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BU3UJE CTYJAEHATA ®AKVYJITETA JIUKOBHUX YMETHOCTH
O MPO®ECHUOHAJIHOM KUBOTY U PAY"

Mumwa Byjauuh™ u J{pazan Beculi
WHcTuTyT 3a niejaromika ucTpaxkupama, beorpan, Cpouja

Anexcanopa Jokcumosuh
DakynTeT TUKOBHUX YMETHOCTH, YHUBEP3UTET YMETHOCTH Y beorpany,
CpbOuja

Ancmpaxm. Y HaIloj 3eMJbH Cy peTKa HCTpa)kMBama Koja ce OaBe MCIUTHBAEM
BU3Mja cTyneHara o Oyayhum npodecujama, a roToBO Aa He 0CTOje OBAKBa MCTpa-
JKUBarba Ha Y30PKY CTYZAEHAaTa JMKOBHUX YMETHOCTH. 3a IMYHOCT YMETHHUKA BE3aH
j€ MUT O IBbUMa Kao cnenu(pUYHUM, Xapu3MaTHYHUM 0co0aMa, Koje uMajy u3paxe-
HY MOTHBaIHjy U MOTpedy na ce 0aBe CTBapaladKuM paZioM, a Taj MUT je, ycien
KOMepIijaTu3annje YMETHOCTH, TIOCTeIBUX JICIeHIja ToBeneH y nuTtame. Crora
ce y pany 0aBHMO BUXOBHM BH3HjaMa O CBOM IPO(ECHOHAIHOM XUBOTY U PaLy.
[{nJb ucTpakuBama je a HICHUTaMo Ha KOju HauyuH Oyayhu JIMKOBHH yMETHHUIIH 3a-
MUILBA]y CBOj MPO(ECHOHAIHH )KUBOT U Ja JIU C€ Y IbHXOBUM BH3HjaMa T0jaBibyje
nJeja xapuzmamuuHoz Muma Ui cy OHe BHILE ofipel)eHe 3axTeBrMa TpeHyTHE CH-
Tyaluje Ha [0Jby KyJITYpe ¥ YMETHOCTH y HAIIO] 3¢MJbH. Y HCTPaKHBAY je yuecT-
BoBaJIo 39 cryneHara yeTBpTe roguHe Oakynrera IMKOBHIX yMeTHOCTH u3 beorpa-
na. Y oOpaau mogaTtaka IpUME-eHa je KBaINTATHBHA TEMAaTCKa aHAJM3a caapikaja
JOOMjeHNX Ha OCHOBY IHCAaHUX MCKa3a UCIIMTAHUKA AaTUX y Gopmu npuya. Pesyi-
TaTH MCTPAXKUBAKka YKa3yjy Ha TO JIa UJC)C XaAPUIMAMUYHO2 MUma TpeacTaBibajy
LICHTPAJIHU MOTHB y HapaTUBUMa CTyJIeHaTa U Ja Cy UCIIpEIJIeTaHe ca HEM3BECHOM
cimkoM Oynyhe mpodecuje U COCTBEHOM HENPUIIPEMJIbCHOIINY 3a HOBE yIore y
IpymTBy. Y pamy Cy daTe UMIUIHKAIHje KOje Ce OHOCe Ha 00pa30BHY MOIHTHKY
BHCOKOT 00pa3oBama Ha (aKylITeTHMa JIMKOBHUX YMETHOCTH, Kao U IIPEropyke 3a
Jajba UCTPAXKUBaKka y OBOj 00JIACTH.

Kwyune peuu: cTyIeHTH, JINKOBHE YMETHOCTH, BU3HUje MPOQECHOHATHOT KHBOTA,
XapU3MaTUYHHU MHUT, YMETHUYKO TPIKHUILTE.
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TEOPHUICKU YBOJ

VY ¢oxkycy oBor paga cy BuU3Hje cTyneHaTa (akKyaTeTa JUKOBHUX YMETHOC-
TH O COTICTBEHOM MPO(ECHOHAITHOM XHBOTY U pajy. Y HAIloj 3eMJbU peTKa
Cy UCTpaKWBama Koja ce 0aBe NCITUTHBAKEM BH3Hja CTyIAeHaTa 0 Oymyhum
npodecujama (Gutvajn i Peri¢, 2011). ['oToBO g2 HEe TIOCTOje OBaKBa HCTpa-
KUBamka Ha Y30pKY CTYJCHATa JMKOBHUX YMETHOCTH, M3y3€B HCTPaXKH-
Bama O IBUXOBHUM IIepIieNiinjamMa mpodecrje HaCTaBHHUKA JIUKOBHE KYJIType
(Joksimovi¢, 2017) u ucTpakmBama 0 CTaTyCy MJIanux, u3Mel)y octanux, u
JTUKOBHHUX YMETHHKA y Hamoj 3eMJpH (Gavrilov, 2010).

Ha ymeTHHKe ce 4yecTo Tiefa Kao Ha ocode Koje Cy M3Pa3HuTO TaJieH-
TOBaHE/IapOBUTE, 0c0OE KOje MMajy CIIOCOOHOCT Ja Kpeupajy jeNmHCTBEHA
yMETHHYKA JieNa. JemuHa BoAusba Y U3BOhemY YMETHHUYKOT Jielia je YnucTa
eCTeTCKa BH3Hja, a He (PMHAHCH]CKAa KOPHUCT 32 OHOT KOjH TO JEJI0 CTBapa.
OBakBa cxBaTama O JIMYHOCTH YMETHHKA CaJ[pKaHa Cy y MHTY O BbUMa Kao
cnenupuuHUM, Xapu3MaTHIHUM ocobama (Reyseng, Mangset & Borgen,
2007). Ilpema oBOM MHTY, YMETHHK j€ HEKO KO MMa YpOheHH TaJleHaT U KO
je mpenoapehen 3a To, ma caMUM THM TO HHj€ CTEUEHU CTAaTyC HUTH CTBap
augHOT m30opa. Ommre je mpuxBaheHo yBepeme Ja YMETHHUITH UMajy U3pa-
KEHY YHYTpaIlllby MOTHUBAIIU]y Jia ce 0aBe YMETHHYKHM PajJiOM H TEXKIbY 3a
MOBE3MBAKBEM JIMYHOT UICHTUTETA Ca KPEATUBHOM, YMETHUYKOM IMPAKCOM
(Bridgstock & Cunningham, 2016). [Tocmarpano kpo3 mpu3My odpa3oBama,
OBaKBO BHN)eHe YMETHHKA Y CKJIATy j€ ca MeJarorujoM ,,eCeHInje”, Kako je
Ha3uBa Cyxomoncku (Suhodolski, 1974), koja ,,y cpeauInTe cTaBJba JIHMIHOCT
TojeIMHITA U YCMepaBa CBOj€ ACJIOBAhE Ha Pa3B0Oj I-eTOBOT YHYTPAITHET JKH-
Bota” (Coli¢, 2014: 346). Y okBHpY OBE KOHIICTIIHje 00pa30oBama MOCTOjH
TEXHba JIa Ce MOjeIMHAIL MOJCTAKHE Ha aKTUBHOCT U MPOAYKTHBHO apTHUKY-
JWCame CBOJUX MOTEHIHjata. /{akiie, yMETHHK je TIojeAMHAIl KOjH KPO3 CBOje
JIeI0Bamke, TIa 'y OKBUPY CBOje MpodecHje, a BOeH MUTAmEM KaKkas Ou mpe-
6ano da 6ydem, HACTOJHU Ja pa3BHje CBOje MOTEHIHjajle M Ja CE€ OCTBAPH Kao
JeTUHCTBEHO, KPEaTUBHO U KPUTHIKO Omhe.

TokoM mocneqmuX HEKOJIUKO JITIeHH]a JIeIIaBajy ce N3BeCHEe MPOMEHe
Ha TI0Jby YMETHHYKE MPOAYKITHje (KOMepIrjann3alnja i KOMOTU(PUKAIII]a)
Koje ToBozie y muTame noMeHyTH MUT (Royseng, Mangset & Borgen, 2007).
3a pa3nuKy o paHHUjeT HEKOMEPITHjaJTHOT TJISIUINTA Pa3yMEeBamkhe YMETHI Y-
KOT pajia y JaHallikhe BpeMe CBE BHIIE YKJbYUyje HEroBO JIoBOheme y Besy
ca "HoBIleM | 3apaaoM (McRobbie, 2002). OBe mpoMeHe Cy A€o IMHper Mpo-
meca rio0anu3anije Koja 3axBaTa cBe 0o0JacTH IPYIITBA, A U KYITyPy H
yMeTHOCT (Smirs, 2004). 3a pazymeBame OBOT MpoIleca BaXKHO je TIOMEHY-
™1 TepMuH kyamypre unoycmpuje (Horkheimer i Adorno, 1974), y HOBH]jO]
auTepatypu kpeamuesne unoycmpuje (Vuksanovié, 2016) xoju oOyxBata cBe
OHE aKTUBHOCTH KOj€ YMETHOCT TyMade KpO3 MPOU3BOIY, NUCTPHOYIIH]jY
U MOTPOIIBY YMETHHUKHX JIeNa, IPH YeMy OHO IIITO je HeKaja Ouo ,,3HaK
0COOHOCTH, MHIAWBUIYATHOT CTBApaIAIITBA U PEIEIIIH]je, II0CTaje CTaHaap-
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JM3UpaH poOHH MPOM3BOJ 3a MacoBHY koH3ymaiujy” (Vuksanovi¢, 2016:
1301). Y oBaKBUM OKOJIHOCTMMA KOMEPIIHjaJIn3alnje YMETHOCTH HEMHUHOBHO
JI0JIa3M JI0 JeTpajupama ,,yMeTHUYKOT Jejia Ha poOy, a yMEeTHHUKa Ha HajaM-
Hor pagHuka”’ (Bozovi¢, 1984: 40). Ha nosey oOpa3oBama rio0aJIMCTUUKY
napajiurMy npatu rnefaroruja ,.eraucrenunuje”’ (Suhodolski, 1974), y uujoj
OCHOBHU je CXBaTame Jia ,,peanaH KHBOT UMa CBOj€ 3aKOHE, U JIa je HCIIPABHO
Jla ce JbyJIM BacIllMTaBajy Oalll 3a TakaB XKUBOT, a He nmpoTuB mwera” (Colic,
2014: 352). OBakBa nejaroliika rnapajurma nmuTame o0pa3oBama Oa3upa Ha
MPUITPEMHU TI0jeAMHIIA 32 )KUBOT Y JaTUM JPYLITBEHUM OKOTHOCTUMA. KIibyd-
Ha KpuTHKa yryheHa oBako cxBalieHoM 00pa3oBamy, Koje je y QYHKIHjU He-
oyinbepaliHe rI00aNNCTUYKE MMapajurMe, jecTe Ja ,,I04MBa Ha HCTOM MOJIe-
Jy Kao MPely3eTHUINTBO (yJjarame U OYeKuBame npodura), u oopasyje 3a
ACUB0M Nompoulivbe, 3a KOHPOPMHU3aM, a He 33 JHCUBOM aKyuje, 38 KPUTHIKH
MPUCTYII U IPONUTUBAKE TeMEJba CUCTEMa, 33 OHO LITO OMOT'yhiyje HCTHHCKY
cnoboay u3dopa u crnobdony yorrre” (Coli¢, 2016: 3). YV Tom mpolecy ce Bac-
MUTAaHUK OCMaTpa Kao ,,CBOjeBPCTaH MaTepHjall, HHCTPYMEHT O Kora Tpeda
HANpaBUTH OHO 1ITO je nmoTpedno” (Coli¢, 2014: 355). V oBakBUM ApyLITBE-
HUM OKOJTHOCTHMA YMETHHK je HEKO KO, He3aBHCHO O TOTa IITa CMaTpa CyII-
THUHOM CBOT' HJICHTUTETA, yMe JIa carjieia notpede U CyITHHY APYIITBEHOT
KOHTEKCTa y KOME )KMBH U P U TIOKaXKe CIIPEMHOCT J1a UM CE€ TPHJIAro/iu, a
Jla IPUTOM cadyBa CBOjy ayTOHOMHU]Y M 3ay3Me KPUTHUKH OJHOC ITpeMa ceOu
U CBETY y KOME CTBapa.

O MJiagux yMETHHKA C€ y OBaKBHM APYIITBEHUM OKOJHOCTUMA O4Ye-
Kyje aa Oyay (iieKCHOMITHH, CAMOCTATHH M OCIIOCOOJbEHU /1a PaJie pa3InyuTe
nocsioe. Q4eKyje ce Jla peKOHTEKCTyanu3yjy rnocrojeha 3Hama, crocooHoc-
TH U BEIITHHE CTEYEHE TOKOM CTYyUja Kako OM OHMJIM CIIPEMHH 3a Pa3InyuTe
nocioBHe cutyanuje u 3agarke (Bridgstock & Cunningham, 2016). Yecro
Cy y HPHTHLH 12 Mopajy na npely rpanuiy uzmely 4ucte yMETHOCTH U KO-
MepliMjajn3alnje YMETHOCTH y BHIY onpeheHuX XOHOpapHHX IOCJIOBa Ha
tpkumty (Bridgstock, 2005). [lorpeba 3a nmpunarohaBamem u QraexcuOm-
Hourhy 10BoM 10 3Ha4ajHUX MPOMEHA Y TPOPECHOHATHOM UACHTUTETY MJla-
nux ymetHuka (Matthews, 2011). [Ipema Munbewy Hekux aytopa (Morgan,
Wood & Nelligan, 2013), Miiaay yMETHHUIIM MOYUIbY Ja PUXBATajy CTabe
HECUTYPHOCTH M HEM3BECHOCTH Yy MOIJICAY HallaKeha CTAIHOT HOcia 10 TOT
HUBOA JIa IOYMIbY J1a YBHDajy BberoBe MpeAHOCTH Kao IITO Cy JUYHA CI1000-
na u npomena (Bridgstock & Cunningham, 2016). Pe3synraru uctpaxuBama
00aBJbEHUX y CBETY — y uHjeM (OKycy je OMo cTraTyc MIaJuX yMETHHKa,
yKasyjy Ha TO Aa, y nopehemy ca npyrum mnpodecujama, yMETHHIH YECTO
HUCY CTaJIHO 3aMOCIIeHH, PaJie TOBPEMEHE TOCIIOBE UITU CY aHTa)KOBAHH CaMO
10 HEKOJIMKO CAaTH JIHEBHO, [1a CAMUM TUM UMajy U Mabha MPHUMakkba, JI0OK CaMo
MaJii Opoj BUX 3aKMCTa YCIIe Jla U3rpaj CBOjy yMETHUYKY Kapujepy (Alper &
Wassall, 2006; Bridgstock & Cunningham, 2016). Yrpkoc HEM3BECHUM MO-
ryhHOCTHMa 3an01JbaBakba U HENOBOJbHUM (DMHAHCHJCKUM YCIIOBUMA, MJIa-
Y YMETHUIIM urnak pahe Oupajy na HacTaBe J1a ce 0aBe yMETHHYKUM PagoM
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HETo Ja npoHal)y curypan nocao y Hekoj Apyroj crpyuu (Hesmondhalgh &
Baker, 2010; Taylor & Littleton, 2008). CripemHU ¢y J1a camo JISTUMUYHO Ha-
IycTe CBOj€ TUYHE YMETHHUKE [TOCTHKE U HJIEj€ paJy KOMEPIUjaIHOT ycrexa
U cTHlamka (GUHAHCHJCKUX CPEACTaBa, ajld HE U J]a Y MOTIYHOCTH IIPOMEHE
3anuMame (Royseng, Mangset & Borgen, 2007). Kaza je ped o Bu3ujama cTy-
JeHaTa (bakyyrera yMETHOCTH O CBOjoj Oyayhoj nmpodecuju, Haa3u UCTPaKu-
Bama yKasyjy Ha BUXOBa HUCKA OYEKMBamba Jia he HakoH 3aBpLICHUX CTyAHja
ycniets jaa npoHalyy nocao y cBojoj crpyuu (Bridgstock & Cunningham, 2016).

