU-
MaJHOCT AM3EN-KYNATYPH YeCTUM LIMTATUMa eBPOJIeHC XMTOBA, pedepeHIjaMa Ha o3HaTe
6penpose o6yhe 1 onehe momynapHe neBefeceTx rOAMHA U HO3HATE INYHOCTH U3 AU-
3e/I-CyIKynType. BeH 06MYHO Npo3nBa jaBHE TMYHOCTY KOje Cy II03HATe Kao CUMOOIN
NaXHOT ypbanor mopana u enntusma. Jlugep JIAII-a, Yegomup JoBaHoBuh, MOX/a je
Hajuenrhy 1Mk KPUTHYHUX ¥ MPOHMYHIX KOMEHTapa OBOT OeH/ia, Y KojuMa ce HaIJlalla-
Ba IHEroBa Be3a ca KpYMMHATHUM KPYTOBYMMa M TEIIKVM JporaMa LITo je Y CyIPOTHOCTH
Ca beroBUM €/IUTUCTUYKIM jaBHUM MMUIIOM.
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Kapa npuyajy o 6oemuma ca Cxamapiuje, 6ali Kao Kajja ce o3uBajy Ha 3Besfie Po-
KeHpOJ/Ia 0CaMJeceTX rofiuHa, wiaHosu rpyme “IIpru Bee Tee” nmokymasajy fa ux npu-
KXy Kao ciudHe cebu, a “Besa” je 06MIHO HApKOMaHMja WIM aIKOXONM3aM. Y jelHO]
mecmu, mokojHu Boha 6enpa, Mockpy, 3abaB/pa wiaHose 6expa “Emexrpuann oprasam”
U cyrepuile fia Cy saBuCHUIM momyT mera (Prti Bee Gee, 2012). ¥V jomr jegHoj mecmu,
oH ce nopenu ca Jparomupom Bojanuhem ITnppom, nerengapHuM rioymueM u 60eMoM,
OBOT IIyTa Ha OCHOBY 3aBUCHOCTH Off asikoxona (Prti Bee Gee, 2013). MockpujeBa caTnpa
Ce 4eCTO apTUKY/IMILe erajMTApHUM CTaBOM KPO3 IIPeJCTaB/batbe eIUTe Kao OOMYHIX
JbYIM, TIPU 4eMy TIPUIIAfHUKE eIUTe IIOPefy ca CaMUM COOO0M.

“ITptnt Bee Tee” roBOpM O CTBAPHOCTY CBAKOZHEBHOT XIBOTA 3aBICHIKA KOjI YMHE
pacryhu neo ypbanor cranoBHMIITBa. MehyTum, oHO 1ITO je MOX/Ia joII MHTepecaHTHMje
je HauMH Ha KOju je 0Baj GeHp yCIIeo /ja OTBOPU IIPOCTOP 3a apTUKY/IALINjy ITIACOBA POM-
cke momyanuje. JInbepaaHu KpyroBy 4eCTO MHCUCTUPA)y Ha HO3UTUBHMM CTEPEOTUIIN-
Ma KaJia je y IUTamby POMCKa IOITy/alyja, Kao MTO CY HIUXOBE My3MYKe CIIOCOOHOCTH.
Jour ox Canpmosor (2004) MomepHOr KIacuka mog HacnmoBoM “OpujeHTann3am’, HO3HATO
je 1a yIpaBo TaKBY ITO3UTUBHU CTEPEOTHUIIN MPEeCTaB/bajy KOHCTUTYTUBHY elIeMeHT pa-
CM3Ma KOjU pajiy Ha JIETMTUMU3ALMjU jesTpa pacuctuuke noruke. C gpyre cTpaHe, Uc-
TVHA je fla Cy KPYMMHAJI, CMPOMAIITBO U 3aBUCHOCT Jle0 CBaKOJHEBHOT )XMBOTa Behnue
Poma y Cpbujn.

