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Stefan Gelineo
Director of UFUS AFA

Editorial
After more than a decade of dedicated work on protecting 
and advancing the rights of film authors, UFUS AFA 
is entering a period in which the next phase of our 
organization’s development and its role within Serbia’s 
copyright protection system will be determined. This 
autumn, we will undergo the renewal process for our 
license for the collective management of copyright, but 
we will also have the opportunity to take an important 
step forward.

In line with developments in European and international 
practice, UFUS AFA will seek to expand the scope of the 
rights it manages on behalf of its members. Our goal 
is clear – to ensure that domestic film authors receive 
protection that reflects the contemporary ways in which 
audiovisual works are used, as well as the standards 
applied in developed European systems of collective 
rights management.

At the same time, we continue to strengthen our 
organization’s international position. In recent years, 
UFUS AFA has become a full member of the most 
important international organizations representing 
the interests of audiovisual authors. Following our 
membership in the European organization SAA and 
the international confederation AVACI, this year we 
achieved another significant milestone by becoming a 
member of CISAC, the world’s largest confederation of 
authors’ and composers’ societies. Founded in 1926, the 
organization now brings together more than five million 
authors from 110 countries and represents the world’s 
leading global network for the protection of copyright.
For us, this membership is not merely recognition of our 
work to date. It confirms that UFUS AFA has become 
part of the international community of organizations 
that are shaping the future of copyright together. 
At the same time, it opens up new opportunities for 
cooperation, the exchange of experience, and alignment 
with the world’s best practices in the field of collective 
rights management.

We believe that strong international cooperation is one 
of the key prerequisites for the effective protection of 
domestic authors. At a time when films and television 
series are simultaneously broadcast on television, 
cable systems, and global digital platforms, copyright 
protection can no longer be regarded as an exclusively 
national issue. It requires partnership, the exchange 
of knowledge, and joint action with organizations that 
share the same values and objectives. 

An additional challenge our organization faces is the fact 
that Serbia is still awaiting the adoption of a new Law 
on Copyright and Related Rights. Its adoption has been 
significantly delayed, and the proposals put forward 
so far have not sufficiently reflected developments 
in European legislation and contemporary models of 
copyright protection. While the European Union has for 
years been implementing legal solutions that provide 
audiovisual authors with more effective protection 
and fairer remuneration for the use of their works, the 
domestic legal framework continues to fall behind these 
standards. This situation further complicates the work of 
collective management organizations, including UFUS 
AFA, which continuously advocates for film authors in 
Serbia to enjoy the rights and protection comparable to 
those of their European colleagues.

E D I T O R I A L
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Andrijana Stojković
Film director, screenwriter, professor and Vice President of 
the Board of Directors of UFUS AFA

I am interested in 
people whose fates 
are greater than life
In recent years, contemporary documentary film has 
increasingly affirmed its artistic and social relevance, 
creating space for stories that change the way we understand 
reality. Among the authors whose work consistently 
explores human destinies, history, and social change is 
Andrijana Stojković – director, screenwriter, professor at 
the Faculty of Dramatic Arts, and Vice President of the 
Board of Directors of UFUS AFA.

She is the author of the acclaimed films Kuća (The House), 
Ostrvo (An Island), To sam što jesam – Gipsy Mafia (I Am What 
I Am – the Story of Gypsy Mafia), Vongar (Wongar), Kutija 
(The Box), 3211 (co-directed with Danilom Bećkovićem), 

as well as her latest docudrama, Mileva Einstein. Her films 
have been screened and awarded at numerous national 
and international film festivals, including the Martovski 
Festival, Beldocs, IDFA, Hot Docs, and others.

Our conversation began with her new film about Mileva 
Einstein, but soon expanded to cover much broader topics 
– from the responsibilities of documentary filmmakers and 
their relationships with protagonists, to the position of 
women in the film industry and the challenges posed by 
artificial intelligence and new technologies, as well as the 
future of Serbian cinema and the role that UFUS AFA plays 
today in protecting the rights of film authors.

How do you choose the topics for your films? What 
makes you recognize that a particular story deserves 
to be told through the medium of film?

I am interested in people and women whose destinies 
or certain decisions are “greater than life”. That is the 
conclusion I have come to when I look back at the films I 
have written and directed. I am also interested in people 
and women who have changed, or want to change, their 
surroundings. Whether physically, by travelling or moving 
away, or metaphorically – through their ideas and actions. 
I believe that movement, change, and transformation are 
something very important in life, as well as in film. And 
all my heroes and heroines are ready for change or have 
initiated it themselves. Film is very “suitable” for this kind 
of stories because it can easily show changes.

What drew you to the story of Mileva Einstein? Was 
it her scientific destiny, her personal drama, or the 
symbolic significance of her position in history that 
was decisive?