MiaguMm yMETHHIIMMA Y HAIIOj 3€MJbH MPOHAJAXKEHhe T0C/Ia HAKOH 3a-
BpieHor opmarHor 0O6pa3oBama Ha (HaKyITeTy 3HATHO je TeKe Hero Miia-
JUMa KOju IMpHManajy ApyruM npodecujama. PesynraTu mcTpakupama o
crarycy muaaux Heapupmucanux ymetHuka (Gavrilov, 2010) ynyhyjy Ha To
Jla Ce BUIIE Off TIOJIOBUHE UCIUTAaHUKA HEe 0aBU 3aHUMAbEM 3a KOJU Cy Ce
IIKOJIOBAJIM ¥ Jia HUCY ONTUMHCTUYHU Ja he ce oBa cuTyanuja MpOMEHUTH
Habosbe. Kao KibydHH pas3iior 3a HerocTaTak ONTUMHU3Ma, Kaja je OyayhHocT
BUXOBOT MPOQECHOHATHOT )KUBOTA U pajia y MUTamy, HaBOJE HeaJaeKBaTHO
BPEIHOBaKE KYJITYpe M YMETHOCTH y HAllleM JIPYIITBY, JIOLI CTaTyC YMeT-
HUKa W Temkohe Ha Koje Hauiia3e MPHIJIOKOM HaJlakemwa Iocia. Y Mmolyia-
LIUjU MJIAJIUX YMETHHKA, JIMKOBHH YMETHHIIM MMajy HajMame MOryhHOCTH
Ja J00Wjy CTaJIHM T0Ca0 y JPKaBHUM HMHCTUTYILMjaMa MJIM YCTaHOBaMma
KyJIType W, Ha Taj Ha4yuH, 00e30ene GUHAHCHjCKY CUTYPHOCT. My3uudapu u
JIpaMCKH YMETHULIM UMajy MOTYRHOCT J1a pajie y OpKeCTpUMa, MO30PHUILTH-
Ma ¥ JPyrdM yCTaHOBaMa KyJType u 00pa3oBama, JIOK ce CIIMKapH, Bajapu
U Tpaduvapu peTKo, WM FOTOBO YOIIITE, HE aHTaXyjy Kao HOCHOLH CBOT
OCHOBHOT 3aHUMama. MiaJu IMKOBHA YMETHHUIU C€ OOMYHO 3aHOIHJI>aBa]y y
OKBHUPY CPOAHHUX JIENIATHOCTH, TJI€ CE 3aXTeBa PerepToap KOMIETeHIIN]ja KOje
Cy CTEKJIM TOKOM CTYJIMja M/MJIM HAaKOH 3aBpIIEHOT (pakynTeTa, oK ce HeKH
OJ1 IbUX aQHTAXYjy Ka0 HAaCTaBHUIIH JINKOBHE KYJIype Y OCHOBHUM M CPEEHUM
mkoiama. OBakBa CHUTYyallja pe3yiTar je mocrojehe KyJlTypHE MOJUTHKE Y
HAIIIOj 36MJbH, 114 CE MOCTaBJba MUTAKE HA KOJU HAYUH CE€ MPOOJIeMH Y KYJI-
TYpU U YMETHOCTH MOTY pelllaBaTH y JOMeHY o0pa3oBHE MonuTuke. Jpy-
UM peurMa, MOXKEMO Ce€ 3allUTaTH KaKBe MPOMEHE Y OKBHPY MHUIU]aTHOT
0o0pa3oBama JUKOBHUX YMETHHKA Ha (aKyJITeTHMa Cy HEOMXOAHE Ja Ou ce
HEeMOT'YRHOCT CHTypHOTI 3arociemha y JApKaBHUM HHCTUTYIHMjaMa KYJIType
MOTJIa KOMIIEH30BaTH lbUXOBOM aJICKBAaTHH]OM IIPUITPEMOM 32 CHAJIAXKEHe Ha
TPKULITHO] KOMIIETHTUBHO] IO30PHUIIH.

[{nse Hamrer UCTpaXkuBamba je Aa UCIUTaMo Ha Koju HauuH Oynyhu mu-
KOBHHM YMETHHIIM 3aMUILIba]y CBOj TPOPECHOHATTHY KUBOT U JIa JIU Ce Y HhU-
XOBUM BH3HjaMa T0jaBJbyje UCja XapusMamuiHoe Mumd, WA Cy OHE BUIIE
onpeheHe 3axTeBUMa TPEHYTHE CUTYalllje Ha MOJbY KYIATYpe U YMETHOCTH.
Pesynrtatu oBor ucTpaxkuBama mnociyxuhe HaM M 1a yKa)KeMO Ha KJby4yHe
HMMILIHKAIM]e KOje Ce OJIHOCE Ha 00Pa30BHY MOJUTUKY BUCOKOT 00pa30Bama
Ha (akyaTeTHMa JIMKOBHUX YMETHOCTH, KaJia je Y MHUTamby OCMUII/baBabe
rporpama u cajipkaja yuema.
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METOIOJIOI'NJA

Yzopax ucmpascusarwa anan 39 crynenara yetspte rogune dakynrera iu-
KOBHHX YMETHOCTH U3 beorpana ca cmeposa: ciukapctBo (29), rpaduxka (7)
u BajapcTBo (3). Y y30pky je 0uino 72% ocoba sxeHckor moina, a 77% ncnu-
TaHWKa je HaBeJIo beorpan kao Mecto mpeduBanumTa. Behnna crynenara je
pohena 1994. u 1995. roquHe, TOK ce pacmoH roguHa pohema kpehe ox 1990.
1o 1997.

Hncmpymenm ucmpasicusara. 3a motTpede MpUKyIbama mojiaTaKka, ue-
MMATAHUIIH CY AJOOMIN MHUCAHO YITYTCTBO JIa HAIMUITY IIPUYIyY O CBOM Oyayhem
podhecnoHaTHOM KUBOTY | pany. Kao Bogmd 3a nmucame mpude ([Ipuior 1)
Jate cy CMEpHHIIEC Koje Cy MCIUTaHMKe ycMepaBalie Jia 3aMucie ja cy Beh
3aBPIIIIIH CTYIH]jE, TE JIa OMUIIY CBOj MTPOdECHOHATHH JKHUBOT, CBE PEIICBaH-
THE acIleKTe CBOT pajia; Ja I09apajy cBoja pa3MHUIILJbamka, CTaBOBe, ocehama,
He(3a710BOJECTBA), MPOOJIEME Y BE3H Ca TOCIOM KOjUM ce OaBe; /a OIHIITY
KaKoO carjiefiaBajy cBOj I0cao y KOHTEKCTY IPYIITBa y KojeM kuBe. [lomarn
Cy MMPUKYTJBEHU TOKOM Maja 2018. roquHe.

Ananuza nooamaka. Y o0paau momataka MpuMemHeHa je KBaTuTaTHBHA
TeMarcka aHanmza canapikaja (Braun & Clark, 2006) mobujeHHnX Ha OCHOBY
MUCaHKMX MCKa3a UCITUTAHUKA MaTHX y popMu npuya. Temarcka aHamu3a mo-
Tazmaka rmoapa3zyMeBaia je HeKoauko ¢asa: (1) meraspHO ymo3HABame ca U3-
BOPHHUM TIOJAIUMa pajgl CTUIAa OMIITET YBUIA Y canpikaj; (2) Kogupame
— W3ABajarke KJBYUHUX 3HaUCHa U MOopyKa U3 TeKCTa; (3) rpynucame KoJaoBa
y Karteropuje; (4) rpynucame Kareropuja y teme. HakoH meraspHOT YIT03-
HaBama Cca M3BOPHUM TOJIAI[IMa U HM3JIBajarha KJbYUHUX 3HAUCHha U MOpyKa
n3 Tekcra, y Tpehoj (asm amanmmse momaraka aBa ayTopa Cy Kpo3 IHjaior
U pa3MeHy 3Hauema rpymucana kojgose y 11 kareropuja. C 063upom Ha TO
Jla je aHaM3upaHu canpxkaj TOOWjeH W3 WHAWBHAYAITHUX IMHUCAHUX HCKa3a
cTyaeHata y GopMH KpaTKUX TpHUYa, JENMHUIY aHAIU3e MpEICcTaBsbala je
Ipyya y MeJWHH. JemaH McKa3 je Morao OWTH CBPCTAaH y jeIHY WU BHIIC
kateropuja. Hakon tora, Tpehem aytopy cy mpocieheHn m3BopHH TomaIiu
W JUCTa KaTeropvja Kako OW ce YTBpAWJIAa MHTEPCYyOjeKTHBHA CariacHOCT
(kappa BpemHOCTH 3a CBaKy of KaTeropHja). M3padyHare kappa BpEeTHOCTH
yKa3aje Cy Ha HUCKYy HHTEPCYOJeKTUBHY CarjlaCHOCT (Kappa BPETHOCTH CY
ce kpetaie y pacnony ox 0,3 mo 0,7). Jlo HUCKOT cTemeHa ciarama JOIIIo je
300r TOTra INTO je HEe3aBHUCHU IPOICHUBAY JAaTUM KaTeropHjaMa IPHUITHCA0
3HATHO IIUPa 3HAYCHA HEro IITO Cy TO YPaJWIN WHULMjATHU MPOICHUBA-
yy. Paznuke y moriieny 3Hauema JaTUX KaTeropuja Mocjieaula Cy BUXOBE
WHUIMjaJIHe, HEIOBOJBHO jacHe, nedmHucanocTu. Ha mpumep, kareropuju
baBibeme OAATHUM/CPOJHUM TMOCIOBUMa WHUIIHJAJIHA MPOLEHUTEIBU CY
MPHUITHCATN 3HAYCHE KOMEPIIHjaTHUX MOCIIOBA, JIOK je HE3aBUCHH MPOICHHU-
Bad OBOj KaTETOPHjH MPHUITHCAO IITHPE 3HAUCHE U FhbOME 00YXBAaTHO CBE TOC-
JIOBE KOje CY CTYJCHTH HAaBOIWJIHM y CBOjUM HapaTHBHMA, OCHM IPUMapPHOT
IoCITa 3a KOjH Cy Ce IIKOJIOBaju. 300T MOMEHYTOT Hecliarama, CBa TPH ay-
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TOpa cy MPHUCTYyNWIa AUCKYCHjU J1a OU jacHUje NeHUHHCATH U CBEHTYaIHO
penedunucanu nocrojehu cuctem kareropuja. ¥ TOM Mpolecy 3aipiKaH je
HajBehu 160 MPBOOUTHOT CHCTEMa KaTeropuja, Py 4eMy je HEKOJIMKO KaTe-
ropuja pasjiokeHo, JOK je KoJ HEKHX KaTeropuja peneuHucaH BUXOB call-
pxaj. Mmajyhu y Buay u3BplleHe U3MEHE Y 3HaUCHHMa KaTeropuja, ayTopu
Cy MTOHOBO KOJMPAIU LENOKYIIaH MaTepujall. Pe3ynraT moHOBHOT KoAHpamba
MpeaCcTaBsbao je cucteM of 13 kareropwuja.

PE3VIITATU NCTPA’KMBABA

VY 4eTBpTOj (ha3u TeMaTcKe aHAJM3e ToJaTaka ayTopH Cy moctojehe kaTero-
puje rpynucanu y Tpu teme: (1) Ja cam ymernuk! (2) IlpexxuBeTn, a octatu
yMeTHUK ¥ (3) HemmoBospHE npymiTBeHe okoiaHOCTH. Y Tabenn 1 mpukazanu
Cy M3JIBOjEHH KOJIOBM CBPCTaHU y KaTeropuje, Koje Cy Jlajbe TpynucaHe y
HaBEJICHE TEME.

Tabena 1: Knacugurxayuja kodosa y kamezopuje u meme
U YYecmanocm nojasbusarsd K0O08d YHymap rux

Teme Kareropuje Konosu
Jby6aB npeMa JINKOBHOM CTBapaJallTBy
(34)
Basmeme ymernomhy Cnob6ozna u pnexcubumanoct (13)
Kao0 )XMBOTHa notpebda (64) 3a/10BOJBCTBO MOCIIOM YMETHHKA (6)

YMeTHOCT Kao uMrepaTtus (6)
XapMOHH]ja, MUDP U CaMOCTAJIHHU paf (5)

Octajame y npumapHoj npodecuju (13)

YMETHOCT K20 Kpajibu uusk (23) Jacna Buzmja mpoecroHanHor sxuBoTA (12)

[Motpeba 3a yuemem u pazBojem (22)
[lotpeba 3a mpodecnoHaTHUM YCaBp-
JInunu u npodecronanuu pa3soj masameM (13)

ymetHuka (50) Kopumrheme 3Hama CTEUCHUX HA OCHOB-
Ja cam HUM cTyaujama (11)
yMETHUK! BakHOCT CBEYKYITHOT 3HaH-a U HCKYCTBA (4)

Jlnuna nHUTIIMjaTHBA U TPy (36)

Arencroct ymeTHuka (41) Camonoy3name/Bepa y cebe (5)

Capanma u YIpYKHUBAKE
Capanma (28) ca IPYyTUM yYMETHUIIMA
U uHCTUTYHjama (28)

Adupmanuja xox myomuke (28)
IMotpeba 3a adupmamujoMm y CBETYy
ymeTHOcTH (15)

Jlnuan noxxuBibaj apupmanuje (11)

Adupmanuja (54)

Jlenora nogyuaBama (18)

YMeTHHK Kao mpocBeTuTesb (20) VeTHOCT 1 xymanHTaphu paj (2)
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[Torpeba 3a (HUHAHCH]CKOM CHUTYpHO-
mhy (42)

[ToTpeba 3a MHCTUTYIIMOHATHUM 3aI10C-
nemeM (7)

dunancujcka nutama (49)

baBibee KOMEpLHjaJIHUM MOCIOBHMA
(78)

[pexn-

JonymaBame MPUMapHOT MMocia CPoj-
BETH, a

HHUM 1nocioBuMa (21)
0CTaTHu baBibewe 1ogaTHUM CPOAHUM

VYcaBpiaBame y CpoxHUM obiacTuMa
(©)

OTBOPEHOCT 332 HOBA HCKYCTBA U IIPOMe-
He (3)

Hecranna uaTepecoBama (2)

yMeTHUK  mocioBuma (110)

3aapiKaTH JHYHY HOETHKY YMETHHKA
(10)

Jloma cutryanuja Ha NOJbY KyIType U
ymeTHOCTH (24)

Hewussecnoct (17)

Jlwuau ymetHrnuku uzpas (10)

Jlom cTaTyc yMETHOCTH U yMeT-

Huka y Apymsy (47) [ToTpeba 3a 60J50M KYJITYPHOM TTOJIUTH-
Henosousb- KoM (6)
HC IPYWIT-  HeyckmahenocT o6paszosHe u He3a0BO/bCTBO CTYAMjCKUM MpOrpa-
BCHC KYNTypHe nojiutuke (5) MoM Ha dakynTety (5)
OKOJIHOCTH

Besnanexuoct (9)

OmnpenesbeHoCT 3a APyTy npodecujy (5)
Henmocrarak jacHe Bu3mje mpodecuo-
HAJHOT )UBOTa (4)

Ipodecronanua HecurypHoct (18)

Ja cam ymemnux!

