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Preface

In November 2009 | had the chance to take part in a weReurope conference in Stockholm where
each participant was asked to bring along an object that reminded him or her of another European
country. An object that triggered a memory of another place and another time. | brought a
computer joystick, an essential part of my Commodore 64 relic which was smuggled, to avoid
paying custom tax, in 1984 from Western Germany to Ljubljana, Yugoslavia. At the time | used it
to play computer games, but now, a good quarter of a century later, when | was looking for an
object to bring to that conference, | realised it was one of the first things in my life to have

‘connected’ me to the world outside of what was then Yugoslavia.

The joystick bears no explicit reference to Western Germany neither it reminds me of that country.
Rather, it reminds me of my childhood in Yugoslavia, a country of the ‘socialism with a human
face,” which in 1991 ingloriously dismembered in a bloody war. Today it only exists in official
records, archives, monuments, music, films, literature, personal memories and, importantly, on the
internet. The post-Yugoslav affairs, nevertheless, feature prominently in regional news and
represent a recurrent topic in cultural, media and political landscapes, often eliciting ambivalent

reactions.

Playing computer games in the 1980s Yugoslavia somehow made a part of a world beyond the
Cold War divide. In that view the Iron Curtain never really existed for me, as even the trips across
the border to Italy or Austria to buy a pair of Levi’s or a tin of Coke felt more like an adventure
than a quest for otherwise unobtainable commodity. And the divide certainly had not existed for
me in 1986 when the Challenger had exploded and when the news of the Chernobyl disaster
radiated throughout the world. These two epochal events transcended all borders, national,
regional, ideological. Seeing news reports then | felt that as much as these were, respectively, an
eastern and a western disaster, they affected people beyond any ideological or geographical divide.
On a very intimate level, we were affected globally: by the collapse of the post-war dream of a
super-flashy-techno-future and by the realisation of the fragility of man in the face of

uncontrollable technological challengers and chernobyls.

And when the Berlin wall fell in 1989, as crucial an event as this has proved to be for east and
west alike, and also for the future developments in Europe and beyond, for a 1980s Yugoslav kid

living in Slovenia the borders have long since fell. To the west, that is. Towards the former


http://www.wereurope.eu/

brothers in the remains of Yugoslavia, alas, in 1991 new political, ideological, and cultural borders
have been installed: in an effort to symbolically steer the new Slovenian state clear of the
‘uncivilised, undemocratic Balkanites,” away from all things Yugoslav. In post-1989 political
discourses Yugoslavia appeared, and in fact continues to appear even today—as a
regime/state/period—inadequate, false, oppressive, criminal or merely plain wrong. Were it not
for the emergence of digital media and the resilience of mediated memory, particularly as apparent
in the consumption of popular culture, cinema, music, literature, arts, the story at the dawn of the
21st century would, perhaps, have been rewritten differently. But, for better or worse, it is
precisely through digital media and communications technologies that the past—or rather its
numerous remediations—is continually resurrected, disinterred, revisited, %/.contextualised,

**lsefragmented, renarrated, ab/used, forgotten, deleted, edited, meshed, remixed, hybridised ...

The obsession with the past and memory in the latter part of the 20th century and today can in
many respects be seen as a reaction to technologism and futurist ideologies of the early 20th
century that focused outward, to the sea, the air and into the outer space. After the two
technological disasters and after the end of the Cold War-dominated world, however, the
technological research and development have obviously not ended. Rather they seem to have
shifted from grand interstellar aspirations to more ‘grounded’ matters: over the past three decades
research in genetics, bionic limbs, thermal memory, synthetic biology, research into collective and
swarm intelligence, robotics, and the like has developed enormously.

And so have the communications technologies, which started once again massively to reshape
cultures and societies, particularly via emergent new tools and devices widely employed for
interpersonal communication since the late 1980s. Intriguingly, the rise of the latest new media
oddly coincided with the collapse of socialist ‘regimes’ in Eastern Europe. And it is this cleavage
that opens up a fascinating space within which the post-socialist, post-Yugoslav socio-cultural
realities—in fact the digital afterlife of Yugoslavia—prove worth interrogating. Not least because,
in post-Yugoslavia—apart from the techno-futurist impetus for the memory boom—one can trace
the interest in the former country also in the processes of nationalisation, purification of new
national histories. And this interest and practice is tightly related also to communications

technologies and practices thriving online.

Essentially, part of my research motives, and indeed pervasive fascinations, are the implications
that the digital communication technologies, or rather the life in digital media ecology, have on the

way memory is created/promulgated/shared/narrated. In particular, the fascination focuses on the



memories the post-Yugoslavs may have/share, and their externalisations and appropriations

facilitated/enabled by the internet and the many tools, genres, and devices it brings along.

Hence the title, Memonautica. It implies the essential navigatory metaphoricity of surfing the
internet, invoking the navigation aspect (Gr. kybernetes) in the popular cyber- prefix. Crucially, in
relation to memories and remembering online, Memonautica also implies that the ‘sea’ we are
charting is never calm or still. Rather, it is constantly changing and shifting, to use a poet’s
metaphor, as if climbing the rocks and retreating back again into the crate it has dug. Thus, in the
process of remembering we can only really return to a cyberplace of memory which has changed

or even disappeared since our last call.



Chapter 1 | Introduction: Cyberplaces of Memory

Perhaps if the future existed, concretely and individually, as
something that could be discerned by a better brain, the past would
not be so seductive: its demands would be balanced by those of the
future. Persons might then straddle the middle stretch of the seesaw

when considering this or that object. It might be fun.*

What This Is All About?

The pervasive fascination with the presence of the past and the very elusiveness of the present
seems unending. At the dawn of the new millennium the world is in many respects very different
from the 20th century. Yet (and not only) in terms the of continuity of techno-cultural
developments it is nevertheless still deeply referenced and connected, ‘organically’ bound to the
short 20th century.” What makes the past century so intensely short, and all the more intensely re-
presenced,? is the all-around ‘infestation’ of the everyday by the mediated presence of the seminal
and not so seminal historical episodes and events, spanning popular culture and politics. These
presences, however, are heavily assisted by the developments in the communications technologies
which enabled and facilitated a significant change in the ways the past is represented and made
sense of. Not unimportantly, the very understanding of time has been subdued to the rhythms of
mediated reality.* In other words, the 20th century—with its fascinating achievements in
technological, cultural, economic and social development on the one hand and the devastating
disasters of the two world wars, the Cold war and many socio-political perturbations on the
other—became one enormous historical, and yes, media event. Through ceaseless media

appropriations and representations, remediations, admittedly also an immensely fragmented one...

What the 20th century yields to a retrospective gaze is a multitude of variegated, multi-faceted and

fragmented remnants of the past. Through their apprehension by the media these remnants

! Vladimir Nabokov, Transparent Things, New York, Vintage International, 1989, 1.

2 Eric Hobsbawm, The Age of Extremes: The Short 20th Century, 1914—1991, London, Michael Joseph, 1994.

¥ Vivian Sobchak, “Afterword: Media Archaeology and Re-Presencing the Past,” in Erkki Huhtamo and Jussi Parikka
(eds.), Media Archaeology, Approaches, Applications and Implications, Berkeley, Los Angeles London, California
University Press, 2011, 323-334.

* Henri Lefebvre, Rhythmanalysis, Space, Time and Everyday Life, Continuum, London New York, 2004, 47.
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seemingly attain an air of defiance to the linear progress of time: for instance, the rusted bomb-
shells and gas-mutilated soldiers from the Great War seem much closer after seeing Kubrick’s
timeless The Paths of Glory which brings the agony of that time as close as affectively feel the
agony of the doomed soldiers; on the other hand, the shortages during the rebuilding war-torn
Europe in the late 1940s and 1950s are frequently overshadowed by the sound of rock and roll and

popevka,® timelessly re-presenting the past on ever new editions of remastered records.

The Socialist Federative Republic of Yugoslavia (SFRY) may have been consigned to history
along with most other socialist countries, but its pervasive presence not only in cinema, music,
literature, daily politics and quotidian culture speaks otherwise. The past is increasingly present in
digital media: websites, blogs, forums, YouTube, Facebook and other social networking sites.
Thus it successfully defies the dream of ‘post-socialist transitionalism,” which ideally was meant

to facilitate an eradication of any trace of the ‘compromising socialist past.’

Transitionalism, this new ‘liberating’ ideology, has, however, not quite managed to ‘redo’ the
past. It rather seems it has failed, as numerous digital and analogue remnants of the past and
incessant re-presencing of that time duly testifies. Therefore, it seems at least viable to install the
‘digital afterlife’ of Yugoslavia and Yugoslavs (post-Yugoslavia and post-Yugoslavs) as the
central concern to this writing. Irrelevant to some, inevitably important to others, this topic opens

a set of critical underlying questions:

e How are the history of Yugoslavia and popular remediations of
its past (re)appropriated and (re)narrated in the realm of
digitally enabled communications technologies?

e What use users make of the technology in their interventions?

e And what implications this has for (post-Yugoslav) memory

practices in the digital age?

In order to try and answer these puzzles, | investigate vernacular medial externalisations of
memory and remembering of Yugoslavia in digital media environments,® i.e. on the internet which

is seen as a multimodal media system. In order to do this, | look at three cases where digital

® Popevka was a pop-music genre particularly popular in Slovenia since early 1960s. In other parts of Yugoslavia it
was not know under this name, but formally still an all present phenomenon (several festivals were dedicated to it). It
is best, although not perfectly, compared to Italian canzone or German Schlager.

¢ On medial externalisation of memory see Astrid Erll, “Literature, Film and the Mediality of Culture,” in Astrid Erll
and Ansgar Nunning (eds.), Cultural Memory Studies: An International And Interdisciplinary Handbook, Berlin, New
York, Walter de Gruyter, 2009, 389-398; Astrid Erll, “Cultural Memory Studies: An Introduction,” in Astrid Erll and
Ansgar Nunning (eds.), Cultural Memory Studies, 1-18; see also Aleida Assman, “Canon and Archive,” in Astrid Erll
and Ansgar Nunning (eds.), Cultural Memory Studies, 97-108.
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storytelling, memories and memorials related or dedicated to Yugoslavia intertwine to create not
only a place for remembering, but primarily a space for people to participate in a joint process of
co-creative remembering. The internet, | argue, technologically and symbolically adds to the
establishment, maintenance and development of the changing practices and protocols of

consigning to and retrieving stuff from memory.

The starting hypotheses are that the internet (i.e. the internet enabled media, such as blogs,
websites, YouTube, social networking sites, etc.) in relation to the processes of memory and

remembering is:

1) Decisively influencing the processes of appropriation of the past and, more importantly,

the processes of co-creation of digital places of remembering.

2) Largely taking over the spaces, ways and tools to (publicly) create, co-create and

distribute vernacular memory.

In other words, digital places of memory (lieu de mémoire digitaux) significantly influence the
ways in which ‘traditional’ lieu de mémoire are (re)conceptualised and (re)thematised, in the
emerging ‘cyberplaces of memory.” In the process of technologising memory and democratising
technology, the interpretative authority has been relegated from the institutional bodies (archives,
governments, education systems) to individual bodies (individuals who have access to technology
and knowledge). In this view, and drawing on Geoffrey Bowker’s discussion on memory traces,’
one might argue that the ‘cybertraces of memory’ provide crucial signposts in transient vernacular
medial externalisations of memory and remembering in digital media ecology (DME). At its very
core, | understand digital media ecology as a techno-cultural environment significantly defined
through the relationship between individuals and institutions—as producers and consumers of
content and power relations—entangled in interactions in a more-than-mere technological system.
Crucial for this writing, the DME, its enabling technologies and socio-politico-culturo-economical
aspects, are seen also to importantly contribute to the changing ways in which an individual is able
to externalise memories or at all remember.® With respect to my research topic, DME is seen as an
enabling environment where the preservation of the past, history and memory is underway on an
unprecedented scale both in terms of quantity of preserved material and numbers of people taking

more or less active part in these processes.

" Geoffrey C. Bowker, Memory practices in the Sciences, Cambridge, MIT Press, 2008, 1-34.
& On changing the ways the thought is preserved and communicated see Walter J. Ong, Orality and Literacy, The
Technologizing of the Word, London, New York, Routledge, 2003 [1983].
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This poses significant challenges to national histories, historiographies and national identities as in
many ways it questions the very idea of the national. Furthermore, it challenges the related
concepts of official, institutionally defined heritage and historiographical discourses and unofficial
and/or alternative ones, the concepts of private and public, individual and collective, new and old,
past and present and future. Not unimportantly, digital media challenge (not necessarily threat) the
existence of medial externalisation of memory. It is, therefore, necessary to assess and situate
‘new’ modes and practices of memory and remembering, which are seen here as dynamic and
processual. These practices are taking place in an environment that more than ever before gives
opportunity and space to individuals and collectivities to express themselves and their ideas: to
transcend the confinement of relatively tightly regulated and limited oral communities, and
negotiate at that the modern, national, mass-mediated public space.