I was impressed by the courage she showed in all aspects of 
her life. When you think about her decisions – to pursue her 
education, to leave her country, to get married, to become 
a mother, to step into Einstein’s “shadow” – all of them 
were very brave decisions for a foreign woman in Europe at 
the end of the 19th and the beginning of the 20th century. 
This was just a little over 100 years ago – women were 
not allowed to study. It was forbidden. Female students 
were almost participants in an experiment that had been 

I N T E R V I E W
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started at two universities in Europe and two in America. 
And there were hardly any female scientists. And that was 
precisely what Mileva Marić wanted, and she worked hard 
to achieve that goal. That is very impressive to me. 

What I found interesting while researching and “getting to 
know” Mileva was that she was not someone who simply 
“endures the action”, as we sometimes say in film. She 
acts and makes decisions, even when those decisions are 
unfavorable to her or will make her life more difficult. 
For example, she decides that she can no longer tolerate 
her husband’s infidelities and leaves him. She takes their 
children with her as well. She refuses to sign an agreement 
in which Einstein offers her money from his second Nobel 
Prize, which he did not actually receive, but he believed 
he would, to cover the enormous costs of treating their 
younger son. When you read letters from a hundred 
years ago, people describe Mileva as bad-tempered and 
somewhat harsh. I believe that she simply knew and dared 
to say what she wanted and what bothered her, and at 
that point in history, that was very unusual for a woman, 
perhaps even unacceptable. 

I must point out that I was also very drawn to Selena 
Stanković’s screenplay. The decisions and solutions that 
Selena had already incorporated into the screenplay 
seemed to me entirely appropriate for the story of Mileva 
Einstein, a woman who was overlooked by history and 
whose legacy has almost completely been lost. 

Women held the key creative positions in the film. 
Was this a conscious decision, and what was it like 
working in such a team?

Perhaps this impression comes from the fact that the 
director of photography is Jelena Stanković? I think that 

the combination of a female director and a female director 
of photography is rare. The fact is that women more often 
work in other positions within film crews – as screenwriters, 
costume designers, make-up artists, editors, producers, 
production organizers, etc. It was not some deliberate 
or exclusive decision, but when we realized that we had 
women heading the departments, it amused us. I wanted to 
work on this film, which had significant financial and time 
constraints, with collaborators whom I was certain would 
successfully and efficiently do their jobs at the aesthetic 
level I had established. We also had a production designer, 
sound recordist, and sound designer on the team, so that 
it would not seem that we were being exclusive or that we 
did not respect equality in the workplace.

The experience of working in a film crew with a majority 
of “female heads” was truly great. I think I will do it again.

Mileva Einstein was educated at a time when there 
was hardly any place for women in science. Do you 
recognize similar patterns today when it comes to 
women in the film industry? Although the number of 
female authors has been increasing in recent years, 
statistics still show significant gender inequality in 
the film industry.

I will give you one example, from the history of Yugoslav 
and post-Yugoslav cinema: I am the sixth female director 
of a feature fiction film (with The Box in 2011) whose film 
received theatrical distribution. Soja Jovanović, Vesna 
Ljubić, Dubravka Ćeremilac, Mirjana Vukomanović, 
Marija Perović, and then me. It sounds unbelievable, but 

“It is becoming increasingly difficult for documentary filmmakers to make films 
because, under the ‘guise’ of preserving public safety, the possibility of discussing 
topics of public interest is being denied. That is why good documentary films are 

becoming increasingly important in today’s world.”
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it is true. What were we doing before 2011? Fortunately, 
after 2011, the number of female directors of feature films 
started increasing significantly faster, so there are more 
of us now. In documentary film, the situation is better, 
both historically and in terms of numbers. Documentary 
film is much more “liberal” in this respect compared to 
fiction film. I assume this is because of money, because 
documentary film truly depends more on the passion and 
dedication of the author than it does on money. Do not 
misunderstand me, documentary films also require funding, 
and in fact, the ratio between paid time and experience in 
documentary film is much more unfavorable than when we 
are talking about fiction film. When television drama series 
took over the majority of investments for the production of 
dramatic formats worldwide, as well as in our country, male 
colleagues turned towards this type of production, and in 
that way left or opened up space for women, especially 
female directors, in film production. Not much time has 
passed, and there are still far fewer active female directors 
than male directors, so we still do not know the results 
of these “shifts”. Nevertheless, the facts show that in the 
79-year-long history of the Cannes Film Festival, the Palme 
d’Or has been won by only three female directors – Jane 
Campion, Julia Ducournau, and Justine Triet.

Where do you see the greatest strength of 
documentary film? What is its social and artistic 
significance today?

The greatest strength of documentary film is its freedom. 

First of all, I am referring to the freedom to choose topics 
and the freedom of cinematic expression. In addition, there 
is still some free “space” when we talk about the financing 
and distribution of documentary films. This is from the 
perspective of authors, but when we talk about audiences, 
a good documentary film is healing for the soul. Whether it 
deals with new topics or familiar things, the confirmation, 
encouragement, or comfort that a good documentary 
“provides” to the viewer is invaluable.