Ynan rpyne “IIptu Bee Tee”, Hukona Jenuh, nosnaruju mop nceypoHnmMom Mukpu
Mayc, xoju moTmde 13 poMCKe IOPOAMYHE CpefiuHe, CTATHO Ce TT031Ba Ha Mapasen3am
usmeby appoamepuuke nonymanuje y Amepuun u Poma u gusenawa y Cpbuju. 3a Muxkpu
Mayca, unmennna ia ce Pomu decto o6pahajy jennu gpyruma kopucrehu peu Huianun
IVPEKTHN je IaHAaH peunt yproa (eHr. nigger) Kojy Kopucrte Adpoamepuxanis®. Eberosu
CTUXOBM PYTMHCKM YK/bYUYyjy KpaTKe, XyMOPHCTIYKE aHETT0Te 3 CBAKOJHEBHOT KIBO-
Ta Poma y pagHnukoM Hacerby Mepakosuh y Beorpany 1 o6mmkmeM fenom Hedopma-
HOM Hace/by HO3HaTOM Kao Mapunkosa 6apa. Tekcrosu rpyne “IIptu Bee Tee” unte 0Baj
JKVMBM JPYIITBEHN MIbe OIVDKIM OCTaTKy ypoauor apyirsa Cpbuje. Y HOBUjuM papo-
BuMa rpyue “IIptu Bee Tee” u cono npojextnma Mukpu Mayca, pedepenue Ha Pome u
gu3enauie TIOCTAIE CY jeflaH Off ITTABHMX Ha4dMHa TOAPYBakha JOMIHAHTHE, eUTUCTIUYKE
u nubepainne ugeonoruje (Mikri Maus, 2015).

OHO mTO ce MOXKe CXBATUTM Ko IEBUIAPCKI aHTHMETNTI3aM 4eCTO e TIOK/Iama ca
ujejaMa eKCTpeMHe JieCHuUIle Ha MCTOM 1y Ty. Jlobap mpuMep eKCTpeMHe feCHUYapcKe
BM3Mje XUII-XOIa Kao HacleJHUKA NU3eI-KYAType je MIaju pernep mosHaT kao Map-
non Bpyran. Hberosa maeonoruja u peropuka ¢y fo6po MIyCTpoBaHEe y MeCMM HOJ
Ha3MBOM ,,ByneBap Hacupa®. Ihberose puMe y 0Boj mecMu npepcTassbajy MohaH ommc
arMocdepe y 6eorpaickiuM paJHUYKIM Hace/byIMa IJie je MMPIC MapuXyaHe ¥ Hacu/ba
MHTerpajHn feo metumcrBa u agonecuennuje (THCF & Marlon Brutal, 2009). Oc-
HOBHA M/IEO/IONIKA IMHUja je OHA O 06e3yC/IOBHOj COMUAAPHOCTH Ca ,,opTanyuMa“ u gy-

v

Kenepu (2008) je moky1rao, yraBHOM IyTeM 6enmux nubepara, Aa neraaHo sabpanu kopuinherme
TaKBe peun 6emuM 1 IpHUM JbyfuMa nofjenHaxo. [Ipema Kenennjy (2008), 3a AppoamepuxaHiie
OBa ped IIpefcTaBba MONHY MOMUTHUKY, KYITYPHY U MCTOPUjCKY Bedy M OOMUK IIONMUTUYUKE
MobuM3anuje Ha cuM60MIKOM HMBOY. ITokylnaj mubepana fa 3abpaHe OBy ped IpefcTaB/ba
caMo jeflaH WIYCTpaTUBaH IpMMep IPOojeKTa YHUBep3aIHe MaldyKaliyje HOof IaKOM IOTUTIIKe
KOPEKTHOCTH.
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6oxa MpKiba IIpeMa CBJMMa KOji He IIPUIIaJiajy TOM LPYLITBEHOM MI/beY — /by AUMa 13
IPYTUX [iefoBa Tpajia IU U3 PYTUX I'PafioBa, JbyOUTE/bUMA PasININTUX CIOPTCKUX
KIy0OBa WIN /bY[UMA U3 IPYTUX 3eMajba. BaXKHO je HALIOMEHYTH f1a Cy OBfie [U3eN
KynaTypa u ¢ponk Mmysuka pepunuinyhe KyaTypHe ocobuHe jep mpumapame KyITypu
PajgHMYKe K/Iace HaCyNpPOT eIMTHOj KYATyPU IIPe[CTaB/ba LIEHTPAJIHNA €IEMEHT UJeH-
TUTETA NPUIIAJHOCTY KPajy.