Having said that, it is not my intention to imply too radical a shift or to uncritically advocate too
great a liberating potential of digital (or any other) technology.® Instead | remain rather cautions
and sceptical of both the inclusive and democratising potential of technology, the internet in
particular, and agree with Danah Boyd who maintains:

[W]e’ve made creation and distribution more available to anyone, but at the same time we’ve
made those things irrelevant. Now the commodity isn’t distribution, it’s attention — and guess
what? Who gets attention is still sitting on a power law curve ... we’re not actually

democratising the whole system — we’re just shifting the way in which we discriminate.'

Just as well as this statement applies to political and social action/activity it applies to the
changing processes of memory and remembering. The crucial points in Boyd’s account are, first,
that discrimination does not end with a new technology but rather finds a different way of
manifestation and, second, the issue of attention. Yes, you can remember and distribute all you
want online, but the true question is whether your voice will be heard. The latter, truth be told, was
a persistent problem already before the internet spun humanity into another liberating dream. Yet
the fact remains that comparably, public spaces are much more populated by various forms of
content and individual expressions and most obscure ideas. Among others this has grave
implications for the ways memory is conceptualised and remembering practiced, and to that end |
look, in this Chapter, at three different topics, in three sections: first I discuss the media and

memory as essentially related to technological innovations; then | present the theoretical and

° See Evgeny Morozov, The Net Delusion, How Not to Liberate the World, London, Allen Lane, 2010.

% Danah Boyd, “Danah Boyd: ‘People looked at me like I was an alien,””
http://www.guardian.co.uk/technology/2009/dec/09/interview-microsoft-researcher-danah-boyd, accessed 10 January
2011.
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conceptual framework supporting this study, and lastly, | give the research outline and explain the

methodological approach.

Technologising Media and Memory

In this section | discuss the historicity of memory and media in view of the fascination with
technology. For centuries media and memory have been closely interrelated and in fact essential
for functioning and maintenance of any collectivity. Their interplay, crucially and not surprisingly,
revolves around communication. As the past is irreparably lost to time as we ‘make progress
through time,” it is, with a view to an at least approximately coherent social edifice, quite ‘natural’
to try and fix and stabilise knowledge of it in the present. John Urry argues that “there is no past
out there, or rather back there. There is only the present, in the context of which the past is being
continually recreated.”™ Thus, in the process of stabilising the knowledge of the past, this past
will fall prey to each new interpretative authority (ideology, government, profession) or

interpretative tool (material externalisations, text, audiovideo).

For several centuries writing and print offered a useful and exploitable technological
communications solution and to a great extent also facilitated the development of (historiography
as a) science as we know it today. At the same time, the modes of memory, remembering and,
even more radically, the technologies for keeping record have developed and changed as well.
Yet, unlike historiography, which is chiefly defended by the written word, memory “has projected
itself into multiple media and formats over the last few centuries: as script, audio, images,
artefacts, sculpture, artwork and architecture.”*® Thus, memory eluded the fixity of the written or

printed word.

Over the past 20 or so years it was the internet (deeply textual in algorithmic code, yet far more
fluid and ephemeral than text itself) which has been predominantly defining and structuring the
spaces and ways of creating, co-creating and distributing memory. Moreover, the rise of the
internet has importantly also affected the concepts of historicising, the procedures and protocols of
‘consigning of the past to history.” It has done so via undermining (and sometimes excessive
complementing) the institutionalised, state-sponsored, i.e. official interpretations of the past by
giving voice to alternative, personal, intimate accounts, visions and understandings of what was ...

or rather of what should have been.

1 John Urry, Consuming Places, London, New York, Routledge, 1995, 6.
12 Joanne Garde-Hansen, Andrew Hoskins and Anna Reading (eds.), “Introduction,” Save As... Digital Memories,
Basingstoke, Palgrave Macmillan, 2009, 1-19, 8.
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Thus, the past is hot on the heels of the present, which seems to be saturated and often
overburdened with re-presenced people and events, ages and places long since gone. Although
‘extinct’ and experientially inaccessible, the past today evermore fiercely haunts the present. “It is

astonishing,” Nietzsche wrote well over a century ago:

[tlhe moment, here in a wink, gone in a wink, nothing before and nothing after, returns
nevertheless as a spectre to disturb the calm of a later moment. Again and again a page

loosens in the scroll of time, drops out, and flutters away—and suddenly flutters back again

into man’s lap.”*®

The difference today, one might say, is that the pages in the scroll of time not only flutter, but
rather flood and utterly overwhelm the always already severely disturbed calmness of the present
moment. Even more, we seem to have lost the scroll to a fragmented synchronicity of the

mediatised events.

Figure 1 | Memory Extender (MEMEX), Atlantic Monthly, 1945.

B3 Friedrich Nietzsche, On the Advantage and Disadvantage of History for Life, Cambridge, Indianapolis, Hackett
Publishing Company, 1980, 8.
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Media and Memory

The most ubiquitous—albeit questionable and disputable in terms of authenticity and validity—
way of representing the past in 21st century is through mass, electronic and digital media (where it
is endlessly remediated). The media in the most rudimentary sense convey externalisations of
individual, internal worlds, and are the sine qua non of collectively imagined communities. If in
oral societies it was the spoken word that was the (unfixed, malleable, ‘expirable’) conveyor of
information, ideas, mythologies, later on it was the invention of writing and print that relegated the

1.** And it was this shift that enabled the circulation of

word (speech) from the aural to the visua
information and ideas beyond the domain of face-to-face communication bound to specific
coordinates in time and space. As Walter J. Ong argued, the shift from orality to literacy was the
key development in the history of humankind. It facilitated a re-conceptualisation of not only
society and culture, but also of economy and science. Moreover, “print encouraged the mind to
sense that its possessions were held in some sort of inert mental space.”*® With this in mind it
could be argued that the mental space conceptualised as an individual, internal and relatively
sealed off inner world was in a great need to find means for externalisation of thought beyond the

limits of the spoken word.

The long tradition of the study of memory sometimes seems to be obscured, as much as it is
fuelled, by the fascination and sometimes outright obsession with the role of memory in everyday
life. It would be imprudent, however, to claim that the fascination with memory as we are
witnessing it today originated in the 20th century, or with the onset of industrial revolution and the
rise of the nation state only a couple of centuries earlier... The fugitive pieces of places and times
past and passed have been part and parcel of lives of humans ever since most early days, notably
in the Antiquity, and through to the Middle Ages.'® Nevertheless, the processes of nation states
formation throughout much of Europe during the late 1700s and the 1800s necessitated a new,
rather ‘unnatural,” if not entirely fictitious, invention of tradition. The thus far pre-nationals had to
be transformed on political, social and cultural levels into a compassionate/compatriot community,
if only an imagined one.*’ Into a community whose members believed, as much as felt, that they
belonged to this and not that particular nation with long(est)-lasting tradition, millennial glory and

heroic history. To this end the past was vigorously and fiercely reinterpreted, renarrated and

“ Walter J. Ong, Orality and Literacy, 121-132.

™ Ibid.,129.

16 See the classic historical overview of memory practices by Frances Yeates, The Art of Memory, Harmondsworth,
Penguin Books, 1966.

17 Benedict Anderson, Imagined Communities, Reflections on the Origins and Spread of Nationalism, London, Verso,
1991.

13



restructured, with a view to comprehensively knead it into a plausible national history or rather

mythistory.*®

These processes presuppose intertwined socio-cultural-psychological circular processes of
externalisation of memory (monuments, literature, newspapers, images, sounds etc.) and its
internalisation (or at least awareness) by the members of a new nation. And it was the media,
particularly the rising popularity (and fear from the effects) of print, i.e. newspapers and literature,
that crucially assisted in establishing national spaces based upon a network of post roads,
coffeehouses, and homes.”® In other words, “print provided users the means of re-imagining

5920

existing community relations,” thus effectively procuring a structure and a tool for creating

communities of experience and, consequently, communities of memory.

Interestingly enough, the Romantic nationalisation and the homogenisation of ‘national founding
stories” went hand in hand with the rapid and violent colonisation in the Americas, in Asia,
Africa..., which started off after one westward bound Christopher Columbus incidentally failed to
reach India, only to find Indians. We know from the works of pioneering anthropologists, poised
against present-day readings of their readings, that the contact with ‘other’ cultures facilitated a
considerable cultural shock. Or, at least a fair amount of doubt and insecurity with regards to, at
the time shabby, foundations of the fledgling national communities. And it could be argued that it
was also the contact with the distant other (and the not so distant, e.g. the Ottomans and the
Balkans in general) that not insignificantly stimulated the occident to look back/inside for its
past(s) and collective memories, to embrace progressive development and thus found its national

exclusivism and civilisational supremacy.

This civilisational supremacy was, on the other hand, fuelled by another perturbing series of
historical events that strangely coincided with the above: the raging industrialisation. These two
fundamentally instilled the ideology of progress: “the promise of continuity and a celebration of
the continual march of progress in the name of humankind.”?! The fascination with reason, science
and technology attained unprecedented levels and took the predicates of the Enlightenment into
the straights of technological utopianism and scepticism. To illustrate this point, let me take a

swift detour into the history of automaton fascination.

'8 Joseph Mali, Mythistory, The Making of a Modern Historiography, Chicago, Chicago University Press, 2003.

9 Mark Nunes, Cyberspaces of everyday life, Minneapolis, London, University of Minnesota Press, 2006, 105.

20 Arvind Rajagopal, “Imperceptible perceptions in our technological modernity,” in: Wendy Hui Kyong Chun and
Thomas Keenan (eds.), Old media, new media, A history and theory reader, New York, London, Routledge, 2006,
227-287, 284.

2! Sjegfried Zielinski, Deep time of the media: Toward an archaeology of hearing and seeing by technical means,
Cambridge, MIT Press, 2006, 3.
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Archiving, Techno-topia and Pervasive Scepsis

The fascination with conceptualising and designing machinic people—androids—seems to have
peaked in the 18th century and carried with it a philosophical difficulty, the antithesis of mortal
lives: “Man is subject to time, to its inevitable march towards death, whereas the clockwork
automaton merely marks time without falling prey to it.”?? For this reason, the fascination with
mechanical life was rather paradoxical, just as fascination with ‘mechanical’ or digital memory is.
The fascination can be traced back at least to Descartes, but found perhaps its most eerie
‘incarnation’ in Jacques de Vaucanson’s automata, the Flute Player and the Pipe Player. The latter
(the player that never got tired albeit playing the pipe at an incredible, ‘inhuman’ speed)
“embodied the idea that humans were messy, imperfect, fallible, and that a perfect machine would
correct these flaws, improve on humanity.” The former however, attempted to resemble the human

imperfection as close as possible.®

This divide demonstrates the ambiguity inherent in the fascination with machines (or technology
in general) which is often laced with fear of the unknown. If initially designed for entertainment,
the automata deeply disturbed philosophical minds and spurred inflammatory debates, one of the
best known perhaps being Descartes’ the Treatise on Man. Later on, at the turn of the 18th and
19th centuries, the machines that could be used to replace human labour furthered the research
into automation of life. Jacquard’s punched card loom, which inspired Charles Babbage’s 1836
computing Analytical Engine, is often seen as the precursor to the punched card computers from
the mid-20th century.?* And, significantly, of memory. Considering the Flute Player, for instance,
the ‘programme’ inside that enabled the automaton to ‘play’ the instrument is a very raw,

mechanic ‘incarnation’ of memory.

This is to show that the technology supporting DME has a rather long history and that one has to
be cautious when declaring something ‘new.” When a new invention comes along, the sceptics
tend to turn back into the past for the innocence and uncorruptedness of the previous times (and
the olden technologies). Oblivious of the fact that precedent technologies (of externalisation of

thought and memory) at the time of invention or innovation were just as problematic.

%2 Gaby Wood, Edison’s Eve, A Magical History of the Quest for Mechanical Life, New York Alfred A. Knopf, 2002,
XVii.

% Ibid., 25.

? Geoffrey Batchen, “Electricity made visible,” in Wendy Hui Kyong Chun and Thomas Keenan (eds.), Old media,
new media, A history and theory reader, New York, London, Routledge, 2006, 27-45, 29-30.