It seems to me that the number of documentaries has 
increased significantly with the modernization of film 
production equipment. As a result, authors can more 
easily and quickly “cover” and explore a much wider 
range of topics, or take a look into previously rarely seen 
areas of human existence and activity. Today, very little 
can be “hidden” from the camera lens. This, of course, 
creates a reaction from the so-called establishment, 
which hides facts or events from the public at all costs. 
Censorship is enormous, lawyers are constantly drafting 
NDA agreements, things are being hidden… It is becoming 
increasingly difficult for documentary filmmakers to make 
films because, under the “guise” of protecting public safety, 
the possibility of discussing topics concerning the public 
interest is being denied. That is why good documentary 
films are becoming increasingly important in today’s world.
From an aesthetic perspective, documentary films have 
very diverse and very free forms. The methods used by 
documentary filmmakers during filming, editing, and the 
dramaturgy of documentary film are able to “stretch” and 
change as long as the scenes and protagonists remain 
authentic. Ethics is inseparable from aesthetics here, and 
the strength of expression in documentary films lies in 
this connection. 

Mileva Ajnštajn,  photo Dušan Svilokos Đurić

“Women have made great progress in film, 
but equality has not yet been achieved.”
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How important is the relationship of trust between 
the author and the protagonists in documentary film? 
Have you had situations in which that very relationship 
determined the course of the film?

Trust is probably the most important thing when you 
convince someone to let you into their home and their 
life so that you can make your film. Every time I found 
myself in a situation where someone agreed to appear 
in my documentary film, I felt great gratitude. But also 
responsibility, because the trust you have been given needs 
to be preserved, which is not easy, because you usually 
know the person or people who are your protagonists for 
a relatively short time and have not gone through different 
situations together in order to gradually build a relationship 
of trust, as is the case in everyday life. This relationship is 
very subtle and sensitive, and on top of that, it usually has 
its own expiration date.

Filming with the Australian writer of Serbian origin, 
Wongar, was a particularly meaningful experience for 
me when it comes to the relationship of trust. Wongar, 
who sadly passed away in Melbourne at the beginning 
of this year, dedicated almost his entire literary work to 

Australian Aboriginal people, even though he arrived in 
Australia from Šumadija. It was perhaps only two decades 
ago that he received the recognition he deserved in Serbia, 
while in Australia he was not particularly well received 
because he wrote about topics to which white Australia 
is very sensitive – the issue of genocide against Aboriginal 
people. Nevertheless, Wongar was a public figure and often 
appeared on television programs, and a documentary film 
about him had also been made in Australia. Therefore, 
he already had what I call his public persona. And when 
I arrived with my crew to film my long-prepared project, 
he simply stepped into his “role” as the writer Wongar. My 
intention, however, was to “capture” the real Wongar. After 
the first few days of filming and the footage that seemed 
to me not to be part of my film, I decided to give my own 
crew some time off and spend a few days with Wongar and 
his dingoes without the presence of cameras. During those 
days and our long conversations, I understood why Wongar 
had that public persona and how we could free ourselves 
from it together for the purposes of my film. 

At the end of the filming, he told me that he was glad to 
have been part of the film and that he now understood 
that I had filmed “something different” about him. When 
the film was finished, I asked him several times to watch it 
and approve it for public screening – he would always reply 
that there was no need and that he was certain everything 
was fine. 

3211, photo: Promo

“I believe that documentary film will 
survive in the age of artificial intelligence. 
I doubt that machines will learn to feel.”

Wongar, photo: Film Center Serbia
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It is very important, as an author, to be open to almost 
everything that is human, not to judge, but to try to 
understand. At the beginning of his film Into the Abyss, 
Werner Herzog talks to a young man sentenced to death 
(after committing a triple murder), and one of the first 
things Herzog says to him is: “Just because I am talking 
to you does not mean that I have to like you, but I respect 
you because you are a living being, and I believe that living 
beings should not be deprived of life.”  

You have been teaching documentary film and 
directing at the Faculty of Dramatic Arts for years. 
What do you notice about new generations of authors 
– in what ways do they differ from your generation? 
Do they have the patience for the long and demanding 
process of creating a documentary film?

Young people who enroll in film and television directing 
are mostly “oriented” toward fiction film and its seductive 
appeal. They are focused on themselves, their own 
development, and their own growing up; they perceive 

the world as something that is reflected in them, and 
everything that happens to them is connected to them. 
This is a developmental stage, and they move beyond it 
sometime after their studies, when they actually begin to 
clearly perceive their surroundings and the people around 
them. So, what most often happens to me is that students 
reach out to me a few years after graduating with ideas for 
their documentary films, which are often also their first 
professional films. Nevertheless, during their studies, I try 
to provide them with as much knowledge and insight as 
possible into methods of working on documentary film. We 
watch many documentaries together and analyze them. I 
try to motivate them to observe the world they live in and 
to recognize film stories in reality.  