VY Buzujama npoheCHOHAIHOT KUBOTA U paja CTyACHATa I10jaBJby]jy C€ CITHKE
YMETHHKa Koje cy o0yxBaheHe uaejoM xapusmamuynoe muma. YMETHOCT je
LEHTPAJIHU MOTHB y HapaTUBHMa Oyyhnx yMeTHHKa U jeaH o] Ba)KHHUX ac-
NeKaTa BUXOBOT HACHTUTETA. Y HapaTUBUMa CTYyJCHATa jacHO je HarjameHa
YHYTpallkha MOTHBaIKja 3a 0aB/bEHEM YMETHOIINY U CTBApamheM YMETHHY-
KHX JIeJIa KOja je YCIIOBJbeHa Oe3yCIOBHOM Jby0aBJby IpeMa CTBapasallTBy.
[MToTpeba 3a ocTBaprBameM Ha OBOM I0JbY IipaheHa je 1 KeJbOM 3a JINYHUM H
PO ECHOHATHUM Pa3BOjeM H YUCHEM.

baswerve ymemnowhy xao scueomna nompebda. Y HapaTUBHMA O CBOjOj
npodecroHaHoj OyayhHOCTH CTYJIEHTH jacHO HariamaBajy JbyOaB mpema
JTMKOBHOM CTBapajallTBy U JIMYHO 33JJOBOJECTBO 300T TOra MITO ce OaBe Moc-
JIOM yMETHHKA. BUTH yMETHUK M CTBapaTH MpeACTaBIba IPUMApHY IOTPEOy
1 KUBOTHH MMIIEPATUB, HEITO Oe3 yera ce He MOXKe. Y HapaTUBUMa ce I10-
ceOHO Haryamasa BaKHOCT CJI000/Ie, XapMOHH]jE U MHUpa KOjU CY JTMKOBHUM
yMETHHUIIMMa OMOryheHn Kpo3 caMOCTaJIHU CTBapaIadky pa.
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..Mopam 0a npusnam oa yocusam y pady, baw 3002 moea wmo cam
UCKPEHA Y 080Me WO PAOUM U IO je O Heumo Wmo GONUM.
Momus xoju me u dame oopaicasa jecme moja ymonujcka uoeja,
Kojy nonaxo epaoum. Ta udeja yxmyuyje scueom y npupoou u ymem-
HUYKU pao.
Moja najeeha meaicroa u 3amucao je 0a HCuguM 00 JuyHe TUKOGHE
noemuxe u 0a OMeopuUM 2aiepujy.

Ymemnocm xkao kpajrou yuse. Y HapaTHBUMa CTyIeHaTa TOTpeda 3a 0aBIbEHEM
CTBapajadykuM pajJioM y OOJIaCTH JINKOBHUX YMETHOCTH TpaheHa je jacHOM
BH3HjOM MPO(ECHOHATHOT KUBOTA W MCTHUIIAEM YMETHOCTH Kao KpPajier
poQeCHOHATHOT I1UJba KOJU C€ JKeJTU OCTBApHUTH. Y BH3HjaMa CTyJeHaTa O
CBOM IIPO()eCHOHATHOM JKMBOTY HAarJallleHa je TeXKIba J1a OCTaHy y JOMEHY
CBOje IpuMapHe mpodecwje.

HKenum da kasicem 0a cam jaxo cpelina 3602 moea. Mcnynuna cam jedan
8E0MA BANCAH JHCUBOMHU CAH KOJU CAM UMANA Joul 00 Kaoa cam ouna
mana. A mo je 0a nocmanem CIuUKapKa, wimo caod c8aKkaxo jecam.

Kpajru ucxoo u nocao kojum ce basum jecme 0a opeanusyjem oa
ce Yy NOMNnyHOCMu NOC8EMUM YMEMHOCIMU (CMeapary).

Jluunu u npoghecuonannu pazeoj ymemnura. CBojy onpeaep»eHoCT 3a pode-
CH]jy JIMKOBHOT YMETHHKA CTYCHTH JIOBOJIC Y BE3y ca JTUYHHUM U podecro-
HaJIHIM YYeHEeM U Pa3BOjeM Koje caryiejaBajy Kao caCTaBHH JICO CBOT ITOCIA.
Takolje, mpeTX0HO CTeUeHa 3Haha U UCKYCTBA, Ka0 ¥ 3HAha U BEIITHHE CTe-
YeHEe TOKOM OCHOBHUX CTYJIHja Cy, IpeMa BU3Hjama CTyJIeHaTa, BaKaH 0CJIo-
HAI| y CTBapaJiaykoM pajy JINKOBHHX YMETHHUKA.

Kaxo 6u moje cauxapcmeo umano medxiCcuny, Mopao cam UCKpeHo od
NPUCTIYNUM CA2Ne0A8aArbY C80je TUUHOCIU, Od YUMAaM Kiblee, NOCMam-
pam wyde, NOKyuasam 0a pazymem cebe u ceem oko ceoe.

Taj paod 3a0060.ma6a moje dnceme 0KO KOHMUHYUPAHOZ CIUKAPCKOZ
VCaspuiasarsd U U3padlicagarsa Mojux uoeja Ha opyeaduju HauuH.

Yuum ceaxoe dana, wmo 00 cebe, wmo 00 opyeux. Hosex ceaxo-
2a 0aHa OMKPUBA, ycagpuiasa ce, no2omogo axo ce 6asu npogecujom
Koja ea ucnyrmwasa u 3a Kojy muciu oa je cmeopen. Taxo ja mucium
0a hy ceaxoe dana bumu 60/6a, YCnewHuja U HACMojum 0a OmKpujem
wma mo jout Moja IuYHOCm noceodyje, Kpuje, Kako oux cebe ynosuana
Y nomnyHocmu.

Ono wmo je Menu gaxynmem npyxicuo jecme saucma 602amo me-
OPUJCKO 3HATbE O YMEMHOCMU U CHOCOOHOCM 04 YOUUM, NPENnO3HAM U
PasMUULbAM 0 YMEMHOCMU HA 0AIeKO ULUEM HUBOY He20 MO Cam mo
paouo npe paxkyimema. Mzepadra cmagsosa, noemuke u CHOCOOHOCMU
Kpumuke je Modicoa Hajopazoyenuja cmeap Kojy cam nacieouo 00 Da-
KyImema JUKOSHUX YMEMHOCMU.
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Aeencnocm ymemnuxa. Ilocao THKOBHOT yMETHHUKA, IPEMa BH3HjaMa CTyJe-
HaTa, MoJipa3yMeBa KOHTUHYHPAHU TPY/ U paJl ¥ jaCHO HarJalleHy HHHUIIH]a-
TUBY KOjy ITpaTH cCaMOIIOy3/1aibe ¥ Bepa y ce0e 1 CBOj KpeaTHBHHU NOTEHITH]jall.
VY HapaTHBHMa CTy/IeHaTa yOUuJbHBA je CBECT O TOME JIa je 3a MOCTU3AbE yC-
rexa U OCTBAPEHOCT Y TOCTY JTMKOBHOT YMETHHKA OTPEOHO MOKA3aTH WHU-
LIUjaTHBY KaJa je y MUTamy MpoHaTaKemhe MPUIIMKA 32 paj, MpoMoIrja 1
MOBC3UBAKLEC Ca IPyTUM YMETHUIIMMA U I/IHCTI/ITyHI/IjaMa.

Koukypuwem na cee mocyhe konkypce 3a uznazare, wimo cpynuux,
WMo CamoCmanHux u3noxHcou. AKmusHa cam Ha UHCMazpamy 20e cam
Y KOHMAKmMy ca pasiuyumum eaiepujama u Kycmocuma. Ipamum ax-
MYenny YMemHUuKy Cyery, Maxom npeko uHmepHema.

Moezyhnocmu je neonxoomno jypumu u mpasxcumu. Basicno mu je oa
ce onpobam y wmo suuie oonacmi.

Haoam ce 0a he moje uckycmeo noocmahu muoee wyoe Koju cy
jow ysex Ha Daxynmemy unu mpeba 0a ea ynuuty, 0a pade HanopHO
Kao wmo cam ja paouo, Kako oux o6uo Ha mecmy 2oe cam caod.

o mada eépeono padum u eepyjem y uyoa, jep umeKaxko cy mo-
eyha.

Capaora. YOpkoc TOME ITO y CBOJUM HapaTHBHMa Harjamasajy JHUHY CJIO-
0ony, XapMOHH]jY, MHP M CaMOCTaJIaH paj Kao KJby4HE PasIiore 3a/10BOJbCTBA
0aBJHEHEM MOCIIOM YMETHHUKA, CTYACHTH, Y CBOJUM annjaMa npogecronar-
HOT JKMBOTa, cebe BUJe Kao YMETHHKa KOjU ce MoBe3yje ca APyTuM yMETHH-
oMMa ¥ MHCTUTYyUHWjaMa y UJbY 33jeJHUYKOr pajaa, IPOMOBUCAA MPOAY-
Kara CBOT pajia U OCTBapHBamba JAPYTUX BaXKHUX MPOPECHOHATHUX LIUJHEBA.
VY Bu3Wjama cTyJeHaTa Ipuva O MOBE3UBAY U capalibi ca MojeJuHIUMA |
WHCTUTYLIMjaMa HUje OrpaHWYeHa caMO yHyTap Haile 3emJbe, Beh onn cebe
BUJIC M Ka0 HEKOra KO je CIpeMaH Jia OCTBapy capaimwy U Ha MehyHapogHOM
HHUBOY.

Ca pasznoauxom epynom myou Koje cam yno3uaia Ha axyimemy, aiu
U Ha Opy2umM MeCmuma, OpeaHu3yjemM UHUyujamuee — umMamo 0ocma
3AMULBEHUX U HEKOTUKO Peanu308aHUX NpojeKama.

Bonena 6ux oa umam npunuke oa oaucko capahyjem ca nosopu-
wmem u Qpuamom, 6uL0 Kpo3 cyenoepadujy, ounro na Hexu opyeu Ha-
YUH.

Aghupmayuja. Y Bu3ujama cBOT Mpo(eCHOHATHOT KUBOTA U pajia CTyACHTH
HUCTUYY BaXXHOCT JIMYHOT JIOKHUBJbaja OCTBAPEHOCTH Y cBOM mociy. [lopen
Tora, morpeda 3a apupMmalmjoM oI CTpaHe IPYrUX U3 CBETa YMETHOCTH, a
nocebHo apupMalija o1 cTpaHe JbyOUTeIba YMETHOCTH, KPO3 MPEIO3HABAE
KBaJIUTETa CTBapajauyKuX MpoayKaTa je, y BU3HjaMa CTyAeHaTa, Iperno3Hara
Kao 3Ha4yajaH acleKT JIMKOBHOI CTBapajallTBa.
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Cmampam 0a nym xoju cam 0o caoa npeuiia Huje 6uo 1ax, aiu oa ce
mpyo u 8eposarse y C8ojy 8U3UJY OCMBAPUIO.

Jlpaeo mu je 0a ce myouma ceuhajy moju paoosu.

Yopso cam manokon uzepaouo ceoj cneyugpuuan cmun no xome
Cam nocmao NPeno3HaAm/bUS U Kpenyo cam y noxod. Mzepaouo cam xo-
MYHUKayujy ca sanepujamay bepauny u noueo 0a MacosHo uznaxicem.

Yumemnuk xao npoceemumess. Pazmunsbajyhu o cedbu u ceom 6yayhem moc-
Ty, CTYAEGHTH HCTHYY J1a je HEOABOJHBH JIO IOCIA YMETHHKA HETrOB YTH-
113j Ha JIpyTe KOjU ce JIellIaBa y WHTEPaKIHjHd, TOKOM IIPEHOIIeHha 3Hama. Y
HapaTHBUMa CTyJEHaTa HarjalleHa je JIeoTa IMogydJaBama Koja ce OIHOCH
Ha JIMYHO 3aJI0BOJECTBO YMETHUKA Yy KOHTAKTY ca APYTUM MIIQJHUM JbyIUMa
KOjUMa MOTY IIPEHETH CBOja MCKYCTBa, CTEUCHA TOKOM CTBAapaJlauKor' paja.
baBsbeme XyMaHUTapHUM PAJIOM U CTaBJbaFbe CBOT KPEaTHBHOT TOTEHITH]jajia
y GbyHKOHjy 1oOpoOHTH TOjeIMHIA ¥ APYIITBA je, Y BH3WjaMa CTy/eHaTa,
MIPETN03HATO Kao je/laH O] acrekara BbUXoBor Oyayher mocna.

Inanupam 0a omeopum concmeeHy ciuKapcky wkony, 2oe hy, ca my-
OuUMa CIUYHUX UHMEPECo8arbd, 0eUmu C80ja 3HamwA U /bybas npema
YMEMHOCMU U CIMEAparsy yonuime.

Tpyoum ce da deya 3a601e TUKOGHO CIEAPANAUMEBO, 0d C€ ONYCMe
u ocnobooe. HUepam ce ca muma. [omasicem um oa casnaoajy epaou-
60 Opyeux npedmema kpo3 moj npeomem. CMUuLbaAM HAjpA3IUdUMUje
akyuje u capaorve, U3800UMO SPYNHe padose, 800UM UX Y RpUpooy, Ha
pexy, mamo ypmamo. Hoemo y myseje, pazeosapamo, 2060pum um o
YMEMHUYUMA U YMemHOCmu ca cmpawhiy, noOKyuagam oa noKpeHem
BUX08E TUUHE 00dHCUBDAjE, 0A UX HAOAXHEM.

Taxohe, umam genuxy dcemy 0a yuecmsyjem y 6ohery paouonuya
3a deyy y cueypuum Kyhama/cupomuwmuma.