15



The very pace of related cultural, social and political and economic changes, along with the rapid
technological progress, had severe repercussions for conceptualising and understanding memory
matters. Not only in relation to the preservation of the past, which saw tremendous development
in recording/archiving practices and technologies, but also in representing and making sense of

memory:

When a new technological invention enters the world [...] we identify it with the world and
imagine it brings different parts of the world together like never before. You might say that a
new medium provokes a certain boundary confusion [... also because] each new medium
changes sense rations: print emphasises the visual to the exclusion of other senses; electric
media emphasise sound and vision.?

With the development of recording technologies, the past was increasingly preserved, and in
overwhelming quantity and detail. Yet, the abundance of externalised, mediated records of the

past that characterised the “post-scarcity culture,?

can be seen as an implicit response to the
socio-cultural and political upheavals as of late 18th century. Paradoxically it was the abundance
that exposed serious issues in terms of memory/archive management: who was to remember what,
when and for how long, for what purpose and in what circumstances. One of the most celebrated
and still dominant places for storing records, the (institutional) archive, provided the infrastructure

for submitting, classifying and retrieving the data. Aleida Assmann argues that

[t]he function of the archive, the reference memory of a society, provides a kind of
counterbalance against the necessarily reductive and restrictive drive of the working
memory. It creates a meta-memory, a second-order memory that preserves what has
been forgotten. The archive is a kind of “lost-and-found office” for what is no longer

needed or immediately understood.?’

Today, the internet databases, indeed frequently doubling as a lost-and-found office—despite

. )
being a ‘terantic’ 8

archive that offers virtually endless opportunities for the preservation,
distribution of and access to content—may in a way pose a threat of archival overburdening and

effective uselessness (or hindered usefulness) of digital archiving. The dimensions of the internet

% Arvind Rajagopal, “Imperceptible perceptions in our technological modernity,” 277, 285.

% As Andrew Hoskins maintains, “In the post-scarcity’ era there is an emergent tension between the scale of the
volume of material that can be made available online and the decreasing capacity of anyone to consume it, or to make
sense of it,” see ““7/7 and connective memory: Interactional trajectories of remembering in post-scarcity culture,”
Memory Studies, July 2011, 4(3), 269-280.

%" Aleida Assmann, “Canon and Archive,” 106.

% | use terantic as a word-play on gigantic, implying that gigantic is barely sufficient for thinking of/counting the
saved data in terabytes. Added an r the terrantic would relate to an archive the size of the world (having said that, the
pace of growth of archived material may soon render this obsolete as well.
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as an archive,? the randomness of accessing different online spaces, and the ephemera of large
portions of digital content may pose serious problems concerning the retrieval of desired
information. At the same time this also poses questions concerning what not to preserve and how
to manage the preserved. An overwhelming aspect in this temporal fluidity of the archiving
practices, which have shifted from archival space to archival time,* becomes particularly apparent
when compared to

the archives of the broadcast era mass media [which] were stored in the archival

space of the vault or library subject to the material conditions of order, classification

and retrieval (i.e. access), it is connectivity that becomes of primary significance to

the digital archive as an unequivocally ‘mass’ medium.*

Significant chunks of data may soon become outdated or overrun by more up-to-date content or
backward incompatible software; swarms of available routes to take in the search may just prove
too overwhelming for an individual to navigate through in any meaningful fashion. Just as
problematic is the over-preserving tendency apparent in tracking user behaviour by search
engines, email providers, social network site operators, etc. As Laura Schuster notes: “[D]igital
information technologies are so rapid and ubiquitous that (objective) information itself becomes
less fixed and reliable, and closer to the permeability of subjective experience.”? It is also for this
reason that this ‘anarchive’ as Wolfgang Ernst calls it,> may give room to the more non-
institutional, grass-root, peer and local archiving initiatives that may lead to preserving and also

discovering knowledge, practices, heritage that would otherwise be utterly lost.

With this ‘excursions in time” (far from time travel) becoming a distinctly subjective experience—
and with it memory and remembering an individual, private yet quite possibly highly publicised

endeavours—the imminent danger in the limitless archiveability nevertheless lurks in unsolicited

# It should be noted that, as Wolfgang Ernst cautions, nothing is actually stored on the internet, but only dynamically
retrieved through search engines, see Wolfgang Ernst, “Archival phantasms: between imaginary museum and archive:
cyberspace,” http://www.nettime.org/Lists-Archives/nettime-1-0012/msg00115.html, accessed 11 February 2011. The
internet, however, can nevertheless be seen as a “vast accumulation of sounds, images and data overwhelming in its
scale and diversity.” See Michelle Henning, “The return of curiosity: world wide web as a curiosity museum,” in
James Lyons and John Plunkett (eds.), Multimedia histories: from the magic lantern to the internet, Exeter, University
of Exeter Press, 2007, 72-85, 74.
% Andrew Hoskins, “The digital distribution of memory,” available from Inter-Disciplinary.net, www.inter-
3c‘ilisciplinarv.net/wp—content/upIoads/2009/.../hoskins—paper.pdf, viewed 8 August 2011.

Ibid.
% Laura Schuster, “The Trouble with Memory: Reco(r)ding the Mind in Code 46,” available from Inter-
Disciplinary.net, http://www.inter-disciplinary.net/wp-content/uploads/2009/03/schuster-paper.pdf, , viewed 8 August
2011.
% Wolfgang Ernst, “The archive as metaphor: From archival space to archival time,” available from
http://archivepublic.wordpress.com/texts/wolfgang-ernst/; see also his “Archival phantasms: between imaginary
museum and archive: cyberspace,” available from http://www.nettime.org/Lists-Archives/nettime-I-
0012/msg00115.html, viewed 8 August 2011.
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forgetting. In a highly ‘subjectivised interest field” many (historical) events (and other
information) pass unnoticed before much (or any) sense can be made of them. This quite likely
fertilises ignorance. At best, the highly ‘personalised’ imagining of the past with all the presumed
freedom it offers to the homo memonautilus, necessarily also marginalises and obliterates the
relevance of (national) events and stories, thus raising issues over credibility of sources and
interpretive authority. In this respect, Chris Anderson’s notion long tail (term originally applied to
the economic sector) applies quite well to the situation: confronted by unmanageable pressure to
choose, a significant number of people will find a marginal enough website/topic/belief to make it
significant/influential enough to exert certain impact on wider socio-cultural processes and
phenomena, i.e. significant number of people will produce and many more still will find

distributed beliefs and memories relevant enough as to make them into a relevant phenomenon.*

Nevertheless, the problem remains: in a perpetually changing environment (as compared to print)
it takes quite some effort to find last years’ news and still more to tell valuable, reliable, credible
information from a fake. And it is this mechanism of a certain ‘information overload’ and de-
signification of accumulative knowledge that in light of instant connectivity potentially leads to
superficial social engagement (click-democracy) and fragmented attention. Still, this is not to
downplay the potential for social engagement and mobilisation (particularly when compared to
offline mobilisatory techniques). Yet, one has to be cautious when advertising and investing too
much potential, as Evgeny Morozov advises, into technological fixes for social, cultural and

political problems.*®

In the past, the state-sponsored archiving was strictly submitted to the (ideological) archival gaze
that set and enforced eligibility criteria. Along the dominant and most obvious externalisations of
memory, i.e. monuments and memorials, print, arts and architecture, the new technologies
developed in the 19th and 20th centuries, i.e. photography, film, radio and television, opened up a

whole new field of ‘capturing’ the present. Jussi Parikka argues that the:

archive [after] the Foucault’s expansion of the concept from the concrete physical places of
storage of cultural data to the discourses that govern modes of thinking, acting and
expression of cultures has been a key node in relaying and storing data of modern culture,
and hence acted as a key medium in itself — very much connected to the bureaucratic mode of

control alongside registering and manipulating data e.g. in offices and through office

% See Chris Anderson, “The Long Tail,” Wired, viewed on 15 June 2008,
www.wired.com/wired/archive/12.10/tail.html, accessed 8 August 2011.

% See Evgeny Morozov, The Net Delusion, on the over-exaggerated roles and potential of Twitter and Facebook ‘Arab
Revolutions’ in the Spring 2011.
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technologies (typewriters, calculators, spreadsheets, and later databases, software based

applications, etc.).*®

In the age of the internet and DME Parikka continues, the “[m]odes of accessing and storing data
have changed from centrally governed to distributed and software-based, and the whole culture of
digitality has been referred to as one of databases, instead of narratives.”®’ The increasing
accessibility and public presence of the ‘newly captured memories’ could in this light be seen as
the beginning of the process that seems to have culminated in the digital age (so far). At that it
radically changed the domain of both archiving and remembering and, not least, the ways of
making/creating the records of the past available for the posterity. This process could (arguably)

be termed ‘democratisation of memory and remembering.’

Having said that, the ground-breaking potential of digitisation of archive—and memory and
remembering for that matter—should not be over-endowed with revolutionary potential. Rather,
one should keep in mind that private/individual archives and collections have for a long time
played the role of unofficial, alternative, ‘democratic,” if you will, repositories of memory.
Admittedly, with an important difference in terms/degrees of publicness and access. And,
consequentially, in terms of social impact/role of private collections in creating public

knowledge/collective memory.

The new (in this case digital) technologies appear to be challenging the limits and barriers of the
above mentioned eligibility criteria. In other words, it can be maintained that the new media
technologies of the 19th and 20th and 21st centuries, with the internet as the last invention, have
fundamentally shaken the cultural, social, economic and political practices and processes of

memory and remembering.

Above | have demonstrated that the internet and DME in general effectively enable production
and storage of previously unperceivable amounts and types of data at the expense of navigability
of such data and great danger of loss or info-overload, software or hardware incompatibility and,
not least greater potential control over our lives. On the other hand in the domain of everyday life
these culturo-technical processes do facilitate more subjective conditions of memory and

remembering which implies that in DME—after the Gutenberg parenthesis®® has loosened its

% Jussi Parikka, “The archive,” Cartographies of media archaeology, mediacartographies.blogspot.com/, accessed 11
February 2011.

¥ Ibid.

% The idea of Gutenberg parenthesis as proposed by Thomas Pettitt implies that the print-dominated era, the period
from about the 15th until the 20th century was an interruption in the history of human (oral) communication (Megan
Garber, “The Gutenberg parenthesis: Thomas Pettitt on parallels between the pre-print era and our own internet age,’

i}
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grip—the present condition of human communication can again be seen as returning to the
principle of orality, or ‘retribalisation,” to use Marshall McLuhan’s argument, stating that
retribalisation implies “a radical break from the abstract, linear rationality of print and a return to
the direct and unmediated character of oral culture.”*® Would it be, then, too much to claim that it
was the technology that assisted/enabled the dominance of ‘fixed’ narratives and representations
and that it was eventually that same technology which eventually brought us into an age where
orality is becoming dominant again? To quote Thomas Pettitt: “The post-parenthetical period is a
reversion to the pre-parenthetical period at a higher level of technology.”*® The question that
comes to mind here is: If we can see radio as the prime media enabler of the rise of totalitarian

regimes in the interwar period, can the internet be put to similar ab/use?

Be that as it may, if we take a look into the time of introduction and public adoption (invention,
innovation is not as important a factor) of any new technology of externalisation of memory, it is
clear that all new media technologies elicited as much doubt and substantial fear as they did
enthusiasm. In the domain of memory, media technologies are difficult not to be seen as
agents/facilitators of corruption of memory and remembering, predominantly because they often
seem to be taking on the ‘work of memory’ that presumably should be the ‘burden’ of humans. Or
at least this is how techno-sceptics would have it, ever since Plato expressed scepticism regarding
writing as a practice that weakens mnemonic skills. From a techno-enthusiast or technotopian
point of view, the technologising of memory can only be liberating. A more balanced stance
would propose to see the inevitable abundance of digitally communicable medial externalisations
of memory as a valuable source for studying the past. In order to highlight this point and because
memory is inevitably related to communication, it is in order to provide some more insight into

the history of human communication as conditioned by technologies.

A Peek Into the History of Human Communication

In the history of human communication there are five periods to be discerned, marked by
technological innovations (clearly the technologies are overlapping) enabling in different ways the

externalisation of memory: the oral age, the chriographic age, the print age, broadcast era and the

(video lecture) available from http://www.niemanlab.org/2010/04/the-gutenberg-parenthesis-thomas-pettitt-on-
parallels-between-the-pre-print-era-and-our-own-internet-age/.

%9 Arvind Rajagopal, “Imperceptible perceptions in our technological modernity,” 285.