WMako Mapnon bpyTan cmarpa fia ¢y TaKu ¥ CMHTETUYKY JIEKOBY YjeJHO M CacTaB-
HU [IeO OHOTa IUTO IpPeNCTaB/ba CBAKOGHEBHU JKMBOT Y KDajy, OH M3pakaBa U3PASUTY
MP)KIbY IIpeMa TellIKVYM fiporaMa. Y JeCHUYapCKUM KPYroBUMa Ifie ¢y GMU3MdYKa CHara u
CIIOCOOHOCT aHTKOBAIba Y HACU/bY Of BE/MKe BaXKHOCTH, TellIKe JpOre ce CKOPO yBeK
IIOCMATPajy Kao 3710, a KOPUCHUIIM JPOra Ce BUJie Kao JbY/ICKU ITapasuTIL.

AHTHeUTUCTUYKI pelepyt 4eCTO UCMeBajy Wn AUpeKTHO Bpebajy perepe u3 enn-
TUCTUYKOT (/IMOepaTHOT M HAIMOHAIMCTUYKOT) Jiela XUII-XOI ClieHe, OK je oOpHyTa
cutyanuja pegak cnydaj. Ipyme momyt “Ilptu Bee Tee” cy mpakTu4HO HeomupIblBe
3a KpuTuky OapeMm MeDy mocBehenum byOuTepMa XWII-XOIA, YIPKOC HUXOBOM
mI0puQUKOBaky 37I04MHA M 3aBUCHOCTH, LITO JbYAYM M3BaH XMUII-XOI KPYroBa 4ecTo
KpUTHUKYjy. Ibuxos craryc je mogaTHO 3alieMEeHTUPAH HaKOH CMPTU HajUCTaKHYTHjer
yaHa Mockpuja, Koju je IOCTao MUTCKa purypa Ha XMUII-XOII CIIeHM 11 9ecTo ce ynopebyje
ca nererpapayM Tymax Illaxypom (BumeTtn Keeling, 1999, o mutckom crarycy Tymax Illa-

Kypa).

5. 3akpydak

Ha xpajy, Tpe6a pehu fa je sHauerbe KIacHMX HOfieIa YHYTAP XUII-XOII CYIKYIType
aHA/IM3MPAHO Y KOHTEKCTY YCIIOHA eKCTPEMHe AeCHNIIe U caboCTy pafiuKaiHe NeBuiie ¥
caganpoj Cpouju, kaxo je ommcao bakuh (2015) mopen MHorux apyrux. Vcxon ose He-
crabunHe cutyanuje 6uTHO he 3aBUCUTH OF OIILITE TOMIUTIYKE K/IVIME U MOX/ja CIIOCO6-
HOCTM JIeBUYAPCKVIX CHAra ja IpeB/lajajy akajeMusaM, eMUTU3aM 1 MHTeTeKTyan3am
KOjIi TPeHYTHO AeduHie BehnHy neBnuapcKux opraHmsanmja.

REFERENCES / IMTEPATYPA

Primary sources/ IIpumapuu ussopu

24sata. (2013, February 9). A panel on the revolution of (Serbian) rap and urban youth

cultures. Retrieved January 03, 2017, from |http://arhiva.24sata.rs/scena/muzika

vest/o-revoluciji-srpskog-repa-i-urbanim-kulturama-mladih-na-tribini-dob

print/75596.phtml [in Serbian]|

Beogradski sindikat. (2011, January 11). No one can know. Retrieved November 06, 2017,
from|https://www.youtube.com/watch?v=H0ZyNvxc-6d [in Serbian]

Beogradski sindikat. (2012, April 06). A Dissident’s Ballad. Retrieved October 24, 2017,
from fhttps://www.youtube.com/watch?v=1WOL-v2NIRk|[in Serbian]

Beogradski sindikat. (2016, April 19). The System is Lying to You. Retrieved October 24,
2017, from https://www.youtube.com/watch?v=hkSzmPnzF-of [in Serbian]