Hpeofcueemu, a ocmamu YMemHuK

VYipkoc TOMe HITO YMETHOCT jecTe BajkHa M LITO ce moTpeda 3a cTBapasa-
LITBOM HE IOBO/IM y TUTamE, y HApaTHBUMAa CTYCHATa Ce [10jaBJbyje MPETHOC-
TaBKa Ja ce O]l YMETHHUYKOI paja He Moxe (mpe)KuBeTu. 300r notpede 3a
(PMHAHCHjCKOM CHUTypHOLINY, HEOMXOIHO j€ MPAaBUTH KOMIIPOMHUCE Ha IpPO-
(ecroHaTHOM IUTaHy W, MOpE] CTBapajaliTBa, OaBUTH CE MOCIOBUMA KOjH
MOry aa 00e30e/ile OCHOBHE er3uCTeHIjaliHe ycioBe. Jla Ou ycrnenu y Tome,
ce0e BUAE Kao HEKOra KO MOpa Jia ce AUCTaHIMpa O UJeja 32 CaMOCTaTHUM
pazom, c1o00I0M U XapMOHHJOM U KO je npuHyleH aa ce 6aBu pa3nuuuTUM
KOMEpLHjaTHUM ITocIoBUMa. Mnak, BayKHO UM je 1a TPH TOME y TOTITYHOCTH
He U3ryoe CBOj YMETHUYKHU HACHTUTET U JIMYHH [TOSTCKH U3pa3.
Qunancujcka numarba. Y HapaTUBUMa CTyAEHaTa Iperno3Hara je MoT-
peba 3a ¢unancujckoM curypHoirhy u 06e30ejuBameM )KMBOTHE €r3UCTEeH-
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uuje. Y cBojuM BH3HjaMa Mpo(ecHOHaIHOT KUBOTa ceOe BH/IE KA0 YMETHHKA
Koju, OaBehu ce HCKIBYUMBO CTBapallauKUM pPajioM, Y HAIllOj 3eMJbH HE MOXKE
7ia 3a/10B0JbU OBe noTpede. baBibeme caMo MpUMapHUM MIOCIOM, 32 KOjU Cy
Ce LIKOJIOBAJIM, HE MOXEe UM 00e30eUTH PEIOBHA IPUMamba U MPYKUTH CH-
T'YPHOCT y MaTepHjaJIHOM CMHUCITY.

Bonena 6ux najeuute oa umam cueypawn nocao 2oe hy umamu meceuna
npUMarkq.

Jla bux cebu obesbeduna Hexa HOBYAHA CPeOCMBA, OCIUKABAM
KYUce y nO30puuimy, npeoajem u OpiucuM npueamue uacose, jep mo
obesbehyje seha mamepujarna 0oopa.

Mopam bumu nasxcous ca Hogyem, da oopehenu 0eo 3apade cavy-
8aM Y CIyuajy 0a HeKko epeme He byde nocia.

Hucam nponawna navun kaxo 0a 00 ceojux ciuxa u ypmeoica, mj.,
ceoje ymemuocmu scueum y Cpouju.

basmwerve 0ooamuum/cpoonum nocrosuma. Y OKOIHOCTHMA y KOjUMa C€ Ha-
Mmehe nmotpebda aa ce npoHalhe nmocao koju he npykuTn ocHOBHA (PUHAHCH]CKA
pUMama, y CBOjUM Bu3ujama Oyayher mpodecrnoHaHOT KUBOTA CTYAECHTH
ce0e BHJIE Ka0 HEKOr'a KO ce, IOpe/] IMKOBHOI CTBapajalTBa, 0aBu CpOJHUM,
KOMEpLHjaTHUM HOCIOBUMa. Ba)KHO je HAarIacuTH J1a Cy MOCTIOBH, Y KOjuMa
cTyneHTH cebe Bue y OynyhHOCTH, OJMCKO IOBE3aHU Ca BbUXOBOM ITpUMap-
HOM NpoQecrjoM U MpyXkKajy UM IPUIUKY J1a U KPO3 BUX KOPHCTE U Jajbe
pasBujajy Beh credeHa 3Hama, BEMITHHE M CIOCOOHOCTH. Mmak, OGaBibeme
CPOIHUM, KOMEPIHjaIHUM IOCIIOBUMA TPa)XH JOAATHO ycaBpLIaBame KPo3
CTHUIalkbe¢ HOBUX 3HAaa U BEIITHHA.

Beh nap eoouna ce basum ‘punencom’ wmo 3nauu 0a camocmaino,
be3 gezanocmu 3a HeKy (upmy uiu KOMIAHUJY, HCUBUM 00 C802 3aHA-
ma. To cy yenasHom y numary nociosu y 6e3u ¢a KAACUYHUM OU3aj-
HOM 6eb-cajma, ambanasice, nocmepd, peKiama, UKOHUYd, no3aound,
anauxayuja 3a menegone u pauynape. Ilodjeonaxo paoum ‘vonyenm
apm’ 3a unmose uau uepuye Kao u urycmpayuje Koje cuysice 3a pex-
aamuparse npousgood.

Taoa cam sexcdoanra oa ypmam y Adobe npoepamuma na komnjy-
mepy — Photoshop u Ilustrator. Y mome cam buna ycnewna u mo me je
006e/10 00 danawre cumyayuyje.

Ja ce nucam ynosnana ca kpeamusHuM UHOYCIPUjama y ceemy Ko-
MYHUKayuje Kpo3 8010HmMuUparse, cmampam oa oux ce ocehana besna-
0€ICHO HAKOH OUNIOMUparLa Ha Daxynmemy IUKOBHOX YMEMHOCTI.

Jluunu ymemnuuku uspas. Vlako cy npunyhenu na ce guctaHuupajy o cBoje
MpUMapHe MOoTpede 3a MUPOM, XapMOHHjOM M CAMOCTAJIHUM paZoM, cede y
OynyhHOCTH BHIIe Ka0 HEKOra KO y 0aBJbEHY KOMEPLHjaJHUM MOCIOBHMA
JKEJIU J1a 3aJIp’KH, KOJIMKO Tl je To Moryhe, cBoje OpUrHHAJIHE CTBapalavyke
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uJigje ¥ JUYHU YMETHHYKHU U3pa3. YIPKOC KOMIIPOMHUCHUMA KOje MOpajy Jaa
Hanpase OaBehu ce cpogHUM, KOMEPIHjaIHUM MOCIOBHMA, y BU3HjaMa CTY-
JieHaTa je HarjalleHa TeKba Ja 3aJpKe CBOj MICHTUTET YMETHHKA Y KOME
je Harjacak Ha cJI000AH, CTBapalauKiM HjaejamMa U JINYHOj YMETHUYKO] T10-
€TUILIH.

Hmam my epcmy crobooe 0a, HakoH wmo 0odujem ungopmayuje o
uoeju u KOHyenmy, cama oonyuum kaxo he jynax uiu necamugay u3-
enedamu.

Baoicrno mu je 0a ce onpobam y wmo éuwe ooracmu. Anu, mpyoum
ce 0a paod Ha CONCMBEHUM UOEJAMA U TUYHO YMEMHUUKO Mpa2arbe Hu-
Kaoda He HanyCmuM.

Toxywaeam 0a ciukapcmeo cauysam Kao Hemakuymy u 4ucmy
cmeap (neynpmany myhum 3axmesuma, scemama u Hosyem). Taxo oa
Mu mo 0ohe Kao 3eH MOMeHam Koju umam camo 3a cede. [lospemeno
yaemu u Heka npooaja, anu npooajem camo ono wmo je eeh ypaheno
WY NOpYyuOUHe Y MOM CIUTLY.

Henosomwne opywmeene okornocmu

Pasmumssajyhu o cBojoj Oyayhoj nmpodecuju n 3amunusbajyhu csoje Oynyhe
po(heCHOHAIHO JIeI0Bambhe, a [10]] yTHIIAjeM TPEHYTHE CUTyaluje y APYIITBY
U YMETHOCTH, HapaTUBH CTyJeHaTa cy 000jeHH M NMECUMHCTUYHUM BH3Hja-
Ma KaJa Cy y NuTamy NPUIHKE 32 lbUXOBY OCTBAPEHOCT HA MOJbY JTMKOBHOT
CTBapajalTBa. ¥ HEKMM CHUTyalldjaMa HEM3BECHOCT, ocehaj Oe3Hane)KHOCTH
1 HEJOCTAaTaK jacHe BU3Hje MPOPECHOHATHOT KUBOTA PE3YITHPA]Y U UJIEjOM
0 HalylITamy npogecuje yMeTHHKA.

Jlow cmamyc ymemnocmu u ymemuuxa y opyuimsy. CBoje BU3Mje Mpo-
(hecHOHAITHOT JKMBOTA CTYACHTH CarjieaaBajy y KOHTEKCTY TPEHYTHE CUTYa-
Lyje y IpyLITBY, IOCEOHO y KYITYPH U YMETHOCTH. Y HapaTUBUMa CTYJCHA-
Ta M0jaBJbyje Ce J0KMBJbAj MOCIA JIMKOBHOI YMETHHKA Ka0 HEIPeIBUIUBOT
1 HEU3BECHOI 3aHMMamba, IITO MPEACTaBJba MOCICAMIY HEAOCTATKa jACHO
neduHHCaHe KyJITypHE HOJIMTHKE y Halloj 3eMJbu. HealexkBaTHU ycloBU U
3aHEMapUBake OCHOBHUX NMOTPe0a JIMKOBHUX YMETHHKA, MIOITYT IMPOCTOpa U
cpezacrTaBa 3a paj, Temkohe cy Koje orpaHnyaBajy BHUXOB HECMETaH CTBapa-
JaYKH pat.

Omearcasajyhe oxonnocmu cy yeek gunancuje 3a uzeolere, a onoa u
npocmop 3a usnazcarse. Tysicna npuya.

Hnu npamu cpye unu npamu nosay. I[la me jow u nonpexo noene-
0ajy Kaoa Kazjceur —jcenum ieny u geauxy Kyhy ca dgopuwimem, nca
u mauxy, 0a umam Hosya da nymyjem... 1 onda uoew ynuyom u auouiu
bunobopo — zaspwuhy parc, paoum y Mexy.

Hawia cpeduna nuje najnioonuje mecmo 3a ymemuuukuy pao.
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OHo wmo me je 0oseno y cumyayujy oa ce oeum basum (pao ca Oe-
yom y epmuhiy) jecme cumyayuja y opacasu y Kojoj nocao y cmpyyu, y
CMUCTY 0a paOuUM OHO 3a WA CaM Ce WKOI08ALA — Od CIUKAM, MOZY
camo 0a carbam.

Heycknahenocm obpaszosne u kynmypre noiumuke. Pazmunisbajyhu o cBom
poQeCHOHATHOM JKHBOTY U TIO3UIHMjH y KOjOj C€ Hajase, yclieJ HEeNOBOJb-
HUX JPYIITBEHUX OKOJHOCTH, Oyayhw JINKOBHM yMETHHUIM YECTO UCTHUY
HE3aJI0BOJGCTBO CTYJIHJCKUM IPOTpaMoM Ha (akyiITeTy Koju cy noxahamm.
3Hama 1 BEIITHHE KOje CY CTeKJIN Ha (paKyITeTy HUCY JIOBOJHHHU 32 OaBIhEHHE
Pa3IMYATHM MTOCIIOBHMA KOjEMa MOTY Jia 00e30erne cebu ersucreHnujy. Cry-
IUjCKH TIporpaM Ha QaKyyiTeTy HHje UM OMOTYNHO aJileKBaTHY IPHUIIPEMY 3a
HOBE YJIOT€ KOje ce O]l BbHX OUeKyjy Ha TPXKHIITY, KOje je KOMEepITHjaTn30-
BaHO M KOje HUje yCMEPEeHO Ka cI000THOM YMETHHUKY. CTy/IeHTH NCTHUYY J1a
0o0pa30oBHa MOJUTHKA M CTYIHjCKH TTPOrpaMu Ha (akyIaTeTy HUCY ycKialhe-
HU ca KyJITYyPHOM IOJHTHUKOM, CTambeM y OOJIACTH JINKOBHUX YMETHOCTH H
IOJIOYKAajeM MJIAJIUX TMKOBHUX YMETHHKA Y HAIIOj 3eMJbH KOjU CY 3aBPIIHIIH
(hakynTeT M KOjU MOKYIIaBajy Ja MpoHal)y mocao y cTpyIy U Ha Taj HAYWH
00e30eze ceOn er3uCTEHITH]Y.

3uara koja cam cmexia Kpo3 meopujy (na gaxyimemy) HUcy 00-
80/bHO NPUMEHBUBA HA NPODECUOHATHU C8eM Y KOjU CaM 3aNauea-
na. He 3nam 0a nuwem npojexme, He 3HAM HUWMA O NPOOAjU CEOJUX
gewmuna.

C 063upom na mo oa Daxyrimem Huje UCNYHUO MOja OYEKUBAIA
U OHO WMO cam dicenena 0a OCMeapum YnUCU8arem u eOyKayujom Ha
080OM (haxynimeny, 0OAYHULA CAM Joul Y NPEOJ 200UHU Od ce no3abasum
OHUM WMO ce Oeulasd 6amn Paxyimemad.

Ilpogpecuonanna necueypnocm. CarnemaBame cBoje Oymyhe mpodecuje y
KOHTEKCTY HEMOBOJHHUX JIPYIITBEHUX OKOJHOCTH y HAPATHBUM CTYJICHATA
MoHeKasa je mpaheno 0e3HaAe)KHOITNY 1 HETIOCTOjalkeM jacHe BU3Hje mpode-
CHOHAJIHOT KMBOTa. [IpumapHa motpeda 3a cTBapaladykKuM PaJioM H JbyOaB
IpeMa JTUKOBHO] YMETHOCTH T0JbyJhaHa je CHTYaIlH]OM KOja HHje HaKJIOmEHA
MJIaIIM YMETHHUITNMA, TIa HEKH Off BHUX Y OyayhHOocTH cebe Buae Kao 0co0y
KOja OIycTaje ol MpuMapHe mpodecHje U TOHOCH OMIYKY Ja ce OaBU HEKUM
JIPYTHM TIOCJIOM. Y OBUM HapaTHBHUMa IIpeoBialjyje 10)KHUBJbaj MOTITYHOT T'y-
OWTKa HaIe M CMICIIA a Ce OCTaHE y TMOCITy YMETHHKa Koju He 00e30ehyje
er3UCTCHIIN]Y.

Y mpenymmnoj cumyayuju nuxao ce ne bux ycyouna 0a Hcusum u paoum
060€ KA0 CAMOCMANHU YMEeMHUK U He MUCIUM Oa fie ce mo y ckopuje
8peme npomMeHumu.

Hoeja umam nyno, ono wmo npumehyjem oa mu gaiu cy Haoa u
ONMUMU3AM.
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Tpenymno padum y jeonoj ¢habpuyu koja ce Hedagho omeopuia y Oau-
3uHU Mecma y Kojem srcusum. Ilocao ce muye ckianarea eneKmpoHCKUX
ypehaja u modice ce okapakmepucamu Kao Mmunudan paoHudKy nocao
be3 npemepane unu ukakgee kpeamusHe ciobooe. Llimo ce nocia muue
3a0080/bHA CAM PYMUHOM U YUSPAHUM NPAGUIUMA KOje OH HOCU, NPU-
Jjamua npomena y 00HOCY HA KOHCMAHMHY NPOMEH/bUBOCH HA (PAKYI-
memy, HeCucypHOC U OCMaJle CIUYHe 0CODUHE Koje npUpood TUKOGHUX
YMEmHOCMU HOCU.