“0 Thomas Pettitt, “The Gutenberg parenthesis: oral tradition and digital technologies,” Nieman Journalism Lab
Report, available from web.mit.edu/comm-forum/forums/gutenberg_parenthesis.html, accessed 22 October 2010.
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digital age.*" Yet, considering the modes and strategies of communication it seems perhaps more
adequate to look at the history of communication and media in terms of: 1) (primary) orality
which presupposes face-to-face (one-to-one and many-to-many) communication and relatively
closely knit, territorially bound communities; 2) writing and print (the Gutenberg parenthesis),*
characterised by a shift towards one-to-many communication transcending the boundaries of space
and time and are closely related to the rise of the nation and Romantic nationalisms; 3) broadcast
era (electric and electronic media, e.g. radio, TV, telephone) or the second orality*® characterised
by the transience of electronically transmitted messages; and the 4) era of ubiquitous digital media
or digital media ecology, which remediates and repurposes previous technologies (as do previous
new technology) into a media ecology where text, sound and vision are converged.* Here it
should be noted that DME not only refers to its enabling technology, but also implies the scale and
pervasiveness of digital communications technologies, i.e. subsumes in fact the environmental
characteristic of the communication space which ‘invades’ and fundamentally defines other areas

of life.

The line of distinction between these media modalities according to Ryan lies in that the text
“cannot be transferred into [...] [another] medium without significant loss,” or, might I add,
enhancement. However, what differentiates digital texts or narratives from other modalities is that
they “depend[s] on the computer as a sustaining environment, and use[s] the screen (or any other
display device) as a stage for performance.”* The performative environment thus created isolates
the user in front of the screen physically from others, while in exchange providing the setting for
real-time, (inter)face-to-(inter)face, communication beyond the limits of space and time, and

sometimes beyond life and death.*®

Speaking of the screen, Pythagorean idea of the acousmatic (akousmatikoi) comes to mind. In
order for his pupils to be better able to concentrate, Pythagoras delivered his lectures from behind
a veil. Thus the students were unable to see the ‘producer’ and were ‘exposed’ to his voice only;

and forced to focus on his voice only. Later on, Pierre Schaeffer, the French composer and

! See Marie-Laure Ryan, “Multivariant Narratives,” in Susan Schreibman, Ray Siemens, John Unsworth (eds.), A
Companion to Digital Humanities, Oxford, Blackwell, 2004, available from,
http://www.digitalhumanities.org/companion/view?docld=blackwell/9781405103213/9781405103213.xmI&chunk.id
=s51-4-9&toc.depth=1&toc.id=ss1-4-9&brand=default, accessed 8 August 2011.

*2 See Jill Walker Rettberg, Blogging, Cambridge, Polity Press, 2008; see also Pettitt quoted above.

*% See Walter J. Ong, Orality and Literacy; see also Joanne Garde-Hansen, Andrew Hoskins and Anna Reading, Save
as... Digital Memories, 3.

“ Ibid.; on many-to-many or the third orality, see also Lawrie Hunter, “Text to speech to text: a third orality?”
available at www.lawriehunter.com/presns/eurocall_070729.ppt.

“> See Marie-Laure Ryan, “Multivariant Narratives.”

“® See “Romance Departed,” Chapter 4.
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theorist, defined acousmatic as “referring to a sound that one hears without seeing the causes
behind it.”*’

In the case of mass, electronic and/or digital media this proposition seems insufficient, but it can
fruitfully be extended. Contemporary media necessarily contain the visual, audio and textual
elements, and they enable asynchronous and spatially dislocated consumption/exposure. The
reader/viewer/listener/user need not be present for the message to be transmitted/received, but can
consume/access it any time later or any place else. Therefore, the concept of acousmatic can also
understood as referring to content (represented via audio-image-video-text) that one ‘sees’ without
‘seeing’ the source or technology behind it. This understanding entails the capacity of (not only
digital) media technologies to discard the source/object of representation and at the same time also
camouflage the very means of its production.”® This logic of transparency is discernible in
computer mediated communication and human-computer interfaces, and is described by Mark

Poster as:

The internet interface must somehow appear ‘transparent,’ that is to say, appear not to be an
interface, not to come between two alien beings and also seem fascinating announcing its
novelty and encouraging an exploration of the difference of the machinic. The problem of the
internet then is not simply ‘technological’ but para-machinic: to construct a boundary
between the human and the machinic that draws the human into the technology, transforming
the technology into ‘used equipment’ and the human into a ‘cyborg,” into one meshing with

machines.*

Not wanting to imply that a person intrigued enough by the past in the DME to delve into the
reaches beyond the limits of offline memory and remembering is a cyborg, | would nevertheless
like to stretch the idea of acousmatic just a little bit further to encompass the discussion of the
past. In this context the concept proposes understanding of the past as represented on a screen
while suspending the disbelief into the ‘artificial’ character of this representation. Or, to
paraphrase Schaeffer, it proposes understanding of the past without seeing the ‘real events’ behind
the screen, but rather as represented on the screen. It is the screen, therefore, where the past
(already remediated, mediatised by another user, never ‘raw’) iS represented or enacted at the

command of the user in front of it. In a way, then, the user sat in front of a ‘window’—through

*" See Pierre Schaeffer, Traité des objets musicaux, Paris, Le Seuil, 1966, 91; see also his “Acousmatics,” in
Christopher Cox and Daniel Warner, Audio Culture: Readings in Modern Music, London, New York, Continuum,
2004, 76-81, 77.

“8 See discussion on mediatisation below.

* Mark Poster, “Postmodern Virtualities,” http://www-hnet.uci.edu/mposter/writings/internet.html, see also Jay David
Bolter and Richard Grusin, Remediation. Understanding New Media. Cambridge, London, MIT Press, 2000; Lev
Manovich, The Language of New Media, Cambridge, London, MIT Press, 2001.
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which she can, at the click of the mouse, bring a multimodal digital object to life, i.e. an object
that in one media or genre, or another, represents a screen separating the past form the present—is
engaging with the past and in doing so co-creating it.

At this point another historical example of conceptual approaches that in a way pre-empt the
digital logic might prove useful. At the turn of the 19th and 20th centuries a German art historian
Aby Warburg devised his Mnemosyne Atlas. Originating in Greek mythology and a
personification of memory, Mnemosyne in Warburg’s rendition was used as a concept and strategy
for representation of artefacts. And how does it relate to this study? Using this concept | aim to
demonstrate that the history of the principle now discernible in the digital technology is not a
radically new invention, but can in fact be traced quite some time back and often works against the
principle of linearity (of time, progress) and print-imposed order usually attributed to the pre-
digital age. Warburg designed his Mnemosyne in the late 1920s as a series of black clothed panels
which functioned as screens where the phenomena reproduced were presented simultaneously, as
opposed to the linearity of book format.>® The panels featured photographs of buildings, statues
and other historical artefacts ordered in sequences that gave up to a reader all at once. That is, it
functions as a “discontinuous sequence that finds expressive significance only when considered in
an arrangement of complex interconnections,” which activated dynamic properties that would be
latent if considered individually.®> Mnemosyne was conceived as a “receptive surface, a

photosensitive plate on which texts or images surging up from the past reveal themselves.”>?

In effect, as Philippe-Alain Michaud notes, Mnemosyne was a composite construction which
provided a ‘platform’ where physical experience of space met certain mental operations
(associations, memories, repetitions, focalisations). Important for this study is the implication of
Warburg’s constellation where “the distance between the images, which tend to invert the
parameters of time and space, produces tensions between the objects depicted and, inductively,

between the levels of reality from which these objects proceed.”53

%0 phjlippe-Alain Michaud, Aby Warburg and the image in motion, Zone Books, New York, 2007, 260.
*! Ibid., 258.
*2 Ibid., 260.
* Ibid., 253.
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Media Archaeology and Mnemosyne

The relation to between the Mnemosyne and the concept of the internet is in that the computer
screen today can be seen, indeed not quite as a Mnemosyne panel, but as a tool to individually,
quite randomly create one. What is more, the internet can easily fit into the mnemosynal idea of
the platform.>* If in Warburg’s conception there was an artist who designed the panels and defined
order, today an individual may create a digital Mnemosyne on two levels. First, there is the user
that through navigating through the various internet paths creates (think of multiple opened
windows on the screen) her unique digital Mnemosyne of the past few moments, or in fact her
own memorial itinerary. As Huhtamo and Parikka argue with regard to the pre-digital status of
Mnemosyne, but which applies to the internet as well, “the project [Mnemosyne] suggested a new
idea about dynamics of the image, pointing out how images and motifs in themselves could
function as ‘time-machines’ in an isomorphic fashion to the task of media archacology.” And
second, the actual creation of digital content, for instance a blog, a digital video memorial or a
Facebook profile, where photos, videos, sounds and text are produced and distributed online, but

first dug from various collections.*

What invariantly comes to the fore when looking at (predominantly private initiative) re-
narrativisations and re-interpretations of the past in DME is the practice that partially fits into the
concept of ‘media archaeology’ as defined by Erkki Huhtamo who sees it as a term referring to:
“‘excavating’ forgotten media-cultural phenomena that have been left outside the canonized
narratives about media culture and history.”’ Other theoreticians suggest, Wolfgang Ernst among
others, that media archaeology should not be seen in the metaphorical or face-value concept.
Rather, Ernst proposes to see “not simply as an alternative form of reconstructing the beginnings
of media on the macrohistorical scale; instead it describes technological beginnings (archai) of
operativity on mycrotechnological level.®® Essentially, media archaeology is seen as a
methodology much more concerned with the physicality of ‘ancient’ media in operation, with the

main focus on the apparatus.™

> Cf. Erkki Huhtamo and Jussi Parikka, “Introduction: An archaeology of media archaeology,” in Erkki Huhtamo and
Jussi Parikka (eds.), Media Archaeology: Approaches, 1-21.

* Ibid., 7.

*® See Chapters 2, 3 and 4.

*" Erkki Huhtamo, “Media Archaeology — Definition, Take 2,”
http://mediacartographies.blogspot.com/2010/10/media-archaeology-definition-take-2.html, accessed 31 August 2011.
% Wolfgang Ernst, “Media Archacography: Method and Machine Versus History and Narrative in Media,” in Erkki
Huhtamo and Jussi Parikka (eds.), Media Archaeology, 239-255, 239-240.

%9 On a different take on media archaeology see Aleksandra Sekuli¢, “Korak nazad, dva koraka napred: Medijska
arheologija: Devedesete,” in Devedesete: Medijska arheologija, Beograd, Merkur, 2009, 4-12, 4.
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However, in the case of Yugoslav digital afterlife, the concept of media archaeology proves
relevant precisely in its metaphorical use: considering the fact that the country ceased to exist and
new states came in its wake, much of the country’s past was, more often deliberately than not,
forgotten, erased, destroyed. Hence, the activities | analyse in the following Chapters snugly fit
this definition, as they in fact excavate media content from archives, personal collections, recorded
TV shows, etc. In the case of Yugoslavia this applies to a twofold excavation: first, excavating,
digitising and distributing (predominantly popular cultural) mediatised content that after the break-
up of the country and the installation of new regimes were left to their technological and cultural
oblivion. And second, this process also implies ‘excavation’ from underneath new ideological
edifices that effectively promoted forgetting/annihilation of not insignificant portions of Yugoslav

everyday.

To explicate the point further, Jussi Parikka argues that “[m]edia archaeology has succeeded in
establishing itself as a heterogeneous set of theories and methods that investigate media history
through its alternative roots, its forgotten paths, and neglected ideas and machines that still are
useful when reflecting the supposed newness of digital culture.” Crucially, Parikka maintains that

media archaeology:

[A]bandons historicism when by it is meant the idea that the past is given and out there
waiting for us to find it; instead, it believes in the radical assembling of history, and histories
in the plural, but so that it is not only a subset of cultural historical writing. Instead, media
archaeology needs to insist both on the material nature of its enterprise — that media are
always articulated in material, also in non-narrative frameworks whether technical media
such as phonographs, or algorithmic such as databases and software networks — and that the
work of assembling temporal mediations takes place in an increasingly varied and distributed
network of institutions, practices and technological platforms.®

A certain correspondence can be found between media archaeology and the principle of the
Mnemosyne, particularly in the part referring to a radical assembling of history, e.g. the
creation/proliferation of ‘grass-roots’ or ‘guerrilla’ multimodal mobile media objects (4MO) in the
processes of co-creating vernacular (digital) memory. With reference to this study, the
correspondence lies in a ‘guerrilla historian’ excavating and reassembling media content—which,

as | argue above, in post-socialist transformations became de-canonised, left out from public

% Jussi Parikka, “What is media archaeology? — Beta definition 0.8,” Cartographies of media archaeology,
http://mediacartographies.blogspot.com/2010/10/what-is-media-archaeology-beta.html, accessed 11 February 2011.
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memory, economically unviable for ‘remastering’ etc.—in a “discontinuous sequence that finds

. . . . . . 61
expressive significance only when considered in an arrangement of complex interconnections.”