Since I started working at the faculty, I have noticed 
changes and differences between generations. It is 
difficult to compare them with my own generation and 
the generations close to me, because the world in which 
we studied was very different from their world. Above all, I 
am referring to the way they watch films and how they deal 
with the abundance of different content that reaches them 

“As an author, it is very important to 
be open to almost everything that is 

human, not to judge but to try 
to understand.”

I Am What I Am – the Story of Gypsy Mafia, photo Film Center Serbiar



XXI JULY 2026

11

in some form of audiovisual expression. I do not think that 
my generation was more prepared to make documentary 
films at the same age; our “world” was simply slower. We 
had more time between new pieces of content, and we had 
to be resourceful because, all of a sudden, we replaced film 
stock with (rather poor-quality) electronic images.

Today’s students, if they have “caught the documentary 
virus”, always have two or three projects they are working 
on. That is certainly different from the time when I was 
studying.

How do you see the future of documentary film in the 
age of streaming platforms, artificial intelligence, 
synthetic images, and increasingly blurred 
boundaries between real and generated content?

The more content is generated and the more our experience 
of watching generated content increases, the more it seems 
to me that there will be no fundamental changes. Some 

processes will certainly become simpler and faster; there 
will probably be a decline in demand for some members of 
film crews, especially in the field of animation, but I believe 
that both fiction and documentary film will survive and will 
continue to be interesting to audiences. I believe that some 
new forms will also emerge, offering viewers a different 
kind of experience. There is a scene in the film Blade 
Runner where Deckard takes the scales of a snake he found 
in the bathtub of an apartment where the humanoids had 
stayed to be examined, and the man who makes artificial 
snakes tells him that the demand for real snakes is very 
high, but that they are very expensive. 

I doubt that machines will learn to feel. 

As a final question, I would like to ask about the work 
of UFUS AFA Zaštita… You have been involved in the 
organization almost since its founding; you were 
previously part of its governing bodies, and since last 
year you have also been Vice President of the Board 

“When you read letters from a hundred years ago, people describe 
Mileva Einstein as bad-tempered and somewhat rude. I believe she 

simply dared to say what she wanted and what bothered her, and at 
that point in history, that was very unusual for a woman, perhaps 

even unacceptable.”

Mileva Ajnštajn, photo Dušan Svilokos Đurić
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of Directors. How do you assess the organization’s 
work so far and its position on the domestic and 
international authors’ scene? What will be the focus 
of its future work?

UFUS AFA Zaštita has come a long way in a short period 
of time and has truly become very important for domestic 
film and television authors. I believe it is important to 
emphasize that UFUS AFA Zaštita has been increasingly 
successful every year in the collective exercise of film 
authors’ economic rights, and that the indicators of this 
are visible to the organization’s members. No system is 
perfect, but my impression is that UFUS AFA Zaštita is 
continuously working on improvements and advancements 
that would benefit its members and domestic film authors. 
Domestic cinematography is at a very unfavorable moment 
– public funds for the co-financing of films, guaranteed 
by the Law on Cinematography, have not been allocated 
for more than a year and a half; film authors have been 
denied the right to work guaranteed by the Constitution; 
young filmmakers cannot get the opportunity to begin 
their professional lives; there are fewer and fewer domestic 
films in cinemas; Serbian films are almost absent from 
international film festivals. The effects of this “standstill” 
will only be felt in the future. It turns out that UFUS AFA 

Zaštita is the only organization that functions and that is 
connected with domestic cinematography and film authors. 
I do not even dare to imagine what would have happened if 
it had still not been founded or if it were not functioning. 
I believe that it is an impressive result that UFUS AFA Zaštita 
ranks 11th in Europe in terms of the amount of collective 
copyright royalties collected for the rebroadcasting of 
authors’ works. I believe this is because it was established 
by drawing on both the positive and negative experiences 
of other organizations. I hope that the reputation and 
relevance of UFUS AFA Zaštita will continue to grow at the 
international level, and that it will withstand the challenges 
that the global market is trying to impose on us.

The Board of Directors, chaired by my colleague and former 
professor Darko Bajić, has set the creation of a draft of a 
new Law on Film and Other Audiovisual Activities as one 
of its goals. I am pleased to be part of this process together 
with representatives of the founding organizations – the 
Association of Film Artists of Serbia, the Association 
of Film Directors of Serbia, the Association of Serbian 
Screenwriters, DokSrbija, and the Serbian Association of 
Cinematographers – because this kind of work helps in 
understanding the needs of different participants in film 
production at all stages. 

“In a short period of time, UFUS AFA has become one of the most 
important organizations for film authors in Serbia. No system is 

perfect, but it is important that it continues to improve for the 
benefit of authors.”
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The First Joint Meeting with the Newly Elected Members of the Board of Directors, 
Supervisory Board, and Authors’ Council
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Radoslav Vladić
Director of photography

If you carefully design 
the cinematic image, you 
can influence the viewer
Director of Photography Radoslav Vladić has been 
working behind the camera since 1970. However, what 
sets him apart from his colleagues, in addition to his well-
established reputation as an outstanding cinematographer, 
is his impressive body of work – around 2,300 film and 
television productions of all genres, including as many as 
54 feature fiction films.