JUCKYCHIA

CarnenaBame BU3Mja CTyJCHATa JIMKOBHUX YMETHOCTH O CBOM MpodecHo-
HAJHOM XHBOTY M paly oMmoryhaBa HaMm aa 100WjeMO YBUJ y TO KaKO OHH
ce0e BHIe HAKOH 3aBpILICHOT (haKyyTeTa, KakBe Cy UM aciupauuje, notpeode,
Koje mpobneme npenpuhajy u Kako BUJE CBOj MPOoGeCHOHATHH JKHBOT y KOH-
TEKCTY TPEHYTHE CUTYalllje Y YMETHOCTH Yy HaIlOj 3eMJbH. J[pyraunje peue-
HO, IMaMO IPUJIMKY J1a OCBETIMMO HaJle M CTpaxoBama Oyayhux yMeTHHKa
y BE3H €a CONCTBEHUM NPOPECHOHATHUM YUYECTBOBAEM y JIPYLITBY, KYJI-
Typu U yMeTHOCTH. OBH YBUIU MOTY J1a HaM Oyy KOPHUCHH 3a JeQHUHHCAbE
CMEpHHUIIA aJbEeT Pa3Boja CTYAMjCKUX MPOrpaMa Ha paKyaTeTHMa JUKOBHUX
YMETHOCTH. Y aHalu3W IOjaTaka MU3ABOjeHE Cy TPH TEME KOje OCIMKaBajy
Bu3uje Oynyhnx yMeTHHKa 0 CBOM MpOQecnoHaTHOM KUBOTY U pany: (1) Ja
cam ymeTHUK! (2) [IpexxuBeTn, a octatn ymeTHUK U (3) HermoBoJbHe ApymIT-
BEHE OKOJHOCTH.

PesynTaTu Hamier HCTpa)KMBamba yKasyjy Ha TO 1a je y Bu3ujama Oyayhux
YMETHHKA O COIICTBEHOM NMPO(ECHOHATHOM KUBOTY U pajy HarjamieHa Jby-
0aB peMa yMETHOCTH M JIMKOBHOM CTBapaJlallITBy. Y HapaTHBUMa je jaCHO
youJbMBa YHYTpallliba MOTHBaNMja Oyyhnx yMeTHHKA 3a CTBapambeM yMeET-
HUYKHX JIeia U BUXOB J0KHBJbAj JIMKOBHOI CTBapalialliTBa Kao MpUMapHe
notpebe u Hedera Oe3 yera ce He MOXKeE, ILTO YKa3yje Ha TO Aa jeé YMETHOCT
jenaH ol BAKHHMX aclekaTa HBHXOBUX HIeHTHTeTa. OBH Hala3u NOTBphyjy
uneje xapusmamuunoz muma (Reyseng, Mangset & Borgen, 2007) u moen-
TUPajy €CTETCKY BHU3Mjy M JMYHHU YMETHUYKH U3pa3 Kao KJbyYHH MOTHB y
CTBapamwy yMEeTHUYKOT Aeia. MehyTum, Hanasu ynyhyjy u Ha TO fa cy BU3mje
Oynyhux yMeTHHKa O CONCTBEHOM NMPO(ECHOHATHOM KUBOTY U paxy o0oje-
HE HEM3BECHOM CHUTYAIlMjOM Ha MI0Jby YMETHOCTH Y HAIIOj 3eMJbH. JJ0KUBIbA]
HEa/IeKBaTHOT II0JIOXKAja JIMKOBHUX YMETHHKA Y APYIITBY, HEH3BECHOCT,
HEMOTYRHOCT MpoHaNaxema Mocia y cTpyuu u ode3dehuBama marepuja-
HE er3uCTeHIje OnaXkajy ce y HapaTHBMMa CTyJeHaTa U NMOTBphyjy Hamase
MPETXOAHO 00aBJbEHUX UCTPAKMBAKA Y APYyTUM 3eMibaMa (Alper & Wassall,
2006; Bridgstock & Cunningham, 2016). Hana3u Hamer uctpakxubama yKa-
3yjy Ha TO J1a HEMOBOJbHE APYIITBEHE OKOJIHOCTH, KOj€ JINKOBHUM YMETHU-
uuMa He omoryhasajy aa, Kpo3 ocao Koju Boje, 00e30ene ceOu Mmarepujanny
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CUTYPHOCT, MOTY Jla OBEeIly O MPOMEHa KHUXOBOT MPOGECHOHATHOT UCH-
tuTeTa. Te mpoMeHe nmoapa3zyMeBajy AUCTaHIIUPaE Ol MPUMapHUX MoTpeda
3a CAaMOCTAJIHUM CTBapajadyKuM paJoM U XapMOHHUjOM, ITpriiarohaBame Tpe-
HYTHOj CHTYyalllju Ha TPXUIITY M MpaBJbeHhe KOMIIPOMHCA Kpo3 OaBIbere
CPOIIHUM ITOCTIOBUMA KOjU 3aXTEeBajy CTUIakhEe HOBUX BEIITHHA U 3HAHA, IITO
jey CkIaay ca Hajla3uma JIPYyTHX UCTPaKUBama (Bridgstock 2005). donar-
HO, MPUHIUITH OBAKO Ne(PUHUCAHOT TPIKHUILTA MPUBUIIETY]y OHE YMETHHKE
KO_]I/I cy Beh y BUIIIMM JAPYIITBCHHM U COLHOCKOHOMCKIM CJI0jeBUMa, jep OHU
MMajy CpeACTBa U pecypce Koje MOTy Ja yJaoe Kako Ou MOriu u aa npodu-
tupajy (Apple, 2013). 3a pa3iauky oIl BUX, OHU KOjH HEMajy TaKBE YCIIOBE
JICTIPUBUIICTOBAHU CY M TEIIKO MOTY Jia 00e30e/1e pUHAHCH]CKY CHTYPHOCT,
LITO MOJKE J]a BOJH Ka O€3HaIe)KHOCTH, 12 Y KPajib0j TUHUJH U Ka OJIYIU 1
OZyCTaHy O] IPUMapHe npogecuje.

Kao mro je cnyan Uy IpyT'UM 3eMJbaMa y CBETY U KO/ HAacC CE CBE BHILE
HarjamaBa 3Ha4yaj KpeaTuBHHX uHIycTpHja (Sluzbeni glasnik Republike
Srbije, 2018) 1 moci0Ba KOjU Cy Y BE3HU Ca pa3IMYUTHM 00JIaCTHUMa YMETHOCTH,
y TeXKHH JIa CE Ha Taj HAYUH YTHYE Ha CHAXXHUJU €KOHOMCKH Pa3Boj JpXKaBe.
Cge je Behu 0poj KOMHaHI/Ija Ha TPXKULITY KOje 3aXTeBajy WHTEPAUCIUIIIHU-
HapHy CUMOHO3Y Y KO0jOj YMETHOCT U KPEaTHBHOCT uMajy OUTHY WJIH KJBY4HY
yiory. Y KpHTHKama Koje ce ymyhyjy KpeaTHBHIM WHIyCTpHjaMa yKa3yJe
ce Ha TO Jia IWJb MO3MBamka Ha IAPOBHUTE MOjEANHIIE H FbUXOBE TAJICHTE HUje
Kpeupame ayTeHTUYHHX YMETHHUYKHX Jena, Beh muxoBo uckopuinhaBame
U CTaBJbamhe Y (DYHKIIM]Y OCHKMBaha TPXKUIITA U KanuTaia. Ha Taj Hauun
KpeaTHBHE MHIYCTpHje HE MOACTUYY pa3Boj YMETHOCTH M TojequHIa, Beh
pasBoj Tpxkuinta u npodura (Vuksanovié, 2016). Hamu ucnuranuny npe-
no3Hajy na ou y 6ynyhHoctn mMorim na Haljy MecTo y OBOj HIMPOKO] U, jOLI
yBEK, HEMPEUH3HO JIePUHUCAHO] 00JIACTH KpeaTUBHE MHIYCTPHje, KaKo OH
CBOjOM KpeaTHBHOIINY M TaJeHTOM IONPHHENH Pa3BOjy WJIW OM OWiIH HO-
CHOIIM HOBOT €KOHOMCKOT' pa3Boja, aiu Ja he y TOM IMpolecy y4ecTBOBATH
HCKJBYYHMBO Ka0 CAMOCTAJIHM YMETHHUIIM KOju he Mopatu nia ce 6ope 3a cBoje
MecTo. M3rnena kao aa noctoju 60ja3aH ja Ou yCIenHo MO3UIIHOHUPahe Ha
TPKULITY, KA0 HEKOra KO 3Ha Jia TIpoJia OHO IITO CTBapa M CTBapa OHO IITO
ce Tpa)ku, HY)KHO 3HAYMJIO U I'yOMTaK JUYHOT NeyaTa W CBOje WHIUBUIY-
anHe KpearnuBHocTU. CTy/IEHTH cMaTpajy Ja Ha OCHOBHHUM CTYAHMjaMa HUCY
JNOOMITM 3HAWa U BEIITHHE KOje Ce TpayKe Ha TPXKHILTY, aJli Cy CBECHHU TOTra
KOja 3Hamka UM HEIOCTajy (IIacupame yMETHUYKOT JIe)ia, MMCAe MpojeKara,
3HaWka U3 00JIACTH BeO-Au3ajHa, Kopullheme pa3InuyUTHX KOMITJyTEPCKUX
porpamMa M CIMYHO) U Ha KOjU HAUMH 0 BUX MOTY Ja noby. JacHo uM je u
TO na cy Ha PakynreTy 1OOMIM OCHOBY M OHO IITO j€ TJIaBHO, LITO HE MOXKE
Jla ce cazHa Ha KypCeBHMa — HETOBame W pa3BHjambe TAJCHTA, YMETHUUYKO
pasBUjame NOETHUKE U KpeaTUBHU HAUYMH MPHUCTyNama npobiemuma. Jpyrum
peunma, PakynTeT je Harnacak CTaBjbao Ha Pa3BOj UACHTUTETA ,,XapH3Ma-
TUYHOT” YMETHHUKA, a HE Ha pa3BOj HICHTHTETA ,,TProBua’.



341 Busuje cmyodenama gaxynmema 1ukogHux ymemmnocmu

TpeHyTHa ApyImITBEHa CUTYyalMja y 00JacTH KyJIType U YMETHOCTH 3aX-
TEBa OJI MJIaJNX YMETHHUKA Aa Oyay (IeKCHOWIHM U 2 ce MPUIaroje HOBO-
HaCTaJMM OKOJIHOCTHMa KoMeplirjaiu3anuje 1 komoaudukanuje (Royseng,
Mangset & Borgen, 2007), oqHOCHO J1a OBIIaJiajy BELITHHAMa TProBla KOjH
CBOje JIeJIO CTBapa U IJIaCHUpa TaKO Jia OHO MOXKe OUTH KYILJBEHO U ,,u3 (o-
tesbe”. [IpobieM y 0BOM npuiarohaBamy JpyHITBEHO] CUTYAIUjH HH}E TO IITO
JI0JTa3H JI0 IIPOMEHE HUXOBOT TPOPECHOHATTHOT HIICHTHTETa, Beh TO ITO cy y
TOM IPOIIECY MpenyITeHn ceou. Y mpoiecy o0pa3oBama U TOKOM CBOT JIHY-
HOT' ¥ TPO()ECHOHAITHOT pa3Boja, CTYICHTH HUCY pa3BUIIM aJalTHBHE MeXa-
HU3ME Koju OM UM oMoryhuiu ja ce jakine cHal)y y cBeTy KOjuM yrpaBibajy
TPKULITHY TPUHIUIN ¥ 3aKOHHU MOHYIe U noTpaxkme. [locnennyno, Oyayhu
YMETHHUIIM Yy CBOjJUM HapaTuBuMa npensubajy 3HauajHe ¢pycrpaiimje, He3a-
JIOBOJBCTBA, A YaK ¥ OE3HAJCKHOCT y CBOM MO3UIHOHHUPAY HA TPKHUILITY
pana. Jla 6u ce peuruin HapacTajyhe aHKCHO3HOCTH U IPEBA3HIILITH HEIIOBOJb-
HE OKOJIHOCTH U Jia OM YCIIeNIH J]a PeKOHTEKCTyaIu3yjy CBOja CTeUeHa 3Hamba,
BEIITHUHE U CIIOCOOHOCTH, IITO TPKUINTE pajaa of mux 3axTeBa (Bridgstock
& Cunningham, 2016), moTpe0HO je aa 1001jy UHCTUTYLIHOHAIHY MOJPIIKY
Y HEONXOHY MpHUIIpeMy Beh TOKOM CTyauja.

3AKJBYUAK N UMIUIMKALIMIE NCTPAXKHBAIBA

['maBHM 3aKJbyYaK HalleT HCTPAKUBAHA € J1a CY UJICj€ XapUuzMamuiHo2 Muma
y BU3HjaMa cTyneHaTa PaKynrera JMKOBHIHX YMETHOCTH O COTICTBEHOM IIPO-
(hecHOHAITHOM XXUBOTY U paJly UCIIPETICTaHEe Ca HEM3BECHOM CIIMKOM Oyyhe
npodecuje, Kojy KapakTepuiine 6opda Ha TPKUIITY U CTHIAHE HOBUX BEIITH-
Ha ¥ 3Hama MOTPEOHMX 3a TIOCTIOBE U3 CPOJHUX 00JIACTH, KOjuMa je Moryhe
00e30eanTH (PMHAHCH]CKY CUTYPHOCT. Y CBOjUM HapaTwBHMa Oymyhu ymer-
HUIK ce0Oe BHJIE Ka0 HEMTPHUIIPEMIbCHE 32 HOBE YIIOTE U IPEnyIlTeHe ceOu.
I'maBHE MMIITHKAITH]E HAIET HCTPAKUBAKHa BUIUMO Y TIOTPEOH 32 Mpo-
MEHOM TIOJINTHKE BHCOKOT 00Opa3oBama Ha (haKyaTeTHMa JIMKOBHUX yMET-
HOCTH KaJia Cy y MHUTamy CTYAM]CKH MPOTpaMu M caapxaju ydema. Kako
Ou CBOjUM JUIIIIOMIIMMA TPy KHIH KOMIIETEHIIH]E 32 KOje Ce TPETIIOCTaBba
na he OMTH KJBYYHE 3a YCIENTHO TMO3WITMOHMPAE HA TPXKUINTY pana, da-
KyJITETH JTUKOBHUX YMETHOCTH OM Tpebayio Ja yHEeCy M3MEHEe Y CTYIHU]CKe
IporpaMe U cajpkaje yuema U, y CKIaay ca MocTojehnM KOHTEKCTyaTHUM
yCIIOBHMa, PEHHTEPIIPETHPAjy 3HAMA U BeIITHHE Koje Hyne. C jeHe cTpane,
B)XHO j€ J1a 3aJIp’KEe CBOjy OCHOBHY (DYHKIIH]Y HOCHOIIA BUCOKE YMETHOCTH
y JIPYLITBY KOjy, U3Meljy ocTasor, ocTBapyjy ¥ Kpo3 HErOBambe YMETHUIKOT
UACHTUTETA CTyJACHATa, pa3Boj BUXOBC JIMYHE YMETHUYKE IMOCTUKE U Kpca-
THUBHOT IIPUCTYTIA y pemanamy npodiema. C pyre cTpaHe, y OCMHIIIbABAY
MJbEBa, aKTUBHOCTH W MPOTPAMCKUX caapikaja HEOMXOIHO je Ja, MOpen
eCeHIMjaTHUX MTUTamka, BOJE padyHa U O er3UCTEeHIIHjaTHIM, TpunpeMajyhn
CBOj€ CTYACHTE 32 MPOAYKTHUBHO (DYHKIIMOHHUCAHE Y JIPYIITBY, KYITYypH U
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ymeTHocTH. Ha Taj HaumH, (akyaTeTH Cy yCMEpPeHH Ka 00pa30Bamy yMeET-
HUKa Ka0 WHAMBUIYaJTHUX, ayTOHOMHUX 0C00a, KOje HCTOBPEMEHO MOT'Y Jia
OCTBape CBOje MOTEHIIMjaJie, ajld U Jla Te MOTEeHIMjane yrnoTpede 3a cBoje
MO3UTHIIMOHUPAE KA0 aKTUBHOT YYECHHUKA Yy TIPOMEHJbUBUM JIPYIITBEHHM
OKOJTHOCTHMA.