Figure 2 | Aby Warburg, Mnemosyne Atlas 1924—1929, available from
http://www.medienkunstnetz.de/works/mnemosyne/images/3/.

Warburg’s Mnemosyne concept can be seen as an externalisation of pre-digital logic and the
internet (or rather materialisation of content on a screen), consequentially, as offering a
representational plane, providing among others the space for historical/memorial representations
and mediations. Furthermore, the internet as a platform gives space for a produser to manipulate
“‘engrams’ capable [note: engrams can only become capable of anything after they have been

manipulated] of recreating an experience of the past in a spatial conﬁguration.”62

One of the greatest challenges posed to understanding memory and remembering in DME are the
scale of production and the amount of available past related UGC, which is co-created and
distributed past the traditional gate-keepers and the usual interpretive authorities (historiography,

education system, etc.). By past-related content | refer to numerous re-appropriations, re-

%1 phjlippe-Alain Michaud, Aby Warburg and the image in motion, 258.

82 An engram in Richard Semon’s conceptualisation of memory (“the function charged with preserving and
transmitting energy temporally, allowing someone to react to something in the past from a distance”) is a trace that an
event affecting a living being leaves in the memory. Quoted in Philippe-Alain Michaud, Aby Warburg and the image
in motion, 255.
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narrativisations, sampling, remixing and remeshing, or remediating existing media forms, genres
and content, while also to new, born digital renditions of a certain historical person or event, time
and/or place. This includes various digitised collections and databases, digital museums,
memorials and monuments, numerous websites and blogs, video and music used in inventive
ways, the mani-forms of e-literature, etc. If, dangerously generalisingly speaking, the ‘old’
channels of distributing historical knowledge were ideologically centralised and censored and
restricted to a few only, the ‘new’ digital media facilitate a different ecology: one of more
decentralised, de-hierarchised, dispersed, fragmented sources and interpreters of knowledge, one
of and tools for knowledge production available (ideally) to many. Hence, in DME the ideology

subscribed to is to become one’s own, and so are the ‘technological means of content production.’

Grasping Digital Memory: Concepts and Theory

The interrogation of memory in the ‘age of digital reproduction’ of audiovisuals (including any
combination of sound, image and video and text)®® necessarily runs the risk of conceptual
conflation and walking the techno-utopian/dystopian razorblade. In order to avoid this, a more
detailed clarification is needed of several concepts | use in dealing with vernacular ‘digital
memory’ or remembering in DME. This will also serve to devise a theoretical and conceptual

research framework of the study.

Any research of the past, and—because of its ambiguous redefinition of the private/public and
official/unofficial distinctions—all the more so in DME, necessarily comes across issues of
historiographical or lay appropriation, reinterpretation and renarration of the past. Moreover, any
dealing with (representations of) the past in DME has to take into account, perhaps more than ever
before, the processes of creating, co-creating, sharing and responding to ‘digital memories,” which
seem to be contributing greatly to ‘enhanced immediacy of remembering.’® The ‘lives’ of (quite
likely very private) memories in DME significantly shape and redefine the public spaces and at the

same time, as they are made ‘inhabitants’ of DME, become in a way public property; for instance

% 0n audiovisuality see Siegfried Zielinski, Audiovisions, Cinema and Television as entr’actes in history,
Amsterdam, Amsterdam University Press, 1999 [1989]. In Audiovisions (14) Zielinski says that “Audiovision has
become an amalgam of many media communication forms that used to be separate.” With this in mind, an observation
is in order: cinema, television, video, music, radio do not need text to be transmitted. Yet with the internet text
regained importance, but in exchange became just as ephemeral as audiovisuals.

% On enhanced immediacy of remembering see Chapter 3, see also Paul Virilo, Open Sky, London, Verso, 1997, 24.
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publicly shared videos and music, forum debates and comments, numerous blog entries, party
photos, etc once gone public lose their status of private property and are ‘out there’ freely to be re-

contextualised, reinterpreted.

Thus in a way, rather than disappearance of the private, we are witnessing the colonisation of the
public by the private. Truth be told, the private is also changing, but hardly shrinking (albeit it is
heavily controlled, trackable and securitised). Slavoj Zizek’s claim in is agreeable: “It is often said
that privacy is disappearing. But the reality is inverted: it is the public space which is
disappearing, and its dignity. In everyday life we often find ourselves in situations where the only
correct conduct is not to say everything.”® This also has consequences for the practice and study
of memory in the DME. The co-created memories are subject to twofold ‘distortion’: first, in line
with the classic McLuhanian “the medium is the message” postulate it is the medium that
determines (or screens off, see the discussion on the acousmatic above) what and predominantly
how can be created and shared; second, the redefinition of private/public relationship drives users
to actively engage in selection and in-formation of the content they produce, doing so infrequently

imposing severe self-censorship measures.®®

In the process of selecting, editing and publishing stuff online, there are technologically supported
protocols in operation that bring together the user and the ‘visitor,” the past and the present, and
importantly define the way DME is shaped by the progressive ‘intrusion’ of mediated images.
These, in an audiovisually dominated culture are the key vessels for communicating a wide variety

of different types of content.

Mediated Memories

A concept that adequately subsumes the variegated individual and collective, private and public
actions is one proposed by Jose van Dijck, mediated memories. She sees mediated memories as
“magnifiers of the intersections between personal and collective, past and future [that] involve

individuals carving out their places in history, defining personal remembrance in the face of larger

% Slavoj Zizek, “Lepi maniri u doba WikiLeaksa, Sramota me, dakle postojim,” www.e-novine.com/stav/43964-
Sramota-dakle-postojim.html, accessed 1 February 2011.

% The concept of private is a relatively new invention (intensely correlated with establishment of print culture) and the
digital technologies might facilitate a process of blurring the boundaries between the public and private, not unlike the
situation in pre-print cultures where much of an individual’s private life unravelled in a public, if relatively small,
space of face-to-face community. What is more, privacy as we tend to think of it today, is deeply related to the
emergence of writing and print (and electronic and digital media later on) and the related radical reshaping of orality-
based systems of communication. Privacy in oral culture would mean putting out a fire in the hearth, i.e. shutting
down any social contact, whereas in the DME one can eliminate all physical social contact and still remain
‘connected.’
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cultural frameworks.”®” Moreover, apart from carving out places in history, the individuals are, via
mediated memories more or less actively engaged in carving out their places and roles in their
highly mediated presents. Thus an individual co-creator of memory is involved in contributing to
the collectively consumed and produced (prosumed) visions of the past that go well beyond the

limits of (national) historiography, and quite often against it.

The concept of mediated memories, as developed by Van Dijck, is related to Jan Assmann’s
theoretical distinction between cultural and communicative memory,®® whereas the former is
understood here as a more latent, storage memory, and the latter as memory as a process under
constant negotiation. Crucially, it can be seen as a “tool for analysis of dynamic, continuously

changing memory artefacts and items of mediated culture.”®

Memory artefacts are, essentially, compounds of “many autonomous objects [which can] be used
in many different contexts and combinations, and undergo various transformations.”” In DME,
the representations of the past via media objects are necessarily distributed/fragmented between
various digital media (or genres). At the same time the content thus co-created is in itself often
fragmented, both in terms of what it has to say and how it says it. Yet, this is not necessarily a bad
thing. The mediation of digital representations (endowing these objects with the status of
mediality)™ results in bringing together various types and modes of representation, various
utilisations of different available digital media and, not least, people. This essentially results in
multimodal mediation of memories which not only influences how the memories are mediatised,
but also how they are represented, shared, distributed, interlinked, etc. More to the point, as
Andrew Hoskins argues, “contemporary memory is not principally constituted either through
retrieval or through the representation of some content of the past in the present, but, rather, it is

embedded in and distributed through our sociotechnical practices.”72

In DME, the questions of distribution of memory and mediation refer to certain aspects concerning
the interplay of technology and (memory) cultures that were not deemed important or relevant in
previous dealing with media and memory. Now, if the short 20th century coincides with the
beginning of the Great War and the collapse of socialism, it also coincides with the rise and reign

%7 Jose van Dijck, Mediated Memories in the Digital Age, Stanford, Stanford University Press, 2007, 25.

% Jan Assmann, “Communicative and Cultural Memory,” in Astrid Erll and Ansgar Nunning (eds.), Cultural Memory
Studies, 109-118, 116-7.

% Jose van Dijck, Mediated Memories, 24.

® Marie-Laure Ryan, “Multivariant Narratives,” 2004.

! See discussion on “Representation and Mediality™ below.

2 Andrew Hoskins, “Digital Network Memory,” in Astrid Erll and Ann Rigney (eds.), Mediation, Remediation, and
the Dynamics of Cultural Memory, Berlin, De Gruyter, 2009, 91-106, 91. Hoskins continues: “The use of websites
and services such as MySpace, Facebook and Twitter allow users to continually display and to shape biographical
information, post commentaries on their unfolding lives and to interact publicly or semi-publicly with one another.”
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of cinema, radio and television. All these quintessentially 20th century media rendered “their”
century into a highly mediated century and saved from oblivion large portions of fact and fiction
(or content) produced. Truth be told, as much content that was saved was also (deliberately)
forgotten, and much of the stuff that made the history of the 20th century would never have made
it till today, were it not for the mass electronic media that transmitted (radioed and televised) the
content to audiences of the time and beyond. Content that otherwise would irreparably have been
lost to time is now in great detail and amount retained for possible future(s) to make of it any
particular sense. Mediation of memories in the digital era, its onslaught intriguingly coinciding
with the collapse of socialism, thus opens up questions concerning the ways in which post-
socialist states ‘confronted’ the upsurge of wished-annihilated memories in DME."® Crucial at this
point is to look into the very mechanism of mediation and the impact mediation has on

conceptualising and facilitating the processes of memory and remembering in DME.

Mediation and Mediatisation

What the media essentially do is mediate or mediatise, i.e. transmit (object, carrier) or facilitate
transmission of data, video, images, sounds and/or text, and with it content/messages. Theoretical
discussion on mediation is often poised in relation to the concept of mediatisation. Heated
discussions between Nick Couldry and Stig Hjarvard and others demonstrate there is no easy way
to differentiate between them.” Winfried Shulz, for instance, proposes four different aspects of
mediatisation: 1) media extend the natural limits of human communications capacities; 2) the
media provide a substitute for social activities and social institutions; 3) media amalgamate with
various non-media activities in social life; 4) actors and organisations in all sectors accommodate
to the media logic.”® On the other hand, Nick Couldry argues that mediatisation may be less useful

for grasping the dynamics of digital storytelling, as it presupposes a “more linear transformation

" Friedrich Kittler notes in Optical Media: “In the sequence from silent film to sound and colour film — three stages
that oddly correlate with the outbreak of the world wars — we see the emergence of different media-specific
solutions™; see his Optical Media: Berlin Lectures 1999, London, Polity Press, 2010, 23. The coincidence of
technological innovations in media and major socio-political perturbations (wars included) deserves a separate study.
™ Nick Couldry, “Digital Storytelling, Media Research and Democracy: Conceptual Choices and Alternative
Futures,” in Knut Lundby (ed.) Digital Storytelling, Mediatised Stories: Self-representation in New Media, New York,
Peter Lang, 2008, 41-60; Stig Hjarvard, “Soft Individualism: Media and the Changing Social Character,” in Knut
Lundby (ed.), Mediatization, Concepts, Changes, Consequences, New York, Frankfurt am Main, Peter Lang, 2009,
159-178; see also Nick Couldry, “Mediatization or mediation? Alternative Understandings of the Emergent Space of
Digital Storytelling,” New Media & Society, 10(3), 2008, 373-391.