In an interview for the UFUS AFA Bulletin, Vladić says 
that he kept a very detailed record of every film, television 
series, and every project he worked on. Yet, from such a 
rich career, it is difficult to single out the most significant 
works or even list all the directors from Serbia and abroad 
with whom he has collaborated. 

His extensive filmography includes such films as Variola 
Vera, Na putu za Katangu (On the Way to Katanga), 
Lepota poroka (The Beauty of Vice), Boj na Kosovu (The 
Battle of Kosovo), Tito i ja (Tito and Me), and Ubistvo s 
predumišljajem (Premeditated Murder), as well as television 
series including Miris kiše na Balkanu (The Scent of Rain 
in the Balkans), Ulica lipa (Linden Street), and Tajne vinove 
loze (Secrets of the Grapevine). It also includes 64 authorial, 
alternative films made between 1970 and 1980. One of 
them – The House – was included in the archives of New 
York’s Museum of Modern Art (MoMA) as part of the 
European Avant-Garde Film 1960–1980 selection.

Do you ever think about how you managed to shoot 
all of that?

I started very young. I worked as a second camera assistant 
on only one film – Special Education by Goran Marković – 
and immediately afterward I began working as a director 
of photography. One of the first films I shot as director 
of photography, Variola Vera, also by Goran Marković, 
in a way opened the door for me to other films. At the 
Academy, where I studied cinematography, I worked 
with my future colleagues who were studying directing. I 
attracted quite a bit of attention, they respected me, and 
they involved me in their projects. I worked wherever I 
could and tried not to turn anyone down, because that is 
not always well received. If you turn someone down, they 
may never invite you again.  

So, I was already successful during my time at the Academy 
and built a reputation among my fellow students, many of 
whom are still active today, including Dragan Marinković, 
Miloš Radović, Miroslav Lekić, and others. Later, I worked 
with other directors, including Živko Nikolić, Goran 
Paskaljević, and Živojin Pavlović.

I came to the Academy with a certain level of technical 
knowledge because I had already gained experience as an 
amateur at the Film Club, where I shot my first film, The 
House. I believe that this experience was precisely what 
led my fellow students to seek me out for their projects. It 
also helped that I had graduated from a secondary school 
of design, where, among other things, I studied the theory 
of form, which deals with the visual composition of an 
image. Later, when I began shooting films, I realized how 

Ph
ot

o:
 P

ri
va

te
 a

rc
hi

ve

CONVERSATION WITH THE AUTHOR



XXI JULY 2026

15

important the visual composition of the image is to the 
work of a director of photography – that if you carefully 
design the image, you can influence the viewer, bringing 
them into a particular state and mood. These means are 
invisible, but they have a powerful effect on the viewer.
A film image, like an image in other visual arts, is 
composed of many elements – lines, colors, values, 
direction, structure – and each of these elements has 
a psychological effect on the viewer. For example, if 
horizontal lines dominate the image, as when you are 
filming the plains of Banat, the image will affect the 
viewer differently than if vertical lines were dominant. 
For most viewers, horizontal lines evoke a sense of calm 
and well-being. Color is also extremely important; in film, it 
is one of the fundamental elements. There has been a great 
deal of research linking colors to our emotions and moods.

At the beginning of the filmmaking process, the director of 
photography, in collaboration with the director, production 
designer, and costume designer, determines the overall 
color palette of the film – whether it will have a cool or 
warm palette, whether certain colors will be selected, 
and whether some colors will be completely excluded. In 
documentary film, this is difficult to achieve, but in fiction 
film almost anything is possible: you can paint the walls 
of the sets, choose objects that fit your vision, and select 
costumes that correspond to the overall concept, so that 
ultimately the film has precisely the intended effect on 
the viewer.

“Without collective management organizations, films and television series would 
still be broadcast on television and streaming platforms, but no one would be 

responsible or obliged to pay royalties to the authors.” 

Students at the Camera Department with their teachers
photo: Private archive

Filming of the TV movie Morning, Noon, Evening
photo: Private archive
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How much creative freedom does a director of 
photography have? Does it depend on the author 
themselves, the director, or the budget?

I don’t think the budget is the deciding factor, because 
high-budget films are often major failures, while films 
made with less money frequently turn out much better. 
Some directors prefer working with small crews, such as 
Miša Radivojević, who made excellent films with limited 
resources.

There are directors who place great importance on the 
image, while there are also those who believe that the 
image is not particularly important. Others, again, think 
that acting is the most important element. Naturally, I like 
working with directors who believe that the image matters 
(laughs). Živko Nikolić was one of those directors. When 
we were shooting the film The Beauty of Vice, he suggested 
that we shoot the entire film in backlighting. This gave the 
film a special charm and made it more cohesive, and it is 
very important for a film to be consistent and coherent.
There are many tools that a cinematographer can use 
– lenses, lighting, color, frame composition, camera 
movements, angles – one simply needs to keep filming 
and enjoy the process.