3axTeBH TPXKHUIITA MOAPa3yMeBajy oapeheHe crienqupuuHOCTH Kaja je
ped o npodecHoHATHOM aHTa)KOBaly JTHUKOBHUX YMETHHKA, O ueMy Ou da-
KYJITETH JHUKOBHHX YMETHOCTH Tpebaso Ja BoJe pauyHa. Y NUTamwy je 3a-
MOCJICHOCT KOja MMa MPUBPEMEHH KapaKTep, OJHOCHO KapaKTep caMo3amoc-
JICHOCTH (ILITO CTYJISHTH Y CBOjUM BU3HjaMa OyAyNHOCTH HHTYUTHBHO Mpe-
Bubajy). C 003upom Ha To, cTyneHTH Ou Tpebanio qa Oyay npunpeMIbeHH 3a
LIMPH PacrioH 3aHUMama/mpodecuja y Kojuma OM MOTIIHM CTPYYHO Ja MapTH-
uunupajy. To, uamehy ocrasor, 3axreBa na Oyay (ICKCHOMIIHH, ONTHUMUC-
TUYHU ¥ OCIOCOOJHEHHU 32 KPEaTHBHO JOHOIICHKE Oaiyka. PajHa xapujepa
YMETHHUKA Y OBAaKBUM OKOJIHOCTHUMA CACTOjU C€ M3 BHIIE MCIYHEHUX MPO-
JEeKTHHUX 3aJaTaka, 300r yera O CTyIEHTH Tpebaso Ja CTEeKHY U BEIITHHE
3Hama 0 YIpaBJbakby KapHjepoM U MPOjeKTHMA.

Kako 6u ce Oynyhu TMKOBHH yMETHHIIH jOIII TOKOM CTY/H]ja YIO3HAIH Cca
yCJIOBUMA Ha TPKUILTY, PaKyITETH JUKOBHUX YMETHOCTH OU Tpebao na yc-
MOCTaBE Capajiiby ca YMETHHIIMMA U IPYTHM CTPYyUalliMa KOjH Cy J0Ka3a-
HU TPO(ECHOHANIIN Y YMETHUYKUM H/HIIH CPOAHUM obnacTuma. [lomenyTa
capajiiba MOra OM J1a ce OCTBapH KPO3 HBHXOBO CUCTEMATCKO YKJbYUHBaHE
y HacTaBy Ha (haKynTeTy, aJid U KPO3 CTYACHTCKY MPAKCy y KOMITaHUjaMa y
KojuMa Ou HHMXOBa 3Hara MOorJa Jia Oyay ynorpedsbena. O0pa3oBame yMeT-
HUKa y CaBpeMEHOM JApYIITBY Tpebajo Ou aa moppasymeBa U ocrnocolibe-
HOCT 3a pa3yMeBame Luper, Mel)yHapoaHOT OKpyIKeHwa, aanTabHIHOCT Ha
MPOMEHJBUBOCT KYJITYPHHUX, TEXHUYKHUX, TOCTOBHUX U €CTETCKHX 3aXTEBa.

VY cBojuM BHU3HMjaMa MpOo(ECHOHAIHOT JKUBOTa CTYACHTH NpeaBuhajy aa
0aBJbCHHEM TOCTIOBHMA Y 00JIACTHMA KOje Cy CPOIHE JTUKOBHHM yMETHOCTH-
Ma MojJpa3yMeBa CTHIIal¢ HOBUX 3Hamba, BEUITHHA M CIIOCOOHOCTH, ajl W
o0e30ehuBame puHaHCHjcKe cUTypHOCTH. CTOra OM, Y OKBHPY CTYIHjCKUX
nporpama Ha QaxkyaTeTHMa, OMJI0 HEOMXOIHO Ja ce nmoctojehu canpxkaju u3
00J1aCTH JIMKOBHUX YMETOCTH YIOTIHYHE cajJpiKajuMa M3 CPOIHHX o0iac-
TH Kao WITO Cy rpaguuKy AH3ajH, aHUMaluja, KOMYHHUKAalHja, MapKETUHT
u cauuHo. Kako Ou Ha KBanuTeTaH U (pyHKIMOHAIAH HAYMH MPUIIPEMUITH
CTY/ICHTE 32 HOBE YJIOT€ KOje Ce O] IbMX OUCeKYjy Ha TPXKHUILUTY paja, u Ha-
craBHUIM (pakynTera Ou Tpedao ja ce Npo(eCHOHAHO ycaBpIlaBajy, Kpo3
noxahame o7aTHe 00yKe y BE3U ca HOBUM 3aHUMAambUMa U HAIIPEIHUM TeX-
HOJIOTHjaMa y 00JJaCTH YMETHOCTH U KPEeaTUBHOT pajia.

Ha 3aBpiuHOj roquuu (akysiTeTa TUKOBHUX YMETHOCTH MJIH HA MacTep
CTyJIMjaMa HEOIXO/HO je YBAXKUTHU TEXKIbY CTYyJICHaTa Jla Ce ONpeesie 3a ofl-
pehenn npodun kpeatuBHUX cTpyumaka. C TUM y Be3H, Oyayhu JTHMKOBHU
YMETHHIM OH, jOII TOKOM CTyJHja, Tpebauo Jla CTEeKHY HEONXOAHE KOMIIe-
TEHIIMje U J]a ce YIO3Hajy ca JeNaTHOCTUMa y KojuMa he mohu na ymotpebe
TaJeHaT U (pyHIaMEHTallHe YMETHHUYKE BEIITHHE, KaKo OM ce JIaKIle U yc-
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MENIHUje TO3UIUOHUPAJIA HA TPKUIITY YMETHHUKHX U CPOJAHUX 3aHUMAamba
Y Ha Taj HAYWH OWJIM Y NPUJIUIH Ja 00e30e/1e MaTeprjaiHy U (PMHAHCH]CKY
CUTYPHOCT, Y3 3aJpKaBambe JUIHOT YMETHUYKOT U3pasa.

VY najbuM HCTpa)KMBamkUMa Y 0BOj 00JIACTH JAOJATHH YBUJ Y BU3H]jE OY-
nyhux ymMeTHHKa 0 cBOM MPO(eCHOHaIHOM )KMBOTY U paJy Morao Ou ce ao-
OWTH M KPO3 MHAMBH]yaJIHE W/UIIW TPYIHE UHTEPBjye Koju Ou omoryhuiu
0oJby enabopaliujy HHXOBHX IepcrnekTrBa. Takohe, OuI0 OM CBPCUCXOIHO
Jla ce BU3Mje CTy/AeHaTa JUKOBHUX YMETHOCTH MTOCMATPajy M y MIMPEM KOH-
TEKCTY KyJTYpHE MOJUTUKE y HalleM OpYIHITBY, To Ou omoryhumno ¢op-
MUpambe CMEPHUIIA 32 KYJITYPHO-TIOJUTHYKE TIPOMEHE Y 001acT TUKOBHUX
YMETHOCTH. Y HapeIHUM HCTpaKMBambMMa OU ce MOIJe pa3MarpaTH U mep-
CIEKTHBE CTyJeHaTa IpPYyrux (akyliTeTa YMETHOCTH y HAIIOj 3eMJbU, OHIIO
KBaJIUTATUBHOM, OMJIO KBAHTUTATUBHOM METOJIOJIOT HjOM.
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I[MTPUJIOT 1

Ynymcmeo 3a nucarpe npude

MonuMo Te 1a HaluIel jeAHY IpUudy y K0joj CH TH TJIaBHH JIHK.

3aMucIIH 1a CH 3aBpIINO/3aBpiinia ¢pakyiTeT. Moaumo Te 1a HaMm
[pHYanl 0 TOME KaKo M3IJIeAa TBOj NPpOodeCHOHATHH KUBOT. Onuin
HaM CBe peJieBaHTHE acleKTe CBOT paja U Mocia KojuM ce 6asui. Mo-
JUMO Te Aa MOKYIIAIl Ja jJo4yapall M CBOja pa3MHUILbamba, CTABOBE,
ocehama (Kako TIO3UTUBHA, TAKO M HEraTHBHA), (HE)3a10BOJBCTBA, IIPO-
OneMe y Be3M ca 1ocjaoM kojuM ce 6asunr. IlIta je To mTo je goBesno a0
Mo3uIHMje y K0joj ce caaa Hanasum? Koju cy HajBakHUjU pecypcu Ha
Koje ce ocamanl y cBoM nociy? Kako carneaaBai cBoj mocao y KOH-
TEKCTY CBOT )KMBOTA M JPYIITBA Y KOjeM >kuBHII? [ 1111 HaM 0 CBOjUM
npoecHOHaIHUM TUIAHOBUMA, HaJambuMa, BU3njaMa Oy ayhHOCTH.

[Ipuyy HanmuIM y cajanimeM BpeMeHy, Kao Aa cu GaxkynTeT Beh
3aBPIIMO/3aBPIINIIA ¥ OMHUCYjEll CBOj TPEHYTHU NPOPECHOHATHY KH-
BOT U TIOCA0 KOjUM ce OaBuIIl.
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Abstract. In our country, research about students’ vision of their future professions
are very rare. When it comes to fine arts students, these research does not exist at
all. There is always a myth associated with the understanding of the personality
of artists, and they are considered to be specific, charismatic persons, who have a
strong motivation and a need to perform creative work. However, this myth has been
challenged in the last decades due to the commercialisation of art. Therefore, in this
paper, we will deal with their visions of their professional life and work. The aim of
the research is to examine how the future artists visualise their professional life and
whether the idea of a charismatic myth is present in their visions or whether they are
perhaps shaped by requirements of the current situation in the field of culture and
art in our country. The sample included 39 students of the fourth year of the Faculty
of Fine Arts in Belgrade. In the processing of data, we applied the qualitative thematic
analysis of the content obtained based on the written testimonies given in the form of a
story. The results of the research indicate that the ideas of a charismatic myth are a cen-
tral motive in the narratives of students and that they are interwoven with the uncertain
image of their future profession and their unpreparedness for new roles in society. The
paper presents the implications related to higher education policies at faculties of fine
arts, as well as the recommendations for further research in this field.

Key words: fine arts students, visions of the professional life, charismatic myth, art
market.

THEORETICAL INTRODUCTION

This study focuses on the visions of fine arts students of their professional life
and work. In our country, rarely does one find research dealing with students’
visions of their future professions (Gutvajn & Deri¢, 2011). There have practi-
cally been no such studies on a sample of students of fine arts, except for re-
search on their perceptions of the profession of fine arts teachers (Joksimovic,

" Note. The article is the result of the work on projects From fostering initiative, cooperation
and creativity in education to new roles and identities in society (no. 179034) and Improv-
ing the quality and availability of education in the processes of modernisation of Serbia
(no. 47008), financed by the Ministry of Education and Science of the Republic of Serbia
(2011-2019).
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2017) and research on the status of young people and young artists in our
country (Gavrilov, 2010).

Artists are usually perceived as particularly talented/gifted people ca-
pable of creating unique pieces of art. The only lead in creating artwork is
a pure aesthetic vision, not a financial benefit they might accrue. Therefore,
in understanding the personality of the artist there is a myth about them as
specific, charismatic persons (Reyseng, Mangset & Borgen, 2007). Accord-
ing to this myth, the artist is someone who has an innate talent and who is
predestined for it, and therefore the talent is not an acquired status or a matter
of personal choice. It is generally accepted that artists have an intrinsic mo-
tivation to deal with artistic work and aspiration to connect personal identity
with creative, artistic practice (Bridgstock & Cunningham, 2016). Viewed
through the prism of education, this perception of the artist is consistent with
the pedagogy of “essence”, as Suholdski calls it (Suhodolski, 1974), which
“places the personality of the individual at the centre and directs their actions
to the development of their inner life” (Coli¢, 2014: 346). Within this concept
of education, there is a tendency to encourage an individual to actively and
productively articulate their potentials. The artist is, therefore, an individual
who, guided by the question of what to become, tries to develop their poten-
tials and to realise themselves as a unique, creative and critical being through
their actions and even through their profession. Over the past few decades,
there have been some changes in the field of artistic production (commer-
cialisation and commodification) that challenge this myth (Reyseng, Mangset
& Borgen, 2007). Unlike the earlier non-commercial standpoint, the under-
standing of artistic work today is increasingly involving the issue of money
and earnings connected to it (McRobbie, 2002). These changes are a part of a
wider globalisation process that engulfs all areas of society, including culture
and art (Smirs, 2004). In order to explain this process, it convenes to mention
the notion of “cultural industries” (Horkheimer & Adorno, 1974), in more
recent literature “creative industries” (Vuksanovié¢, 2016), which includes all
those artistic activities interpreted through the production, distribution and
consumption of works of art, whereby what was “once” a sign of person-
ality, individual creativity and reception, became nowadays a standardised
commodity product for mass consumption” (Vuksanovi¢, 2016: 1301). Under
these circumstances of art commercialisation, there is inevitably a degrada-
tion of the “artwork into the merchandise, and the artist into the day labourer”
(Bozovi¢, 1984: 40). In the field of education, the globalist paradigm follows
the pedagogy of “existence” (Suhodolski, 1974), based on the understanding
that “real life has its own laws, and that it is right that people are educated
just for such a life, not against it” (Coli¢, 2014: 352). According to such a
pedagogical paradigm, the issue of education is based on the preparation of
an individual for life in given social circumstances. A key critique addressed
to such understanding of education, which is in the function of a neoliberal
globalist paradigm, is that it “lies on the same model as entrepreneurship (in-
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vestment and expectation of profit), and educates “for the life of consumption,
for conformism, and not for “life of action, critical thinking and challenging
the foundations of the system, for what actually enables genuine freedom of
choice and freedom in general” (Coli¢, 2016: 3). In this process, the student is
seen as “a kind of material, as an instrument from which one is supposed to
produce what is necessary” (Coli¢, 2014: 355). In such social circumstances,
the artist is someone who can understand, regardless of what they consider
to be the essence of their identity, the needs and essence of the social context
in which they live and work and demonstrate their readiness to adapt, while
preserving their autonomy and adopting a critical attitude towards themselves
and the world in which they create.