" As quoted in Lynn Schofield Clark, “Theories: Mediatization and Media Ecology,” in Knut Lundby (ed.),
Mediatization, 85-100, 87. Cf. Winfried Shulz, “Reconstructing Mediatization as an Analytical Concept,” European
Journal of Communication, 2004, 19(1), 87-101.
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from ‘pre-media’ (before the intervention of specific media) to ‘mediatisted social states.”® Yet,
importantly, it is the Lynn Schofield Clark wording that describes mediatisation as referring to
both the “processes by which social organisations, structures or industries take on the form of the
media, and the processes by which genres of popular culture become central to the narratives of

social phenomena.”77

For the purposes of this study, however, the distinction | propose is somewhat basic, yet
nonetheless applicable: mediation is understood as the action/process/phenomenon of digital
object mobility, i.e. the ‘travel-ability’ of externalisations of memory between users/produsers. It
implies that mediated content is, once mediatised, able to be circulated in DME. Mediatisation, on
the other hand, is roughly drawing on the meaning “to annex (a principality) to another state,
while allowing certain rights to its former sovereign.”’® This implies that in order for mediation to
occur, the content to be mediated has first to be ‘assimilated,’ i.e. migrated/adjusted/conformed or

mediatised into a media-specific form/at.

It is this understanding of the distinction that yields best grasp for the problematic addressed in
this study. To summarise: in the process of mediatisation, the historical event for instance, is
abstracted, conflated, distorted, simplified, ideologised, politicised, falsified, de-contextualised, re-
contextualised, etc. An allsorts of ‘human,” symbolic and technical interventions are underway
that make an event fit for media representation. Mediation as such cannot be read this way, which
is why | use it in relation to the ‘content on the go,” while with mediatisation I refer to the process
of ‘annexation’ or assimilation of ‘extra-medial’ events, people, ideas, emotions; making it

essentially into content.

Remediation and Media Convergence

To provide structural underpinning of the concept of mediated memory, and the processes of
mediation and mediatisation, there is a twofold process at work which includes media
convergence (genres, forms representation techniques) and remediation. In his Convergence

Culture Henry Jenkins argues that a specific shift is underway in the field of media and culture.”

"® Nick Couldry, “Digital Storytelling, Media Research and Democracy: Conceptual Choices and Alternative
Futures,” 41-60, 42.

" Lynn Schofield Clark, “Theories: Mediatization and Media Ecology,” 87.

"8 Search term ‘mediatization’ at http:/dictionary.reference.com/browse/mediatise?0=100083, accessed 18 January
2011.

™ Henry Jenkins, Convergence Culture: Where Old and New Media Collide, New York, New York University Press,
2006.
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He calls it media convergence and defines it as “the flow of content across multiple media
platforms, the cooperation between multiple media industries, and the migratory behaviour of
media audiences.” Furthermore “media convergence refers to a situation in which multiple media
systems coexist and where media content flows fluidly across them [... and it is understood] as an
ongoing process or series of intersections between different media systems.”80 This
conceptualisation forms the background to situating the research cases as multimodal media
objects, where various modalities of data representation (video, image, text, audio) converge into a

digital uni-media within which digital narratives can be created and co-created.®

To develop the model further, it is useful to adopt Bolter and Grusin’s term remediation which in
the ‘old” and ‘new’ media dialectics dismisses theorisations of the radical change in media by
rather emphasising the “processes of reformulating, reformatting, recycling, returning and even
remembering other media.”®* Thus Bolter and Grusin maintain that “[n]ew digital media are not
external agents that come to disrupt an unsuspecting culture. They emerge from within cultural
contexts, and they refashion other media, which are embedded in the same or similar contexts.”®
Furthermore, the concept of remediation also lends to conceptualisation that not only involves the

re-applications and re-uses of media forms, but also implies that:

[M]emorable events are usually represented again and again, over decades and centuries, in
different media: in newspaper articles, photography, diaries, historiography, novels, films,
etc. What is known about a war, a revolution, or any other event which has been turned into a
site of memory, therefore seems to refer not so much to what some might cautiously call the
‘actual events,” but instead to a canon of existent medial constructions, to the narratives and
images circulating in a media culture. Remembered events are transmedial phenomena, that

is, their representation is not tied to one specific medium.%

Although the concepts of convergence and remediation seem to overlap at certain points® they
nevertheless successfully subsume the dynamic processes of cultural and technological relations
and occurrences in DME. Particularly in the aspects implying that DME and the internet
technologically facilitate multimodality of media representations and that no
introduction/invention of a new technology is an unexpected occurrence; it can only be seen as

such in mythologising, techno-utopian retrospect. With respect to memory and remembering this

% bid., 282.

81 See below.

8 Joane Garde-Hansen, Andrew Hoskins, Anna Reading, Save As... Digital Memories, 14; italics added.

8 Jay David Bolter and Richard Grusin, Remediation, 19.

8 Astrid Erll, “Literature, Film and the Mediality of Culture,” 392.

8 It should be noted here that remediation also to some extent shares affinities with media archaeology, particularly in
view of “temporal connections, translations and mergers between media,” see Erkki Huhtamo and Jussi Parikka
“Introduction: An archaeology of media archaeology,” 2011.
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framework accounts for numerous emerging renarrativisations of the memory of the Yugoslav

pasts.

Digital Storytelling

The objects of my research on Yugoslav digital afterlife—popular music blogs, digital memorial
videos and historical Facebook profiles—are approached as cases of digital storytelling (DS). Joe
Lambert, the founder and director of the Center for Digital Storytelling defines a digital story as “a
short, first-person video-narrative created by combining recorded voice, still and moving images,
and music and other sounds.” A digital storyteller in his view is “anyone who has a desire to
document life experience, ideas, or feelings through the use of story and digital media.”®® In the
context of this research | propose to slightly expand Lambert’s conception and use DS to denote
an activity in DME, which aims to (re)narrate personal, collective, present or historical experience,
and does so by producing media objects; through practicing media archaeology in its most
rudimentary form, i.e. searching for online and offline media sources and unravelling the past as

preserved in the media.®’

The one principle/practice that connects all communication modes across time and space is
storytelling: an all-pervasive human activity which is intrinsically related to identity management
and social interaction, and is crucial for the construction, preservation and transmission of
memory. As the author David Grossman notes, “I think in all of us there is an instinct to tell
stories [...] it is amazing how quickly we are able to recognise one, or an idea which could be
made into a story...”®® Regardless of the media modality or genre, yet in a highly media specific
way, storytelling is a process and practice of externalising/sharing personal experience, and
consequently of preserving traces of the past. This externalisation is done by the way of
(re)narrativisation. From the extensive work on narrative theory,® it may be best to adopt Ryan’s
medium-free, semantically based definition of narrative according to which:

[N]arrative is a type of meaning, or mental image generated in response to certain stimuli. A

narrative text is an artefact designed to bring this meaning to mind. But the cognitive

% Joe Lambert, Center for Digital Storytelling, available from http://www.storycenter.org/index1.html, Viewed 8
August 2011.

8 Cf. Nick Couldry, “Mediatization or mediation?,” 374.

8 Branko Soban, “Rumeni veter, ki odganja mir,” Sobotna priloga, available from http://www.delo.si/clanek/105839,
accessed 8 August 2011.

8 See for instance Mieke Bal, Narratology, Introduction to the theory of narrative, Translated by Christine van
Boheemen, Toronto, University of Toronto Press, 1985; David Bordwell, Narration in the Fiction Film, Madison,
University of Wisconsin Press, 1985; Monika Fludernik, An Introduction to narratology, London, New York:
Routledge, 2009; Gérard Genette, Narrative Discourse: An Essay in Method, Cornell University Press, 1980.
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construct specific to narrativity can also be formed in response to stimuli not expressly
designed for this purpose, for instance as an interpretation of life itself. This does not make

life into ‘a’ narrative, but it means that life may possess narrative potential — what we may

call ‘narrativity.”®

With a view to the realm of digital multimodal narratives it should be emphasised that
narrativisation here is understood as any activity, as indicated in the quote above, which utilises
the potentiality of online space (interactivity, temporality, spatiality), digital technology and
combination of video, audio, image and text, and combines them to “bring meaning to mind.”**
Now, it has to be said that digital storytelling and online narrativity in general feature some traits
that establish a line of distinction between oral and digital narrativity: mixing text with other
materials (convergence); limiting the length of narrative, standardisation pressures and the

unpredictability of (un/intended) consequences.

Representation and Mediality

As narrative is generally defined as being constituted by a representation of an event, it is in order
to define the use of representation as well. Elusive as the concept may seem, Stuart Hall in his
lecture on “Representation and the Media” gives a comprehensive view on representation by
contrasting two views: one which sees representation as a presentation of an image/event that is
already there, and as standing in for and/or taking place of political/social leaders. In this view
representation is the way in which meaning is conferred to what is being depicted, which puts
great emphasis on the difference between the ‘true meaning’ of an event, and how it is represented

in the media.*?

On the other hand, the conceptualisation of representation proposed by Hall construes
representation as constitutive, meaning that events in the world do not have an essential, fixed or
true meaning against which distortion can be measured, but that the meaning of events taking
place depends upon how they are represented. This implies that whoever controls the means of
representation determines the meaning, and the event has no ‘meaning’ until it is represented,
which makes representation a constitutive of the event. This, however, is not really the case in
DME and co-creative practices, where the meaning is constantly negotiated, if need be perverted,

as a consequence of mediality of 4MOs. Furthermore, Hall stresses that reality does not exist

% Marie-Laure Ryan, “Multivariant Narratives.”
91 1o
Ibid.
%2 Stuart Hall, “Representation and the Media,” video lecture, http://www.youtube.com/watch?v=aTzMsPgssOY,
accessed 8 August 2011.
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outside the process of representation.”® To adapt this point for the purposes of this study: neither

does memory and history or any interpretation of the past.

However, bringing into the picture affect and mediality Richard Grusin talks about, the very
definition of the notion of representation as given by Hall can be altered. To contrast
representation to mediality, Grusin argues that “mediality does not simply mean (as Foucault often
maintains) that government or media manage or control the imbricated networks of people and
things, but also that people and things function actively together to create or invent new forms of
mediation.” Closely related to this is the concept of affect which not only relates to “media
practices in terms of their structures of signification or symbolic representation, but more crucially
in terms of the way in which media function on the one hand to discipline, control, contain,
manage or govern human affectivity and its affiliated fillings ‘form above’ at the same time that
they work to enable particular forms of human action, particular collective expressions or
formations of human affect ‘from below.””® In accordance with Grusin, | propose to see mediality
as considerably different from representationality, “which concerned itself with a referential

fidelity to its object.”

With this in mind, representation in my conceptualisation refers to online content, i.e. to what is
out there, and not necessarily implies that meaning is determined by the one who owns the means
of representation. To the contrary, | propose to understand representation as constituent of the
process of co-creation (of content and meaning). In this respect the aspect of mediality needs some
further elaboration. Through the mobility of multimodal media objects the co-creation can occur
and it is this on-the-way/in-between status of media objects (representations) that constitutes
object’s status as one of mediality. In short, mediality is the status of representations on the move,
it is the ‘place’ through which and where the (co-)creation of meaning occurs. At this point it
seems viable to draw on Paul Virilio’s discussion on the relation between subjectivity and
objectivity. Virilio argues that between subjectivity and objectivity there seems to be “no room for
the ‘trajective,” that being of movement from here to there, from one to the other, without which
we will never achieve a profound understanding of the various regimes of perception of the world
that have succeeded each other throughout the ages.”® The trajective—unravelling in the space
between the individual and the event—in the sense of granting the status of mediality to the stuff

mediatised and mediated. The difference between mediation and mediality is here understood in

93 H
Ibid.
% Richard Grusin, Premediation: Affect and Mediality After 9/11, London, Palgrave Macmillan, 2010, 76-77.
95 H
Ibid., 79.
% paul Virilio, Open Sky, 24.
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that mediation implies a more technical aspect of content trajectivity, while mediality also implies
the interaction and co-creation, which may or may not emanate from content circulating among

users and machines.

This is an aspect in the concept of mediality which not necessarily opposes representationality but
rather implies the mobility or circularity of representations between users and machines.®” In this
view representation still retains its relevance, but its ‘meaning-value’ is altered inasmuch as it is

understood as inherently in-flux, fragmented, and co-created.

Multimodal Mobile Media Objects (4MOs)

Significantly, this research focuses on the medial externalisation of memory via digital storytelling
as a practice of co-creating and sharing multimodal media objects which are circulated among
users, media, spaces and times. As indicated above, multimodal mobile media object is a digital
representation in which video, image, text, audio are converged to create a narrative, and is then
made publicly available on websites, blogs, audio-video platforms, etc. Here, DS denotes a
process while media object refers to a result of such process.