Throughout my career, I have generally had a free hand to 

work as I saw fit, although I do not like to impose my ideas 
on the director unless they ask me for advice. 

With such an extensive body of work, I am sure you 
have a whole book full of stories from the set.

There are many interesting stories, such as one from the 
filming of the final scenes of Goran Marković’s Variola 
Vera. It was time to shoot the hanging scene, in which 
actress Rada Živković is hanging from a rope. I had set up 
the shot, but in the meantime my wife came to the set, so 
I stepped away to talk to her and ended up staying a little 
longer than planned. Goran sent the production manager 
to find me and ordered me to start shooting. I told him 
I couldn’t because I had had an argument with my wife, 
who had gone home and taken my light meter with her. Of 
course, I had to continue shooting without a light meter. 
It was not easy because I had never done that before, but 
everything turned out well.

Interestingly, I recently wanted to find that anecdote 
because both Goran and I had spoken about it publicly 
several times, so I asked artificial intelligence: “Is there 
any anecdote about Radoslav Vladić?” I received the 
following response:

“When Variola Vera was being filmed, everyone was 
exhausted. They worked all day inside the hospital set, 
in a rather depressing atmosphere, and Vladić suddenly 
felt unwell. Spots appeared on his face. A doctor was 
immediately called to determine what was happening, and 
fortunately it turned out to be just an allergic reaction.” 

“‘Variola vera’ opened the door for me to 
other films.”

Variola Vera, Goran Marković i Rade Vladić

The House
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Since that never actually happened, I asked AI: “Is this 
story made up, or did it really happen?” and received the 
following answer: “This story is fictional because there is 
a need to create a myth around the making of the film.”
So there you have it – just one click, and even your own 
past is no longer yours.

Through the history of the film camera, we are 
actually looking at the history of cinema itself. The 
development of the camera and all innovations in 
film evolved simultaneously. 

At the Academy, we shot our exercises on film stock 

because no other video technology existed at the time. 
It was only in television that people began to gradually 
work with electronic equipment. We mostly worked in 
large formats. Sometimes the exercises were filmed, 
and sometimes they were not, because the process 
was extremely expensive. Our professor Vladeta Lukić, 
a legend and one of the first cinematographers in the 

former Yugoslavia, would take us to Kalemegdan to 
practice camera movement. The camera would be placed 
on a tripod, and the professor and his assistant would 
bring a long pole and attach it to the camera so that it 
extended two or three meters in front of the frame. As 
we moved the camera, or panned it, they would observe 
whether the pole moved smoothly or not. That is what 
cinematography exercises looked like back then.

But, to be honest, I learned a great deal at the Amateur 
Film Club. I was extremely involved there and shot a large 
number of research and experimental films. 

Your authorial film The House was included in the 
archives of New York’s renowned Museum of Modern 
Art (MoMA) as part of the “European Avant-Garde 
Film 1960–1980” selection. Why did you not pursue 
directing further?

At one point, I wanted to study directing, but I realized 
that it would not be the right path for me because, as 
a director, I would only make my own films, and that 
would not have been enough for me. I knew that as a 
cinematographer I would work with other directors, 
shoot many more films, and gain more experience, and 
if I ever really wanted to, I could always direct as well.

In the end, I gave up on that idea. I have not directed since 
those amateur days, since the 1980s. I devoted myself 
completely to cinematography, and I have never regretted 
that decision. I think it is a wonderful profession.

And how did you train your students?

I was head of the Camera Department at the Academy of 

The Battle of Kosovo

On the Way to Katanga, photo TV Novosti “Working with young people is a pleasure. 
There is no need to lecture anyone, but we, 

the more experienced film professionals, 
are here to help them through 

practical examples.”
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“I decided that Ostrvo na dnu (The Island at the Bottom) by 
Miša Radivojević, which we recently completed, would be my 

last film. It’s enough – it is time for me to rest.”

Arts. There were twelve of us teaching there. However, 
neither then nor today have I grown fond of the new 
video technology. As a director of photography, I have 
collaborators who deal with that technical aspect of the 
work. I resisted the transition to electronic technology for 
a long time, but with that progress we gained very high-
quality images, so in the end I accepted it.

Artificial intelligence can be useful as a tool. Recently, 
I was shooting a series about firefighters. Almost all of 
the scenes were real, filmed with a camera, while special 
effects were used where filming would have been too 
complicated or dangerous. Everything was integrated 
very well.

Personally, I am not particularly enthusiastic about 
artificial intelligence. If it becomes too involved in 
cinematography, perhaps we cinematographers will no 
longer even be needed – everything will be done by AI. 
And if everything is done by a machine, who will find that 
interesting? In a way, I am happy that I am ending my 
career and that I will no longer be shooting, but simply 
observing what all of this will look like.

What are the most important lessons you shared with 
your students? How did you guide them?