In these social circumstances, young artists are expected to be flexible,
independent and trained to do various jobs. They are expected to reconstruct
the existing knowledge, skills and competences acquired during the studies
in order to be ready for different business situations and tasks (Bridgstock &
Cunningham, 2016). They often have the opportunity to cross the boundary
between pure art and commercialisation of art by doing part-time jobs on the
market (Bridgstock, 2005). The need for adaptation and flexibility leads to
significant changes in the professional identity of young artists (Matthews,
2011). Some authors think (Morgan, Wood & Nelligan, 2013) that young art-
ists begin to accept the state of insecurity and uncertainty in terms of finding
a permanent job to the extent that they begin to recognise its advantages,
such as personal freedom and change (Bridgstock & Cunningham, 2016). The
results of the research conducted in the world, which focus on the status of
young artists, indicate that, in comparison to other professions, artists are
rarely permanently employed, they do occasional jobs or are engaged only a
few hours a day, therefore they have lower income, while only a small number
of them really manage to build their artistic career (Alper & Wassall, 2006;
Bridgstock & Cunningham, 2016). Despite the uncertain employment oppor-
tunities and unfavourable financial conditions, young artists still prefer to
continue to engage in artistic work rather than to find a secure job in some
other profession (Hesmondhalgh & Baker, 2010; Taylor & Littleton, 2008).
They are ready to partially leave their personal artistic poetics and ideas in
order to realise commercial success and acquire financial resources, but they
are unprepared to completely change the profession (Reyseng, Mangset &
Borgen, 2007). When it comes to fine arts students’ visions, the findings of
the research indicate their low expectations regarding finding steady employ-
ment in their field (Bridgstock & Cunningham, 2016).

For young artists in our country finding jobs after completing formal
education at college is much harder than for young people belonging to other
professions. The results of the research on the status of young non-affirmed
artists (Gavrilov, 2010) indicate that more than one half of respondents do not
practice the profession they were educated for and that they are not optimis-
tic that this situation will change for the better. For them, the key reason for
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the lack of optimism, when the future of their professional life and work is
concerned, is the inadequate appraisement of culture and art in our society,
the poor status of artists and the difficulties encountered in finding a job. In
the population of young artists, fine artists have the least opportunity to get a
permanent job in state institutions or cultural centres, and thus ensure finan-
cial security. Musicians and drama artists have the opportunity to work in or-
chestras, theatres and other cultural and educational institutions, while paint-
ers, sculptors, and graphic artists rarely, or almost never, perform their basic
professions. Young visual artists are usually employed in related activities,
requiring a repertoire of competences acquired during studies and/or after
completing a college, while some of them are engaged as teachers of fine arts
in elementary and secondary schools. This situation is the result of the exist-
ing cultural policy in our country, so the question arises as to how problems
in culture and art can be addressed in the area of educational policy. In other
words, the question is what changes must be implemented in the initial educa-
tion of fine arts at the faculties in order to compensate for the impossibility of
steady employment in the state institutions of culture so that students would
be more adequately prepared for the competitive market scene.

The aim of our research is to examine how the future artists visualise
their professional life and whether the idea of charismatic myth is present in
their visions or whether it is modelled to the current situation in the field of
culture and art. The results of this research will serve us to point out the key
implications of education policy in higher education at the faculties of fine
arts when it comes to designing programs and learning content.

METHODOLOGY

The study sample is composed out of 39 students of the fourth year of the Fac-
ulty of Fine Arts in Belgrade, from the following departments: Painting (29),
Graphic Art (7) and Sculpting (3). The sample included 72% female students,
while 77% of respondents stated Belgrade as their place of residence. The
majority of students were born in 1994 and 1995, whereas the range of birth
years is from 1990 to 1997.

Research instruments. For the purposes of collecting data in this re-
search, respondents received a written instruction to write a story about their
future professional life and work. As a guide to story writing (Attachment 1)
instructions were given to the respondents asking them to imagine that they
have already finished their studies and to describe their professional life, all
relevant aspects of their work; to express their thoughts, attitudes, feelings,
dis(satisfactions), problems related to the work they are dealing with; as well
as to describe how they perceive their work in the context of the society in
which they live. Data were collected during May 2018.

Data analysis. A qualitative thematic analysis was applied in data
processing of contents (Braun & Clark, 2006) obtained on the basis of written
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testimonies of respondents given in the form of a story. The thematic analysis
of the data had several phases: (1) detailed familiarisation with the source data
in order to obtain a general insight into the content; (2) coding — extracting
key meanings and messages from the text; (3) grouping of codes into catego-
ries; (4) grouping of categories into topics. After a detailed introduction to the
original data and the allocation of key meanings and messages from the text,
in the third phase of the data analysis, two authors grouped codes in 11 cat-
egories through dialogue and the exchange of meanings. Since the analysed
content was obtained from individual written testimonies of students in the
form of short stories, the unit of analysis was the story as a whole. One testi-
mony could be classified into one or more categories. Subsequently, the third
author was provided with the original data and a list of categories to deter-
mine the intersubjectivity agreement (kappa values for each of the categories).
Calculated kappa values indicated a low intersubjectivity agreement (kappa
values ranged from 0.3 to 0.7). The low agreement resulted from the fact that
the independent assessor attributed to given categories broader significance
in comparison to initial assessors. The differences in the meaning of the given
categories are the result of their initial, insufficiently clear, definitions. For
example, in the categories of dealing with additional/related jobs, initial as-
sessors attributed the meaning of commercial jobs, while the independent as-
sessor attributed a wider meaning to this category, encompassing all the jobs
that the students mentioned in their narratives, other than the primary profes-
sion they were educated for. Due to this disagreement, all three authors joined
the discussion with the aim of more clearly defining and possibly redefining
the existing system of categories. In this process, most of the original catego-
ry system was retained, with several categories being decomposed, whereby
several categories were redefined in terms of their content. Bearing in mind
the changes in the meanings of the categories, the authors have re-coded the
entire material. The re-encoding resulted in a 13 category system.
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RESEARCH RESULTS

In the fourth phase of the thematic analysis of data, the authors grouped the
existing categories into three topics: (1) I am an artist!; (2) Survive, but remain
an artist; and (3) Adverse social circumstances. Table 1 shows the allocated
codes classed in categories, which are further grouped into the listed topics.

L am an artist!

In the visions of professional life and work of students, there are images
of artists that are comprised in the idea of a charismatic myth. Art is a central
motif in the narratives of future artists and one of the important aspects of
their identity. In the students’ narratives, internal motivation for dealing with
art and creating artistic works is clearly emphasised, which is conditioned by
unconditional love for creativity. The need for self-accomplishment in this
area is accompanied by a desire for personal and professional development
and learning.

Practicing art — a bare necessity. In the narratives about their profes-
sional future, students clearly underline love for visual arts and personal sat-
isfaction because they perform artistic work. Being an artist and creating rep-
resents a primary need and a life imperative. A thing in life that they could not
live without. The narratives emphasise the importance of freedom, harmony,
and peace, which artists reach through independent creative work.

... [ have to admit that I enjoy work, just because I'm honest about what
1 do and because I do something I love.

The motive that keeps me going is my utopian idea, which I'm
slowly building. This idea includes life in nature and artistic work.

My greatest aspiration and ambition is to live from personal artis-
tic poetics and to open a gallery.

Art as the ultimate goal. In the students’ narratives, the need for creative work
in the field of fine arts is accompanied by a clear vision of professional life
and the emphasis of art as the ultimate professional goal that is to be achieved.
In students’ visions of their professional lives, there is a tendency to remain
active in their primary profession.

1 want to say that I am very happy about it. I have fulfilled one very
important life dream that I have had since I was little. And that’s to
become a painter, which I certainly am now.

The ultimate outcome and the job I want to do is to fully devote
myself to art (creation).

Personal and professional development of artists. Students associate their
commitment to the artistic profession with personal and professional develop-
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ment and learning, which they perceive as an integral part of their work. Also,
previously acquired knowledge and experience, as well as the knowledge and
skills acquired during the first degree academic studies are, according to stu-
dents’ visions, important support in the creative work of fine artists.

In order to give weight to my paintings, I had to straightforwardly ap-
proach the perception of my personality, to read books, to watch peo-
ple, to try to understand myself and the world around me.

This job fulfils my desire to continuously improve as a painter and
to express my ideas differently.

I learn every day, from myself and from others. A man discov-
ers something every day, he perfects himself, especially if practicing a
profession that fulfils him and that he is destined for. I think that I will
be getting more successful and better every day, and I try to unravel
all that my personality possesses and hides so that I could get to know
myself fully.

What the faculty gave me is really rich theoretical knowledge of
art and the ability to see, recognize and think about art at a much
higher level than I did before the faculty. Building attitudes, poetics
and abilities of criticism is perhaps the most valuable thing I inherited
from the Faculty of Fine Arts.

Agency of the artist. The work of a fine artist, according to the visions of stu-
dents, implies continuous effort and work, and a clearly underlined initiative
followed by self-confidence, self-belief, and belief in the creative potential.
In students’ narratives, it is noticeable that in order to notch up success and
achievement in the work of a fine artist, it is necessary to show an initiative
when it comes to finding opportunities for work, promotion and connection
with other artists and institutions.

I apply to all contests for group or individual exhibitions. I am active
on Instagram where I am in touch with various galleries and curators.
1 follow the current art scene, mostly via the Internet.

1t is necessary to look for and search for opportunities. For me, it
is important to try out as many areas as possible.

I hope my experience will encourage many people who are still in
college or who are about to enrol, to work as hard as 1 did, in order to
be where I am now.

Until then, I work diligently and believe in miracles, because they
are quite possible.

Cooperation. Despite the fact that in their narratives they point to personal
freedom, harmony, peace and independent work as key reasons for satisfac-
tion with the work of artists, in their visions of a professional life, students see
themselves as artists who connects with other artists and institutions so that
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they could work together, promote the products of their work and the achieve-
ments of other important professional goals. In students’ visions, the story of
connecting and cooperating with individuals and institutions is not limited to
the borders of this country. They see themselves as someone ready to estab-
lish cooperation at the international level.

With a diverse group of people that I met at college, but also in other
places, I organise initiatives — we have a lot of conceived projects and
we realised some of them.

Iwould like to have the opportunity to work closely with the theatre
and the film, either through the scenography or in any other way.

Affirmation. In the visions of their professional life and work, students ac-
centuate the importance of a personal experience of self-achievement in their
work. Moreover, the need for affirmation by others from the artistic world,
and in particular the affirmation by art lovers, through the recognition of the
quality of creative products, is recognised in students’ visions as a significant
aspect of artistic creativity.

1 think that the path I have passed so far was not easy, but that the ef-
fort and belief in my vision paid off.

I am pleased that people like my works.

[ eventually built my own specific style and became recognisable
and started my quest. I established contacts with Berlin galleries and
started exposing massively.

Artist as an Enlightener. Thinking about themselves and their future work,
students point out that the inseparable part of the artist’s work is their influ-
ence on others, which occurs in interaction, during the transfer of knowledge.
In the students’ narratives, the beauty of teaching is emphasised, reflected in
the personal satisfaction of the artist in contact with young people to whom
they transfer their experiences acquired during the artistic creation. Dealing
with charity work and putting their creative potential into the function of the
wellbeing of the individual and society, is recognised in students’ visions as
one of the important aspects of their future work.

1 plan to open my own painting school, where I will share my knowl-
edge and love of art and creation in general with people of similar
interest.

1 try to make children love artistic creativity, relax and free them-
selves. I play with them. I help them master the contents of other sub-
Jects through my subject. I conceive various initiatives and cooperative
activities, we perform group works, I take them out in nature, on the
river, we draw there. We go to museums, talk, talk to artists and art with
passion, 1 try to bestir their personal experiences, to inspire them.



355 Visions of Students of Faculty of Fine Arts of Professional Life and Work

Also, I have a great desire to participate in workshops for children
in safe house/orphanages.

Survive, but remain an artist

In spite of the fact that art is important and that the need for creativity is not
challenged, in the students’ narratives, there is an assumption that one cannot
make a living or survive of artwork. Due to the need for financial security, it
is necessary to compromise on a professional level and, in addition to creativ-
ity, to tackle jobs that can provide basic existential conditions. To succeed in
this, they see themselves as someone who has to distance themselves from the
idea of independent work, freedom and harmony, and who is forced to carry
out various commercial affairs. However, it is important for them not to com-
pletely lose their artistic identity and personal poetic expression.

Financial issues. In their narratives, students recount the need for finan-
cial security and survival. In their visions of professional life, they see them-
selves as artists who are unable to satisfy these needs exclusively by creative
work in our country. Doing uniquely the primary job for which they have
been educated cannot provide them with regular income nor provide security
in the material sense.

I would prefer to have a steady job with a certain monthly income.

In order to earn some money, I paint scenes in the theatre, I teach
and give private lessons, as this provides me with better financial as-
sets.

1 have to be careful with the money, to save a part of my earnings
in case I have no work for a while.

1 have not found a way to make a living in Serbia of my paintings
and drawings, i.e. of my art.

Dealing with additional/related jobs. In circumstances requiring the need for
a job that will provide basic financial incomes, students in their visions of
future professional life see themselves as someone who, in addition to artistic
creativity must do related commercial jobs. It convenes to point out that jobs
in which students see themselves in the future are closely related to their
primary profession and give them the opportunity to use and further develop
already acquired knowledge, skills and abilities. Nevertheless, dealing with
related, commercial jobs requires further training through the acquisition of
new knowledge and skills.

1 have been a freelancer for several years. This means that I live from
my craft independently and that I am not related to any firms or com-
panies. These are mainly issues related to classic web design, packag-
ing, posters, commercials, icons, wallpapers, applications for phones
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and computers. I am equally working on “concept art” for films or
games, as well as illustrations that serve to advertise products.

1 used to practice drawing in “Adobe” computer programmes,
such as “Photoshop” and “lllustrator”. I was very successful and that
is what brought me here.

If I had not become familiar with creative industries in the world
of communications through volunteering, I think that would have felt
helpless after graduation from the Faculty of Fine Arts.

Personal artistic expression. Although forced to distance themselves from
their primary need for peace, harmony and independent work, they see them-
selves in the future as someone who wants to retain to the largest possible ex-
tent their original creative ideas and personal artistic expression when dealing
with commercial affairs. In spite of the compromises they have to make by
doing related, commercial jobs, students’ visions demonstrate the tendency to
retain their artistic identity with an emphasis on freedom, creative ideas and
personal artistic poetics.

When [ receive information about an idea or a concept, I am free to
decide what the good or the bad guy will look like.

1t is important for me to try as many areas as possible. But I try to
work on my own ideas and never leave my personal artistic quest.

1 try to preserve painting as an intact and clean thing (unencum-
bered by other people’s requests, desires and money). So this comes to
me as a zen moment I have for myself. I do sell something from time to
time, but I only sell what has been done or do commands in my style.

Adverse social circumstances

Reflecting on their future profession and imagining their future professional
work under the influence of the current situation in society and art, students
paint their narratives with pessimistic visions when it comes to opportunities
for their achievement in the field of artistic creativity. In some situations, the
uncertainty, the feeling of hopelessness and the lack of a clear vision of pro-
fessional life result in the idea of abandoning the artist’s profession.

Bad status of art and artists in society. Students perceive their vision of
professional life in the context of the current situation in society, especially
in culture and art. In students’ narratives, the profession of fine artists is pre-
sented as an unpredictable and uncertain vocation, which is a consequence of
the lack of clearly defined cultural policies in our country. Inadequate condi-
tions and negligence of artists’ basic needs, such as exhibition space and work
tools, are difficulties that hinder their creative work.
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Finances for creative work and exhibition space are always aggravat-
ing circumstances. It is a sad story.

Either follow your heart or follow the money. They even glower at
me when [ say that [ want a nice big house with a yard, a dog and a cat,
that I want to have enough money to travel... And then you walk down
the street and see a billboard — [ will finish studies and I will work in
McDonald’s.

Our environment is not the most fruitful place for artistic work.

What pushed me to do what I am currently doing (I work with chil-
dren in kindergarten) is that because of o the situation in our country,
1 can only dream of painting, i.e. of the job [ was educated for.