Characteristically, media objects are characterised by mobility which, as proposed by Lev
Manovich, refers “not to the movement of individuals and groups or accessing media from mobile
devices, but to something else, which so far has not been theoretically acknowledged: the
movement of media objects between people, devices, and the web.”*® Furthermore, media objects
are characterised by mediality which refers to the relationship (or in-flux engagement) emerging
between users, media objects and objects of representation. This relationship is ‘fed’ by the
circulation of representations, which, as the go along, are used to co-create meaning (or memory)

through their mediality.

The Connectivity Turn

In this research the idea of digital memories, memorials and storytelling is closely related to the
connectivity turn.*® From the perspective of the mobility of media objects, the term rests on an

%7 See William Straw, “The Circulatory Turn,” in Barbara Crow, Michael Longford, Kim Sawchuk (eds.), The
Wireless Spectrum: The Politics, Practices and Poetics of Mobile Media, Toronto, University of Toronto Press, 2010.
% Lev Manovich, Software takes command, draft book, 2008, available from
http://lab.softwarestudies.com/2008/11/softbook.html, accessed 8 August 2011.

% Cf. Andrew Hoskins, “Media, Memory, Metaphor: Remembering and the Connective Turn,” Parallax, forthcoming
2011, who uses the ‘connective turn’ to grasp “the enveloping of the everyday in real-time or near-instantaneous
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understanding of (the production and maintenance of) a collectivity in DME as proposed by Arjun
Appadurai: “Where natural social collectivities build connectivity out of memory, virtual
communities build memory out of connectivity.”'® This statement (with its questionable use of
natural) brings into play three important aspects: collectivity, connectivity and memory which are
essential for the reproduction and sustenance of any community. Such conceptualisation enables
grasping the changing condition of remembering and see it, as Hoskins proposes in his
conceptualisation of the ‘connective turn’ as “the massively increased abundance, pervasiveness
and accessibility of digital technologies, devices and media, shaping an ongoing re-calibration of
time, space (and place) and memory by people as they connect with, inhabit and constitute

increasingly both dense and diffused social networks.”**

Collectivity, memory and connectivity can be understood as the basic building blocks of any
socio-cultural constellation. They enable establishment, maintenance and reproduction of
interpersonal, social, cultural, national and international relations. It is essential for a collectivity,
if it is to persist over time, that its members be connected to each other and their collectivity
beyond the limits of space (territory/state) and time (temporality/history, heritage). It is through
the interactions between individual, collective and institutional mediation of memory that a shared
interpretation of the past may be created. Yet, for memories to be comprehensible beyond an
individual mind, i.e. in order for them to work, representations of memories must not only be
communicable and ‘universally’ accepted, but their creation and management must be able to

continually recontextualise and renarrate them in the present for the possible futures.

Territoriality and Temporality

Remembering after the connectivity turn thus entails communities dispersed in both space and
time, which are no longer exclusively based on territorial/national stories and histories, where “the
moment of connection is the moment of mernory.”102 The territorial principle of community

formation is in many ways questioned and challenged by the principles of forming communities

communications, including ‘messaging’, be these peer-to-peer, one-to-many, or more complex and diffused
connections within and between groups, ‘crowds’, or networks, and facilitated through mobile media and social
networking technologies and other internet-based services.” See also Jose van Dijck “Flickr and the Culture of
connectivity: Sharing views experiences, memories,” Memory Studies, October 2010 (published online before print),
accessed 2 November 2010.

1% Arjun Appadurai, “Archive and Aspiration,” in Joke Brouwer and Arjen Mulder (eds.), Information is Alive,
V2_Publishing/NAI Publishers, Rotterdam, 2003, 17, italics added.

101 Andrew Hoskins, “7/7 and connective memory: Interactional trajectories of remembering in post-scarcity culture,”
Memory Studies 4(3), 2011, 269-280, 271.

"% Ibid., 278.
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based on interest (researchers, fans, etc.) which presumably preclude the shortfalls of offline
community (including inequality, segregation, racism, etc.). In reality, however, it is clear that the
digital technologies and media are no panacea for the pertaining social and political troubles of
humankind. Instead, the shortfalls of offline communication and sociability willingly migrate
online. And so are power relations in the field of memory and remembering, with financially well-
off institutions producing enviable (if often territory-restricted or payable) online collections of
historical knowledge. However, the potentialities of DME in terms of free access and
manageability of technology nevertheless facilitate unprecedented development in terms of
vernacular memory and remembering which invariantly elude the limits and ideological

constraints of institutionalised en-memorisation and remembering.'*

Regardless of power relations migrating online and of the fact that the offline interpersonal,
professional, ideological, political and cultural orientations and beliefs have increasing online
presence and relevance, the difference between DME strategies of representing vernacular
histories, memories and remembering differs significantly from anything in the past. The effect
and implications remain to be seen, but the media objects we have in front of us (if so we click)
deserve thorough treatment. First of all because such practices of remembering empower large
numbers of people to create and co-create memories, to effectively contribute to a commemorating
community. And second, because such strategies and practices of appropriating the past open up
important questions about the status of interpretive authority and questions about the status of

national histories.

The way the past is dealt with online is distinctly characterised by, as explained above, the
convergence of image, text, sound and video and by the related fusion and redefinition of narrative
techniques, and by remediation of various media. At the same time, different or modified
techniques and strategies of establishing, maintaining and promulgating such representations are
being developed. In light of remediation and media convergence, this significantly affects the
conceptions of space, time, memory and remembering, representation of the past, identity,
individuality-collectivity, and the closely related sense of belonging, credibility, immersion,

interactivity, and participation that the digital media enable.

Spatial practice has become a practice of digital interaction where connectivity can be established
without physical interaction with the ‘real’ space or people. The traveller/internet user remains

seated in front of the screen and meet other travellers/users in geo-remote places. Nevertheless,

13 On vernacular memory in digital environments see Aaron Hess, “In Digital Remembrance: Vernacular memory
and the Rhetorical Construction of Web Memorials,” Media Culture and Society 5, 2007, 812—830.
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they are able through digital connectivity to establish shared memories. This physical immobility
might have been perhaps one of the strongest opponents’ points in the late 1990s when critiquing
the cyberspace and cyber communities for eliminating social contact. With the emergence of
mobile devices that allow logging in from practically anywhere, such reservations are losing
ground, while many others, out of the scope of this writing, will surely arise. The issue of space
and territoriality is particularly pertinent to national spaces as online interaction to an important
extent facilitates communication beyond the restrictions of territory. Not that this is some grand
novelty, but the instant-messaging aspect of it surely is unprecedented. Furthermore, the
implications the deterritorialisation has for national histories lies in that remembering is much less
contained geographically, but rather becomes a global participatory practice which may also reject
the predicates of national history.***

In terms of temporal conceptions of digital worlds, and consequently their analogue counterparts,
a concept of detemporalisation proves useful. On the level of interaction it proposes that the
linearity of time is collapsed by the possibility of synchronous communication between
individuals in discrete locations, meaning that the time to transport the message is negligible. This
enables interpersonal connectivity and synchronicity of various temporal dislocations. Yet what is
even more important with respect to the representations of the past is the implication that the
mediated pasts can coexist in one time, e.g. multimodal content related to the various pasts, often
stripped of many aspects of their original contexts, coexist in one temporal window. This means
that the past is easily re-presented as leading to an expansion of the time-present, despite the
pervasive ideology of progress resting on ever-faster passage of time engendered by the
development of new technologies and the postmodern deconstruction of historicity. An important
topic in relation to digital temporality is the so-called ‘digital post mortem,’ referring both to
commemorating online a deceased friend or a celebrity, and importantly to the lives of personal

information, profiles, various accounts after a user had passed away.

Digital Memorials

When a digital memorial is put up on the internet, it physically only requires some space on a

server located at a certain geographical position, and it can only come to life if accessed from a

194 An important aspect in this context is the fact that despite the high-flying words about free market of goods and
ideas, global accessibility, as resident of Slovenia, | am unable to log into, e.g. Spotify.com service for listening to
music (http://www.spotify.com/int/why-not-available/) or participate fully as a consuming citizen of the world, being
unable to order a second-hand book from Amazon to be delivered to my home address.
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certain location. Beyond that point, however, the (narrative) space created by a user is freed from
any constraints of physical space apart from that of the visitor and her ability to connect. Thus,
such memorial may potentially be present anywhere and anytime. It provides a locus where
visitors’ paths may intersect, where people meet and interact. In such spatially and temporally
unbound connectivity they can jointly participate in the process of remembering. And it is such

interactions that posit digital memorials as perpetually changing cyberplaces of memory.

With regard to Yugoslavia this seems particularly interesting: the ‘fragmentation’ of the country in
territorial sense is now reflected in further fragmentation of remembering online: the many
websites, blogs, and other digitally mediated content necessarily facilitate mutually ignorant,
experientially not shared, processes of remembering. And as much as they may facilitate ‘virtual
re-territorialisation,” i.e. gathering people in a specific cyberplace of memory, they may just as
well lead to parallel digital afterlives, hindering commonality of remembering outside a particular

group, which in many cases is not a territorially or nationally defined.'®

An offline memorial requires physical presence of people at a commemorating event in order to
exercise the collective re-inscription of shared memory; television allows for displaced, yet
relatively nationally bound and (only to a certain extent, particularly with the cable and on-
demand TV) still synchronous, ‘participation’ of the masses at an event. Digital memorials
provide an opportunity for deterritorialised and detemporalised participation and interaction
beyond the geo-locality of an offline monument/memorial or the user. Such practice of
remembering positions the viewer in front of the screen within a collectivity with which one can
interact, be detached from it physically and at the same time individually participate (actively or

passively) in a collective commemoration.

And what is crucial in this respect is that digital memory, memorials and storytelling seem to be
even more infused by both socio-political and intimately personal eventualities/happenings in the

present post-Yugoslav realities.

195 See for instance Cyber Yugoslavia at the Internet Archive,
http://web.archive.org/web/20000229143641/http://www.juga.com/. The site was available at www.juga.com in late
1999, but has apparently been shut down; today it displays the words: “It works!,” accessed 31 August 2011.
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Setting Sail

Reappropriations and reinterpretations of post-socialist past in the processes of cultural, social,
political and economic perturbations in DME demand a thorough analysis. The former socialist
countries underwent thorough treatment to set off (more or less) radical changes and were in the
process of ‘de-communistisation’ substantially exposed to (Western and perhaps more often
obsessively self-imposed) demands to ‘sort out’ their unbefitting and essentially indecently
corrupted socialist histories. Intriguingly coinciding with the upsurge of digital communications
technologies, much of the post-1989/91 debates and developments in Europe as a whole played
out through debates on memory and remembering of seminal events that marked the 20th century.
In a present which is rapidly moving into unpredictable direction(s), the possible past(s) refuse(s)
to retire but instead resiliently haunts and fundamentally defines the dimensions of media

dominated present(s).

The fascination with or contempt of the indecent past is to an important extent part and parcel of
the post-socialist quotidian.'® The corollaries of the unresolved affair’ with the socialist past are
also apparent in daily politics. The unresolvedness often seems to be the fuel for ‘eternal post-
communist catharsis’ or ‘transitionalism,” where the finished catharsis, about to occur sometime in
the future, features as the postponed gratification. This, however, tends to prevent these societies
from developing a ‘solid’ post-socialist ‘mythistory,” leading instead to wobbly state-foundations.
An important factor in this constellation is, along the often schizophrenic post-socialist
interpretations of WWII and post-war period, also the crumbling nation state and the rising grass-
roots, vernacular memories and histories. What is indicative for the post-socialist cultural and
political realities in Eastern Europe is that the past is perceived as highly problematic. Problematic
in that the 1945—1991 period in new political and historiographical discourses is often interpreted
very much as a period of Soviet domination.” This interpretation may be valid for the Baltic
states and to some extent Poland, Hungary and Czechoslovakia. But applying this perspective to
Yugoslavia is at least devoid of wider historical contextualisation and distinct specificities of

198 This is not to say that western dealings with the past are any more ‘rational’ or unburdened, if often they are
presented and perceived as such. On post-socialist dealing with the past and memory see for instance Charity
Scribner, Requiem for Communism, Cambridge, MIT, 2003; Daphne Berdahl, On the Social Life of Postsocialism,
Memory, Consumption, Germany, Bloomington, Indiana University Press, 2010.