717


http://arhiva.24sata.rs/scena/muzika/vest/o-revoluciji-srpskog-repa-i-urbanim-kulturama-mladih-na-tribini-dob/print/75596.phtml
http://arhiva.24sata.rs/scena/muzika/vest/o-revoluciji-srpskog-repa-i-urbanim-kulturama-mladih-na-tribini-dob/print/75596.phtml
http://arhiva.24sata.rs/scena/muzika/vest/o-revoluciji-srpskog-repa-i-urbanim-kulturama-mladih-na-tribini-dob/print/75596.phtml
https://www.youtube.com/watch?v=H0ZyNvxc-6c
https://www.youtube.com/watch?v=1W0L-v2NlRk
https://www.youtube.com/watch?v=hkSzmPnzF-o

IIpeppar C. KoBauesuh, Vameby IIpse u Ipyre Cp6uje: 0 OMUTUYKO]j U KITACHO;...

Ikac. (2010, February 18). Blown Away into Pieces. Retrieved October 24, 2017, from
[https://www.youtube.com/watch?v=MP5Xkdho30M]|

]uicij_MmmMﬂm&umngJ_ﬂrtrieved October 24, 2017, from
https://www.youtube.com/watch?v=XZf3fmlJswM]|[in Serbian]

Marcelo, T. (2008, December 21). Testament. Retrieved October 24, 2017, from
[www.youtube.com/watch?v=tQWCrd4Qkg|[in Serbian]

Marcelo. (2013, November 01). Imposter theater . Retrieved October 24, 2017, from
|https://www.youtube.com/watch?v=y2TeZaF4I6 [in Serbian]

Mikri Maus. (2015, March 19). Original Gypsy. Retrieved October 24, 2017, from
[www.youtube.com/watch?v=0ghpBpDF9Vs|[in Serbian]

Prti Bee Gee. (2012, April 07). Leto. Retrieved October 24, 2017, from
[youtube.com/watch?v=O6PD6hmwlIvH [in Serbian]

Prti Bee Gee. (2013, February 02). Praise Sweet Crack. Retrieved October 24, 2017, from
|https://www.youtube.com/watch?V=Hquhxi7iU| [in Serbian]

Robin Hood. (2012, January 30). Gangster. Retrieved October 24, 2017, from
[www.youtube.com/watch?v=uHHGYnL7B5U]|[in Serbian]

THCEF & Marlon Brutal. (2009, September 02). A Boulevard of Violence. Retrieved October
24, 2017, from |https://www.youtube.com/watch?v=] CfEOJWx1CU] [in Serbian]
Dzodan, N. (2015, May 28). Marcelo: I Am Not Only a Rapper, I Won't Hand My Music
Over to the Politicians. Retrieved January 03, 2017, from|http://www.blic.rs/zabava)
[ vesti/marcelo-nisam-samo-reper-ne-dam-moju-muziku-politicarima/7lredwc | [in

Serbian]

Secondary sources/ CexyHIapHU U3BOPU

Ambrozi¢, D. (1994). Black rain will fall.. Ritam, 4, 48-49. [In Serbian]

Antoni¢, S. (2010). Compradores. Pecat, Beograd, 109, 9-9. [In Serbian]

Antonic, S. (2013). Pink transition in Serbia: Six theses concerning our cultural
situation. Kultura, 140, 272-292. {d0i:10.5937/kultural340272a[In Serbian]

Baker, C. (2008). When Seve Met Bregovi¢: Folklore, Turbofolk and the
Boundaries of Croatian Musical Identity. Nationalities Papers, 36(4), 741-764.
Hoi:10.1080/00905990802230514|

Bakic, J. (2015). Left and right: A theoretical definition and its empirical application in
the case of Serbia (1990-2014). Sociologija, 57(1), 46-71. |doi:10.2298/s0c1501046H
[In Serbian]

Bogdanovi¢, M. (2016). Elitist Solitaire: Latinka Perovi¢'s Historical Revisionism. Beograd:
Mostart. [In Serbian]

Bolcic, S. (2003). Blocked Transition and Post-Socialist Transformation: Serbia in the
Nineties. Review of Sociology, 9(2), 27-49. Hoi:10.1556/revsoc.9.2003.2.2]

Canton, D.A. (2006). The Political, Economic, Social, and Cultural Tensions in Gangsta
Rap. Reviews in American History, 34(2), 244-257.]d0i:10.1353/rah.2006.0021]

Chang, J. (2005). Can’t Stop Won't Stop: A History of the Hip-Hop Generation. New York:
Picador.