I mostly talked to them about things from my 
own experience – about what is important for a 
cinematographer, or a director of photography, to know. 
Not only about professional matters, but also about 
practical, everyday things.

I told them to always maintain a good relationship with 
the crew and that they should never create enemies among 
their colleagues. I believe that we cinematographers 
are one of the few film professions in which everyone 
respects one another.

I also advised them to keep ideas that do not fall within the 
scope of a cinematographer’s work to themselves. I have 
never suggested to a director anything that goes beyond 
the boundaries of my own role either; rather, when asked, 
I offer a solution that I believe is the best one.

It is interesting that you work both with great figures 
of cinema and with young authors, often students as 
well.

If a director is young and inexperienced, then it is good 
for someone with more experience to shoot their film, 
because at least it will be technically sound, if nothing 
else (laughs).

The Beauty of Vice

Shooting the movie Maternal Halfbrothers
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Working with young people is a pleasure. There is no 
need to lecture anyone, but we, the more experienced 
film professionals, are here to help them through 
practical examples. For example, I do not like shouting 
on set, calling out to people, or raising voices. I prefer 
working in silence. That is why, even before modern radio 
communication systems existed, I acquired walkie-talkies 
and distributed them among my collaborators, so that 
we could communicate quietly and not disturb anyone.
For cinematographers, it is of course most important to 
have technical knowledge and to know how to create a 
functional image for a particular film. Because every film 
requires a specific visual approach – you cannot shoot 
everything in the same way.

As for older, more experienced directors, it was a great 
honor for me to work with Žika Pavlović. I truly enjoyed 
that collaboration. He was a true gentleman, one of 
those people who never impose themselves and who 
do everything calmly and unobtrusively. For example, 
he would tell his assistant to prepare the shot, come 
over, take a look, make a few minor comments, but if 
something was not right—say, there were not enough 
extras compared to what had been planned – he would 
simply turn around and quietly leave the set. This 
happened during the filming of On the Way to Katanga. 
He walked off the set three times. It drove the production 
team to despair until they realized that they really did 
have to provide 500 extras if that was what the scene 
required.

Žika Pavlović was an exceptional director, and everything 
he created looks phenomenal. That is why one might not 
expect a filmmaker of such stature to give his collaborators 
so much freedom. When I worked with him for the first 

time, I asked him what a close-up meant to him, because 
every director has their own vision, and Živojin was also 
a painter by profession, so visual expression was very 
close to him.

He replied: “That is your matter and your job.”

Despite your rich and impressive career in 
cinematography, are you still working at full pace?

I recently finished shooting a series about firefighters, 
created by Dejan Karaklajić. It is currently in the color 
grading and final visual effects stage, which also involves 
the use of artificial intelligence.

After that, I shot the feature film The Island at the 
Bottom with Miša Radivojević. I really enjoy working 
with him because he is one of those filmmakers who fully 
supports the cinematographer, as well as all his other 
collaborators. I do not think there is a director who is 
more appreciated by film crews than he is.

Sky Hook - Rade Vladić i Ljubiša Samardžić / Photo Politika

Rade Vladić on the set

A frame from his movie Corner (1976)



20

O R G A N I Z A T I O N S  O F  F I L M  A U T H O R S  I N  S E R B I A

It is a low-budget film that we shot in just 19 days. Miša 
wrote the screenplay about Goli Otok around ten years 
ago, but there were never enough funds, or perhaps 
simply no willingness, to bring the film to life. That is why 
he decided to make it despite everything, with a minimal 
budget. He asked me to personally operate the camera 
on the film, to be the cameraman rather than just the 
director of photography. The entire film was conceived 
to be shot with a handheld camera, so that the image 
would not feel too static. It was not easy, but we worked 
on it with great enthusiasm. We agreed to make the film 
in the way we believed it should be made. Since it did 
not receive significant public funding, we were not under 
pressure to think about achieving a large audience or to 
make compromises.

After that, I decided that I would no longer shoot films 
and that The Island at the Bottom would be my last film. 
It’s enough; it is time for me to rest. Although I did tell 
Miša that if he ever wanted to make another film – and 
knowing him, he certainly will, even though he is 86 years 
old – I would come out of retirement for him.

You have been part of UFUS AFA since its founding. 
How do you evaluate its work?

The existence of this organization is extremely important, 
above all for authors, because their past work is finally 
being recognized and valued. On the other hand, we 
have elevated the cinematography profession to the 
level it deserves. Cinematographers are now recognized 
as authors, which has contributed to greater respect for 

their work and its fair valuation. And when you have a large 
number of works to your name, like I do, their constant 
reruns on television channels can be very rewarding.

Without collective management organizations for 
authors’ rights, films and series would still be broadcast on 
television and platforms, but no one would be responsible 
or obliged to pay royalties to the authors.