Discrepancy between educational and cultural policies. Reflecting on their
professional life and the position they are in, due to adverse social circumstanc-
es, future fine artists often point out dissatisfaction with the study programme
that they attended at the faculty. The knowledge and skills they have acquired
are insufficient to deal with various tasks they need to do in order to earn a liv-
ing. The study programme at the faculty did not provide them with adequate
preparation for the new roles that they are expected to perform on the market,
which is commercialised and not directed towards a free artist. Students con-
firm that the educational policy and study programmes at the faculty are not in
line with cultural policy, the situation in the field of fine arts and the position of
young artists in our country who have graduated from the faculty and are trying
to find a job in the profession and thus secure their existence.

The knowledge I gained through the theory (at college) is not suffi-
ciently applicable to the professional world I live in. I do not know how
to write projects, I do not know anything about selling my skills.

Since the Faculty did not fulfil my expectations and did not enable
me to achieve what I was hoping for when enrolling, in the first year, [
decided to deal with what was happening outside the faculty.

Professional uncertainness. When it comes to future profession in the context
of adverse social circumstances, students’ narratives are sometimes accom-
panied by hopelessness and the lack of a clear vision of professional life. The
primary need for creative work and love for fine arts is shaken by the situa-
tion unfavourable to young artists. Some of them see themselves in the future
as someone who gives their primary profession and makes a decision to do
something else. These narratives are predominantly marked with the sense of
a complete loss of hope and will to remain in artistic profession which cannot
help the artist eke out a living.

In the current situation, I would never dare to live and work here as an
independent artist, and I do not think that this will change in the near
future.
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1 have plenty of ideas, the only thing I lack are hope and opti-
mism.

1 am currently working in a factory that recently opened near the
place where I live. The job involves assembling of electronic devices
and can be characterised as a typical working-class job without (any)
creative freedom. As far as I am concerned, I am satisfied with the
routine and the rules it supposes. It is a pleasant change in relation to
the constant volatility at the faculty, the insecurity and other similar
features that the very nature of fine arts conveys.

DISCUSSION

Analysing the visions of fine art students of their professional life and work
enabled us to gain insight into how they see themselves after graduating, what
their aspirations and needs are, what problems they anticipate and how they
see their professional life in the context of the current situation in the field of
art in our country. In other words, we have the opportunity to highlight the
hopes and fears of future artists in terms of their professional participation in
society, culture and art. These insights can help us to define guidelines for the
further development of study programs at faculties of fine arts. Three topics
that depict future artists’ visions emerged from the data analysis, namely:
(1) I am an artist!; (2) Survive, but remain an artist; and (3) Adverse social
circumstances.

The results of our research indicate that in the visions of future artists
of their professional life and work, love for art and artistic creativity is em-
phasised. The narratives clearly show the intrinsic motivation of future art-
ists to create works of art and their artistic creativity as a primary necessity
and something that they cannot live without, which suggests that art is one
of the important aspects of their identity. These findings confirm the idea of
a charismatic myth (Reyseng, Mangset & Borgen, 2007), and underline the
aesthetic vision and personal artistic expression as a key motive in creating
a piece of art. However, the findings also indicate that the visions of future
artists of their professional life and work are painted by an uncertain situation
in the field of art in our country. The experience of an inadequate position of
artists in society; uncertainty; inability to find a job in the respective profes-
sion and to ensure financial certainty are present in students’ narratives and
confirm the findings of previous research conducted in other countries (Alper
& Wassall, 2006; Bridgstock & Cunningham, 2016). The findings of our re-
search indicate that adverse social circumstances that do not allow fine artists
to make a living through the work they like, can lead to a change in their pro-
fessional identity. These changes involve distancing from the primary needs
for independent creative work and harmony, adapting to the current situation
in the market and making compromises by doing related jobs that require the
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acquisition of new skills and knowledge, which also concurs with the find-
ings of other research (Bridgstock, 2005). Additionally, the principles of a
market defined in this way privilege artists who are already in higher social
and socioeconomic strata, because they have the means and resources they
can invest in order to make a profit (Apple, 2013). Unlike them, students who
do not live in such conditions, are deprivilegded and cannot easily earn a liv-
ing, which can lead to hopelessness, and ultimately to the decision to give up
the primary profession.

As well as in other countries throughout the world, in our country, too,
the importance of creative industries is getting more and more accentuated
(Sluzbeni glasnik Republike Srbije, 2018), as well as jobs related to different
forms of art, as this might be one of the ways to enhance the economic de-
velopment of the country. An increasing number of companies in the market
demand an interdisciplinary symbiosis, in which art and creativity play an
important or a crucial role. In the criticism addressed to creative industries,
it is suggested that the reference to gifted individuals and their talents is not
aimed at creating authentic artwork, but at using artists and putting them
in the function of empowering the market and capital. In this way, creative
industries do not encourage the development of art and the individual, but
the development of markets and profits (Vuksanovi¢, 2016). Our respondents
recognise that in the future they will be able to find a place in this broad and
still not precisely defined area of the creative industry, and that thanks to their
creativity and talent, they could contribute to the economic development or
be the bearers thereof. However, they will participate in this process solely as
independent artists who will have to fight for their place. It seems that there is
a fear that a successful positioning in the market and the artists’ ability to sell
what they create and their ability to create what is demanded, implies the loss
of their personal touch and their individual creativity. Students believe that,
at the faculty, they did not get the knowledge and skills sought on the mar-
ket, but they are aware of the knowledge they lack (the placement artworks,
project writing, web design knowledge, use of various computer programs,
etc.) and they know how to acquire it. It is also clear to them that at the univer-
sity they acquired the basics and the fundamentals which cannot be learnt on
the courses, namely nurturing and developing talent, artistic development of
poetics and creative way of approaching problems. In other words, the faculty
put emphasis on the development of the identity of a “charismatic” artist, not
on the development of the identity of a “trader”. The current social situation
in the field of culture and art requires young artists to be flexible and to adapt
to the emerging circumstances of commercialisation and commodification
(Royseng, Mangset & Borgen, 2007), i.e. to master the skills of a trader who
creates and markets their work so that it can be bought “from home”. The
problem with this adaptation to the social situation is not only that it changes
their professional identity, but the fact that they are left to their own devices.
In the process of education and the course of their personal and professional
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development, students have not developed adaptive mechanisms that should
enable them to cope with the world governed by market principles and laws
of demand and supply. Consequently, in their narratives, future artists predict
significant frustration, dissatisfaction, and even hopelessness regarding their
positioning in the labour market. In order to solve the growing anxiety and
to overcome adverse circumstances, and in order to recontextualise their ac-
quired knowledge, skills and abilities in a way that the labour market demands
from them (Bridgstock & Cunningham, 2016), it is necessary that they have
institutionalised support and indispensable preparation during their studies.

CONCLUSION AND IMPLICATIONS OF THE RESEARCH

The main conclusion of our research is that the ideas of a charismatic myth
in the visions of students of the Faculty of Fine Arts of their professional life
and work are intertwined with an uncertain image of the future profession,
characterised by the struggle in the market and acquisition of new skills and
knowledge necessary for jobs in related areas that they are obliged to opt for
in order to earn a living. In their narratives, future artists perceive themselves
as unprepared for new roles and left to their own devices.

The main implications of our research are exhibited in the need to change
higher education policy at faculties of fine arts when it comes to study pro-
grammes and learning contents. In order to provide their graduates with com-
petences that are presumed to be crucial for successful positioning in the la-
bour market, faculties of fine arts should make changes in study programmes
and learning contents and reinterpret the knowledge and skills they offer, in
accordance with the existing contextual conditions. On the one hand, it is
important that these faculties maintain their basic function of a holder of high
arts in society, which is achieved by fostering the students’ artistic identity,
the development of their own artistic poetics and a creative approach to prob-
lem-solving. On the other hand, in designing goals, activities and programme
contents, in addition to essential issues, it is necessary to deal with the exis-
tential ones, to prepare students for productive functioning in society, culture
and art. In this way, the faculties would be directed towards the education of
artists as individual, autonomous persons, who can at the same time realise
their potential, and use these potentials for their positioning as active partici-
pants in changing social circumstances.

Market demands imply certain specificities regarding the professional
engagement of fine artists, which faculties of fine arts should take care of.
The employment has a temporary character, i.e., the character of self-employ-
ment (which students intuitively predict in their visions of the future. Because
of this, students should be prepared for a wider range of occupations/profes-
sions in which they could participate professionally. This requires, among
other things, to be flexible, optimistic and capable of creative decision-mak-
ing. Under these circumstances, the work career of the artist would consist of
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several realised project tasks, owing to which students should acquire skills
and knowledge in career and project management. In order to familiarise fu-
ture artists with market conditions as early as during their studies, the facul-
ties of fine arts should establish cooperation with artists and other experts
who are renowned professionals in artistic and/or related fields. The said co-
operation could be realised through their systematic inclusion in teaching at
the faculty, but also through student practice in companies, in which their
knowledge could be used. The education of artists in contemporary society
should also include trainings aiming to qualify them to understand a broader,
international environment, to adapt them to the volatility of cultural, techni-
cal, business and aesthetic demands.

In their visions of professional life, students envisage that engaging in
jobs in areas related to fine arts involve the acquisition of new knowledge,
skills and capabilities, but also financial security. Therefore, in the frame-
work of study programmes at faculties, the existing artistic content should be
complemented by contents from related fields such as graphic design, anima-
tion, communication, marketing and the like. In order to prepare students
qualitatively and functionally for the new roles expected of them in the labour
market, faculty teachers should be professionally trained, through additional
training relating to new occupations and advanced technologies in the field of
art and creative work. In the final year of the faculty of fine arts, or at master
studies, it is necessary to take into account the students’ aspirations when
opting for a certain profile of creative professionals. In this regard, future
artists should acquire the necessary competences and get acquainted with
the activities in which they will be able to use talent and fundamental artistic
skills in order to be more easily and successfully positioned in the market of
artistic and related occupations. In this way, they would be able to earn a liv-
ing and have financial security, while sticking to personal artistic expression.
In further research in this area, additional insight into the visions of future
artists of their professional life and work could also be obtained through in-
dividual and/or group interviews that would allow for a better elaboration of
their perspectives. It would also be beneficial that fine art students’ visions be
analysed in a wider context of cultural policies in our country which would
help to formulate guidelines for cultural policy changes in the area of fine
arts. Further research might also consider the perspectives of students from
other artistic faculties in our country, either by a qualitative or by a quantita-
tive methodology.
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APPENDIX 1
Guidelines for writing of the story

Please write a story in which you are the main character.

Imagine that you have finished the faculty. Please talk about your
professional life. Describe all relevant aspects of your work and of the
job you are doing. Please try to depict your reflections, attitudes, feel-
ings (both positive and negative), (dis)satisfactions, problems related to
your job. What brought you to your current position? What are the most
important resources that you rely on in your work? How do you per-
ceive your work in the context of the society you live in? Tell us more
about your professional plans, hopes and visions of the future.

Write the story in the present tense as if you had already finished
your studies and as if you were describing your current professional life
and your job.
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BUJIEHUE ITIPO®ECCHUOHAJIBHOM XXU3HU U TEATEJIBHOCTH
CTYAEHTOB ®AKVYJIBTETA N30BbPA3UTEJIBHBIX NCKYCCTB

Munsa Bysuuu u /[pacan Becuu
WHCTUTYT Neiaroruueckux UcciaeJOBaHu,
Benrpan, Cepoust

Anexcanopa Hoxkcumosuu
dakynbTeT H300pa3UTENIEHBIX HCKYCCTB, YHUBEPCUTET HCKYCCTB,
Benrpan, Cepoust

AnHOmMayus

B Hamiell cTpaHe peako NMPOBOASTCS HCCIENOBAHUS, 3aHUMAIOIINECS U3ydYeHHEM
MIPECTABICHUH CTYJEHTOB O CBOCH Oyamymield mpodecchuy, W MOYTH HOIHOCTHIO
OTCYTCTBYIOT TaKHE MCCIICJOBAHHUS HA KOPIIYCE CTYICHTOB M300pa3HUTEIBHBIX HC-
KyccTB. JINYHOCTD XyIOKHUKA CONPOBOKAAECT MU, MPEACTABIAIONINI UX CIICIH-
(duuecKkuMu, Xapu3MaTHUYHBIMH 0CO0aMH, O0JaJalONIMMK BhIPQXKEHHON MOTHBH-
POBKOIi M TOTPEOHOCTHIO 3aHMMATHCS TBOPUECKOM pabOTOi, a B IOCIIEIHUE JIECSTH-
JIETHSI JAHHBIA MU TOCTABJICH 10J] BOITPOC KOMMeEpLHaIn3anueil n300pa3uTeabHo-
ro uckyccrtsa. [loaTromy B mpeiiaraemMoil paboTe 3aHUMaeMCs HX BUACHUEM CBOCH
po(heCCHOHATBHON KHU3HU U JAesTeNbHOCTH. Llenp uccnenoBanms 3akiarodaeTcs B
BBISICHCHHUH IIPECTaBICHUH Oy IYITNX XYA0KHIKOB O CBOEH IpecTosmei mpodec-
CHOHAJILHO JKU3HU, U IPUCYTCTBYET JIM B UX BUACHUH UJICSI XAPUIMATNUYHO20 MUPa
WM TPeo0IalaloT BEJICHHsI CHIOMUHYTHBIX 0OCTOSITENILCTB B 00JIACTH KYJIBTYPBI U
HCKYyCCTBA B Hamell ctpa”e. B uccnenosanuu ydyactsoBaiu 39 CTy/E€HTOB YeTBEP-
Toro Kypca @akynbreTa N300pa3uTEIbHBIX HCKyccTB B benrpane. [Ipn o6padorke
JAHHBIX TPUMCHSJICS KaUeCTBCHHHBIN TEMaTHUYECKUH aHAIM3 COACPIKAHUS IHCH-
MEHHBIX PACCY’KICHUH HCIIBITYEMbIX, TIOJIydEHHBIX B BHJIE pacckas3a. Pe3ynbraTsl
HCCIIEIOBAHUS YKa3bIBAIOT HA TO, YTO UJICH XAPUSMAMUYECKO20 MUGA TIPENICTABIIOT
€000 IEHTpaTbHYI0 MOTUBUPOBKY B MIOBECTBOBAHUU CTYACHTOB U MEPETLIIETAIOTCS
C HEONPEEJICHHOCTHIO KapTUHBI CBOEH Oyayuied npodeccun U cOOCTBEHHOW He-
TIOATOTOBJIEHHOCTBIO K HOBOW poJiu B obmiecTBe. B paboTe yka3pIBaIOTCSI MMIUIHKA-
1M1, KOTOPBIE OTHOCSTCS K 00pa30BaTeIbHON MOIMTHKE BBICIIEr0 00Opa3oBaHMs Ha
(akynpTeTax N300pa3uTENBHBIX HCKYCCTB, KAK U PEKOMEHAIINH JIJIs NaJIbHEHIINX
HCCIE0OBaHNN B 3TOH 00JacTH.

Kniouesvie cnosa: CTyAEHTBI, H300pa3uTeIbHOE UCKYCCTBO, BUACHHE Ipodeccuo-
HAJIBHOW )KM3HH, XapU3MaTHYECKUIl MU}, PPIHOK HCKYCCTBA.
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