Colovi¢, I, & Mimica, A. (1992). The Second Serbia. Beograd: Borba. [In Serbian]

Dyson, M.E. (1996). Between God and Gangsta Rap: Bearing Witness to Black Culture. New
York: Oxford University Press.

718


https://www.youtube.com/watch?v=MP5Xkdho30M
https://www.youtube.com/watch?v=XZf3fmlJswM
https://www.youtube.com/watch?v=fQWCrd4Qkg
https://www.youtube.com/watch?v=fQWCrd4Qkg
from https://www.youtube.com/watch?v=y2TeZaF4J6I
https://www.youtube.com/watch?v=OghpBpDF9Vs
https://www.youtube.com/watch?v=OghpBpDF9Vs
https://www.youtube.com/watch?v=O6PD6hmwlvE
https://www.youtube.com/watch?v=O6PD6hmwlvE
https://www.youtube.com/watch?v=IIwBqhxi7jU
https://www.youtube.com/watch?v=uHHGYnL7B5U
https://www.youtube.com/watch?v=uHHGYnL7B5U
https://www.youtube.com/watch?v=JCfE0JWx1CU
http://www.blic.rs/zabava/vesti/marcelo-nisam-samo-reper-ne-dam-moju-muziku-politicarima/7lredwc
http://www.blic.rs/zabava/vesti/marcelo-nisam-samo-reper-ne-dam-moju-muziku-politicarima/7lredwc
doi:10.5937/kultura1340272a
doi:10.1080/00905990802230514
doi:10.2298/soc1501046b
doi:10.1556/revsoc.9.2003.2.2
doi:10.1353/rah.2006.0021

Coyuonowxu tipeineg, vol. LII (2018), no. 3, ctp. 699-720

Grabuschnig, R. (2015). More than one Serbia?, The nationalisation of cultural space on the
example of the Guca trumpet festival. Central European University. Unpublished Master
of Arts Thesis Budapest: Available atfwww.etd.ceu.hu/2015/grabuschnig_ralf.pdf |

Gordy, E.D. (2010). Culture of Power in Serbia: Nationalism and the Destruction of
Alternatives. Penn State University Press.

Hall, S. (1980). Cultural studies: two paradigms. Media, Culture & Society, 2(1), 57-72.

[doi:10.1177/016344378000200106 |
Hebdige, D. (1979). Subculture: The meaning of style. London: Methuen.
Hip- ho as the local newsletter of the Serblan working class (part IT) (2013) Available at

Hofman, A. (2010). Kafana smgers Popular music, gender and sub]ectwlty in the cultural
space of socialist Yugoslavia. Narodna umjetnost-Hrvatski casopis za etnologiju i
folkloristiku, 47(1), 141-161.

Janjatovié, P. (2007). Ex-Yu Rock Encyclopedia. Beograd: Cigoja stampa. [In Serbian]

Jansen, S. (2005). Who's afraid of white socks?, Towards a critical understanding of post-
Yugoslav urban self-perceptions. Ethnologia Balkanica, 9, 151-167.

Jones, O. (2011). Chavs: The demonization of the working class. London: Verso.

Juice vs Moskri: Leaders of the generation (2011) Available at|http://dizelgorivo.blogspot. |
[rs/2011/05/juice-vs-moskri-predvodnici-generacije.html|[In Serbian]

Keeling, K. (1999). “A Homegrown Revolutionary”?: Tupac Shakur and the Legacy of the
Black Panther Party. The Black Scholar, 29(2-3), 59-63.|d0i:10.1080/00064246.1999)

Kennedy, R. (2008). Nigger: The strange career of a troublesome word. New York: Vintage.

Kuligovski, V. (2011). Normal People's Nationalism. Ethnicitization Of Music Tradition
On Festival In Guca. Antropologija, 11(1),

Maftesoli, M. (1991). The times of the tribes. London: Sage.

Mati¢, D. (2005). Dogani Hamed. In I. Andri¢ & et al. (Eds.), Leksikon YU Mitologije.
Belgrade: Rende.