Films Without a Director

I shot commercials, but also a feature film that marked 
the 40th anniversary of the airline company JAT in 1987. 
We filmed stories about all the cities JAT flew to, so I 
ended up traveling around the world. Miša Radivojević 
was the director, but he did not travel with us because 
he was afraid of flying, so we shot the films without him. 
Miša would write down on paper what we were supposed 
to film, we would shoot it on film stock, and since there 
was no way to send the footage or consult with him by 
phone, the director would only review the material once 
we returned to Belgrade. The films turned out great, but 
the whole thing was quite an adventure. 

“If artificial intelligence becomes too deeply involved in
 cinematography, we may no longer need directors of 

photography. And if everything is done by a machine, who will 
find that interesting?”

The Tour

Srđan Karanović i Rade Vladić in Venice
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Authorization First, Rebroadcasting After

One of the central issues in these proceedings was 
the operator’s claim that it was not required to obtain 
authorization for the rebroadcasting of film works, and 
that its obligation was limited solely to the payment of 
remuneration. The court rejected these arguments in 
their entirety and reaffirmed a fundamental principle 
of copyright law: users are required to obtain 
authorization (a license) from the collective 
management organization before they begin using 
protected works. 

Article 29, paragraph 1 of the Law on Copyright and 
Related Rights clearly provides that the copyright holder 
has the exclusive right to authorize or prohibit the 
rebroadcasting and cable rebroadcasting of their work. 
The courts confirmed that this right cannot be reduced 
to a mere entitlement to collect remuneration. Rather, 
operators must conclude a non-exclusive licensing 
agreement before transmitting signals containing 
audiovisual works through their cable network. Any 
use contrary to this requirement constitutes copyright 
infringement and unlawful business conduct. 

Extended Collective Licensing and the Protection 
of All Authors

Another key success in these proceedings concerns 
the confirmation of the extended collective licensing 
mechanism in the work of the collective management 
organization. Throughout the proceedings, the defendant 

Through a series of related court proceedings brought 
against one of the country’s largest cable operators, 
Serbia Broadband (SBB), UFUS AFA Zaštita has achieved 
legal victories of historic significance for Serbian 
cinematography and the collective management of 
copyright. These outcomes represent not merely the 
formal success of a single organization, but a crucial 
milestone in safeguarding the economic sustainability 
and professional dignity of film authors in Serbia.

Behind these proceedings lies the resolution of 
fundamental legal issues that define the stability of 
the entire system of collective copyright management 
in the digital era.

Rebroadcasting of Film 
Works Under Judicial 
Scrutiny: Why Case Law 
Has Upheld the Rights of 
All Authors

Stevan Pajović
Lawyer at TS Legal
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cable operator persistently challenged UFUS AFA Zaštita’s 
right to claim remuneration for its entire repertoire, 
insisting that the copyright status of each individual 
film work had to be established separately. 

The courts, however, adopted a clear and firm position, 
relying on Article 180, paragraph 1 of the Law on 
Copyright and Related Rights, thereby fully affirming the 
mechanism of extended collective licensing. Through 
the application of this mechanism, a legal presumption 
was established that the organization represents the 
entire global repertoire under its mandate – that is, all 
works and related rights subject matter falling within 
the scope of its activities – regardless of whether the 
right holders are domestic or foreign.

This legal framework guarantees comprehensive 
protection for all authors:
•	 Protection of domestic and foreign authors: The 
presumption that the organization acts on behalf of all 
domestic and foreign right holders ensures a unified 
system of intellectual property protection, without 
procedural gaps that cable operators could exploit. 
•	 No exclusion from the system: The Law and 
established case law recognize that, in the case of 
cable rebroadcasting, the individual exercise of rights 
is legally impossible (Article 29, paragraph 4 of the 
Law on Copyright and Related Rights). Consequently, 
the system of extended collective licensing ensures 

that the organization is fully authorized to represent 
and protect authors, even when they have not formally 
signed a membership agreement, since their exclusion 
from the collective rights management system is legally 
impossible. 

The court also unequivocally confirmed that an individual 
author’s status, whether within or outside formal 
membership of the organization, does not affect the 
amount of remuneration that the operator is required 
to pay. Under the Tariff, remuneration is calculated 
as a percentage of the operator’s total subscription 
revenue, rather than on the basis of the number, origin, 
or individual specification of the rebroadcast film works. 

Conclusion

The outcomes of these related proceedings send a clear 
message to the entire telecommunications and media 
market in Serbia. The right to rebroadcast copyrighted 
works cannot be usurped, nor can statutory obligations 
be avoided through procedural maneuvers. By confirming 
that authorization must be obtained in advance and that, 
through the mechanism of extended collective licensing, 
the organization has full legal authority to represent 
the entire domestic and international repertoire, the 
courts have laid a solid foundation for the long-term 
stability and development of Serbia’s cultural and film 
production sectors.
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Slobodan Šijan i Glušica na snimanju filma “Kako sam sistematski uništen od idiota”
Radoslav Vladić, Vladimir Savčić Čobi, Miroslav Filipović 
Fipa shooting the movie The Hornet
photo: Private archive
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