Musi¢, G., & Vukcevi¢, P. (2017). Diesel Power: Serbian Hip Hop from the Pleasure of
Privileged to Mass Youth Culture. In M. Miszczynski & A. Helbig (Eds.), Hip Hop at
Europe’s Edge: Music, Agency, and Social Change. (pp. 85-108). JSTOR.|d0i:10.2307/j

Naumovié, S. (2006). “Otpor”- A Postmodern Faust: New Social Movement, the
Tradition of Enlightened Reformism and the Electoral Revolution in Serbia.
Filozofija i drustvo, 31, 147-194. Available at [http://instifdt.bg.ac.rs/wp-content/|

[uploads/2015/05/S.Naumovic-3-2006.pdf | [In Serbian]

Papovié, J., & Pejovié, A. (2016). Revival without Nostalgia: The ‘Dizel’ Movement, Serbian
1990s Cultural Trauma and Globalised Youth Cultures. In M. Schwartz & H. Winkel
(Eds.), Eastern European Youth Cultures in_a Global Context. (pp. 81-93). London:
Springer Nature America, Inc.|doi:10.1057/9781137385130_5|

Perovi¢, L. (2016). Serbian Russian Historical Analogies. In S. Biserko (Ed.), The Warp
of the Serbian Identity. Beograd: Helsinski odbor za ljudska prava u Srbiji, 57-83.
Available at|https://www.helsinki.org.rs/serbian/doc/Ogledil7.pdf|In Serbian]

Perovi¢, L. (2016). Dominant and unwanted elite. Beograd: Dan Graf. [In Serbian]

Ro, R. (1996). Gangsta: Merchandizing the rhymes of violence. New York: St Martins Press.

Said, E.W. (2004). Orientalism. New York: Vintage Books.

719


www.etd.ceu.hu/2015/grabuschnig_ralf.pdf
doi:10.1177/016344378000200106
teorijaizteretane.blogspot.rs/2013/02/hip-hop-kao-lokalno-glasilo-srpske_16.html
http://dizelgorivo.blogspot.rs/2011/05/juice-vs-moskri-predvodnici-generacije.html
http://dizelgorivo.blogspot.rs/2011/05/juice-vs-moskri-predvodnici-generacije.html
doi:10.1080/00064246.1999.11430964
doi:10.1080/00064246.1999.11430964
doi:10.2307/j.ctt2005sm8.9
doi:10.2307/j.ctt2005sm8.9
http://instifdt.bg.ac.rs/wp-content/uploads/2015/05/S.Naumovic-3-2006.pdf
http://instifdt.bg.ac.rs/wp-content/uploads/2015/05/S.Naumovic-3-2006.pdf
doi:10.1057/9781137385130_5
https://www.helsinki.org.rs/serbian/doc/Ogledi17.pdf

IIpeppar C. KoBauesuh, Vameby IIpse u Ipyre Cp6uje: 0 OMUTUYKO]j U KITACHO;...

Simi¢, M. (2010). Locating Cosmopolitanism: Practicing Popular Culture in Post-socialist
Serbia. Der Donauraum, 50(3-4), 345-365doi:10.7767/dnrm.2010.50.34.345 |

Sljuki¢, S. (2011). Myth as Destiny. Sremski Karlovci: Kairos. [In Serbian]

What does Serbian nationalism mean in the domestic music of the street - from Belgrade
Syndicate Band to Monogamy and Marlon Brutal (2011). Available at [http://
|dizelgorivo.b10gspot.rs/ 2011/06/sta-znaci-srpski-nacionalizam-u-domacoj.html | [In
Serbian]

Vukeevié, P. (2008). Young (and healthy) as rap. Available at|http://www.popboks.com/|

[In Serbian]

Zizek, S. (2008). Violence: Six sideways reflections. London: Profile Books.

720


doi:10.7767/dnrm.2010.50.34.345
http://dizelgorivo.blogspot.rs/2011/06/sta-znaci-srpski-nacionalizam-u-domacoj.html
http://dizelgorivo.blogspot.rs/2011/06/sta-znaci-srpski-nacionalizam-u-domacoj.html
http://www.popboks.com/article/7016
http://www.popboks.com/article/7016