197 For instance, Article D of the Declaration on the Proclamation of the “European Day of Remembrance for Victims
of Stalinism and Nazism” clearly states that: “the influence and significance of the Soviet order and occupation on and
for citizens of the post-Communist States are little known in Europe.” This fails to consider any systemic specificities
while also limits “all totalitarian regimes” to Stalinism and Nazism, failing to mention the crimes committed by the
Fascist regime; see http://www.europarl.europa.eu/sides/getDoc.do?pubRef=-//EP//TEXT+TA+P6-TA-2008-
0439+0+DOC+XML+VO0//EN.
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different socialist systems. Regardless, in post-Yugoslavia such discourses are frequently used as
ammunition in daily political struggle ignoring as they do significant portions of Yugoslav history
that could fruitfully be used to position new states within a tradition of progressive social welfare
and cosmopolitanism. Thus, the memory politics in the former Yugoslavia produce to a great
extent a self-castrating discourse that directly impedes these societies from becoming fully fledged

members of transnational social, cultural, economic and political constellations.

With this in mind, the central focus of the dissertation is on strategies and practices of representing
and renarrating Yugoslav past(s) in DME, i.e. the uses and applications of internet enabled
functionalities to create, co-create, share and distribute vernacular interpretations of Yugoslav
past. More precisely, | look at the ways the internet media are used to provide alternative
narrativisations, interpretations and evaluations of Yugoslav past. In particular, the analysis looks

into ‘digital posts’'%

of several mythistorical kernels which have significantly defined and
delimited the imaginary, symbolic, cultural and political coordinates of the Socialist Federative
Republic of Yugoslavia (SFRY), and in many respects continue to do so: the WWII, popular
culture (film and music in particular), and the myth of Josip Broz Tito. Thus, the analysis will
yield crucial insights into the work of memory and remembering in DME. These topics or
Yugoslav ‘mythistorical kernels’ even today stir strong emotions, ignite political and historical
debates, and also fuel contemporary art production. This makes them all the more relevant topic
for investigation, particularly in view of post-socialist social, cultural and political

transformations.

After the disintegration of Yugoslavia in 1991 these topics were actively being forgotten/effaced
or rewritten/revised by the new regimes. Often they were incidentally dropped out of ‘official’
“frames of attention, valuation and use.”'® In the post-Yugoslav countries these topics mostly
tend to be used in dominant political discourses, when the flaws and violence of the ‘communist
regime’ need to be pointed out and/or for discrediting political opponents. Yet, they remained
present in the everyday lives and vernacular memories of post-Yugoslavs. This is evident in
narrative practices and also in continuous cherishing of the memory of Tito, hoisting Yugoslav
banners and flags on various anniversaries (particularly at WWII-related events), great interest in
and availability of second-hand and new merchandise (books, pictures, stamps, epaulettes etc.) at
flea markets and in souvenir shops, recurrent popularity of ex-Yugoslav (and post-Yugoslav)

popular music and cinema across the former country.

198 posts here refer both to posts as online submissions and also to imply a temporal marker.
109 Aleida Assman, “Canon and Archive,” 98.
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After the internet and digital communications technologies begun to dominate our lives, DME
facilitated migration, or rather expansion, of large portions of everyday life online. Digital
technology opened up space where everyday life, politics, economy, culture etc. found another
outlet for manifestation. The rise of digital communications technologies proved particularly
efficient and was in fact widely used by the many emigrants from the war-torn Yugoslavia and by
those who stayed alike; to stay in touch and, not least, to share their memories. And it remains so
today. Digital communications technologies and digital sociability facilitate tools and spaces for
individuals to take part in a deterritorialised, detemporalised community of ex(iled)-Yugoslavs
(this category not only includes ‘proper’ emigrants, but also people who ‘only’ migrated in time).
And it is in the lives of online, often on-the-fly communities that (the memory of) Yugoslavia

continues to live.

At this point it has to be emphasised that no conceptualisation of memory in DME and hence no
research can be adequately designed if departing from a distinction between online and offline
spaces. As tempting as it is to try and delimit clearly the two and to seek incommensurable
specificities of one and another, it is nevertheless crucial to understand that these are profoundly
interrelated domains. If we leave aside the obvious anchoring of the online in the hardware and
consider the human component of the constellation, it soon becomes clear that even human actor
in the online world is (more or less) firmly anchored in the offline. The life has other aspects as
well and these aspects have an influence on online behaviours. At the same time, online practices
have effects in offline lives. In other words, it is insufficient to observe or study human action in
virtual spaces apart from and as essentially distinct from human action in offline environments.
Rather, such research needs to look at the interplay and overlaps, and acknowledge the intrinsic
connectedness of social activities in various communication modes and modalities, and their
extensions into DME. Or rather, it has to see the offline and online as part of one (if but

immensely fragmented) space where human action is externalised, mediatised, mediated.

And all the more so in the case of history, memory and remembering, which across societies and
known histories have relied heavily on tools and practices of externalisation, spanning spatial
(monuments, museums, architecture) and symbolic (writing, print) inscriptions. To externalise,
make visible, tangible, audible, readable and hence comprehensible to others, narratives have been
deployed and created in conceptualising and creating externalisations of memory. And narratives
have likewise been used to interpret, represent, code or decode the meaning and implications of

every new present.
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This research proposes to thematise the internet as another in a long line of technological
innovations in the field of communications technologies. In historical perspective it is clear that
virtually all technological innovations (in media technologies in particular) provoked at first much
doubt and fear on the one hand, and fiery advocacy on the other. Another issue with introduction
and establishment of new technologies is that despite the fact that a new technology in hindsight
may seem to have caused a radical break, it is more often the case that new technologies are a
result of innovative evolution.’® Yet, the internet and cyberspace, according to N. Katherine
Hayles, should not be seen as an “irresistible force of technological determinism,” but rather as a
function of “historically specific negotiations.”** Still, profound changes have occurred in the
ways the past is recorded (or better how the present is recorded for the future), archived,
preserved, forgotten, narrated. Moreover, media

significantly influence on the way, intensity, structure, rhythm and velocity of
interactions between people and also on quality and quantity of transmitted
messages. They not only influence how we connect with other people, how we
establish contact and exchange messages, but also on how we see other people, the
world around us, how we conceive of ourselves, how we present ourselves to others,

and how we construct our identity.™?

The online/offline distinction is further invalidated when focusing on online mediatisations of the
Yugoslav past. This study implies a strong connection between ‘real’ societies and individuals and
online spaces of externalisation of (changes in interpreting) memory and history and counters the

dualistic understanding of real and cyberspace.'*®

The former Yugoslavs (or today’s post-
Yugoslavs) have been facing profound changes over the period of transformation, not least in
material externalisations of historical and memorial landscapes (renaming of streets, demolition of
monuments, border disputes, etc.). The dissolution and the war made many refugees and emigrants
and left even more without a homeland. These people lost a viral connection to their pasts to

4

nationalising states and political discourses,*** which promoted national exclusivism and

concomitantly advocated an annihilation of the socialist past, or rather of all the past (or history)

10 A close investigation reveals that before one technology becomes dominant, several similar technologies, media,
formats exist simultaneously. This was the case with cinema (zoetrope, praxinoscope, phenakistoscope, etc.), sound
recording devices (on Edison’s phonograph see Lisa Gitelman, Always Already New. Media, History and the Data of
Culture, Cambridge, MIT Press, 2009) and not least with the latest media format battles (and rapid successions), e.g.
VHS, Beta, DVD, Blueray.

1N, Katherine Hayles, How We Became Post-Human: Virtual Bodies in Cybernetics, Literature, and Informatics,
Chicago, Chicago UP, 1999, 20.

2 Maruga Pusnik, “Telefonska razmerja: o razvoju telefona in premenah druzbenih interakcij,” in Tanja Oblak and
Breda Luthar (eds.), Mobilni telefon in transformacija vsakdana, Ljubljana, FDV, 2010, 31-52.

Mark Nunes, Cyberspaces of everyday life, Minneapolis, London, University of Minnesota Press, 2006.

14 Roger Brubaker, Nationalism Reframed: Nationhood and the National Question in the New Europe, Cambridge,
Cambridge University Press, 1996.
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that was made during the era of socialism. And it is this which is largely the reason for continually
reinvigorated interest and sometimes obsession with things Yugoslav (as it will be seen in the
following Chapters), particularly the country’s pop-cultural heritage, which remediates ‘old’

imageries/imaginaries into ‘new.’

Although substantial research has been made in the area of transformation of media ecologies in
the former socialist countries in terms of changes in media systems and culture, the field of
mediated memories of and remembering Yugoslavia in DME remains under-researched.'”®
Interrogating these aspects this research relies on studies memory*'® and (new) media studies’
and attempts to innovate the emerging field of ‘digital memory studies’ by bringing into
discussion the relationship between the dynamics of post-socialist memory and digital
communications technologies. With regards to of post-socialist studies, an important aspect is
nostalgia:'*® various types of post-socialist nostalgias (e.g. Yugonostalgia and Titostalgia in the
former Yugoslavia; Ostalgie in the former DDR) prove to be a permanent and recurrent topic all
over former socialist countries, distinctly marking the political and cultural spheres and everyday

lives.

Building on the multimodal discourse analysis conducted via non-participant observation of
4MO,™ i.e. the audiovisual and textual online ‘social conduct,” it provides a framework to
analyse multimodal media objects (including text, audio, video and image, as indicated above), i.e.
the individual externalisations of Yugoslav past. Additionally, it offers a tool to grasp individual

15 Maria Bakardjieva, “Virtual Togetherness: An Everyday Life Perspective,” Media, Culture & Society 25(3), 2003,
291-313; Tanja Oblak and Breda Luthar (eds.), Mobilni telefon in transformacija vsakdana; Franc Trcek (ed.),
Community-net in South and East Europe, Ljubljana, Centre for Spatial Sociology, Faculty of Social Sciences, 2003;
Orlin Spassov and Kristo Todorov (eds.), New media in Southeast Europe, Sofia, Southeast European Media Centre,
2003; see also Reana Senjkovi¢ & Davor Duki¢, “Virtual Homeland? Reading Music on Offer on a Particular Web
Page,” International Journal of Cultural Studies 8(1), 44-62, 2005, 44-62; Ana Hofman, “Sounding Yugoslavia:
Music and Nostalgic Practices on the Internet,” http://sites.google.com/site/musicandminorities/conferencepapers2,
2008.

118 Maurice Halbwachs, On Collective Memory, Chicago, University of Chicago Press, 1992, Jan Assmann,
“Collective Memory and Cultural Identity,” New German Critique 65, 1995, 125—133, Frederic C. Bartlett,
Remembering: A Study in Experimental and Social Psychology, Cambridge, Cambridge University Press, 1932,
Andreas Huysen, Twilight Memories: Marking Time in a Culture of Amnesia, New York, Routledge, 1995.

17 _ev Manovich, The Language of New Media, Lev Manovich, Software Takes Command, Henry Jenkins,
Convergence Culture, Jay David Bolter and Richard Grusin, Remediation, Nick Couldry, “Mediatization or
mediation? Alternative understandings of the emergent space of digital storytelling,” New Media & Society, 10(3),
373—391, 2006, Knut Lundby (ed.), Digital Storytelling, Knut Lundby (ed.), Mediatization.

'8 Mitja Velikonja, Titostalgia: A Study of Nostalgia for Josip Broz, Ljubljana, Mirovni inititut, 2009; Tanja Petrovi¢,
“The Territory of the Former Yugoslavia in the Mental Maps of Former Yugoslavs: Nostalgia for Space,” Sprawy
Narodowosciowe, Seria Nova, 31, 2007; Zala Vol¢i¢, “Yugo-nostalgia: Cultural Memory and Media in the Former
Yugoslavia,” Critical Studies in Media Communication 24(1) March 2007, 21-38; Svetlana Boym, The Future of
Nostalgia, New York, Basic Books, 2001; Daphne Berdhal, On the Social Life in Postsocialism, Memory,
Consumption, Germany, 2010, Maria Todorova and Zsuzsa Gille (eds.), Post-communist Nostalgia, New York,
Oxford, Bergham Books, 2010.

19 Kay L. O’Halloran, “Multimodal Discourse Analysis,” in K. Hyland and B. Paltridge (eds.), Companion to
Discourse, London and New York, Continuum, in press 2011.
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(past-preserving) activity in DME as embedded in broader socio-cultural networks which are
crucially defined/maintained in the overlaps of online and offline spaces. With this in mind, the
study aims to critically discuss the potential of vernacular or ‘guerrilla’ memory practices in wider
socio-cultural contexts, particularly in relation to issues of the individual and the collective, and

the national history and identity.

This emphasis seems particularly relevant in view of globalism and the present crisis that in search
for stability continues to take recourse to the past. According to Slavoj Zizek, with nostalgia the
transformation brought along widespread disappointment, which gave room for two more
reactions to emerge: right-wing nationalist populism and renewed and late anti-communist

paranoia.'?

Case Studies: An Outline

This study consists of three separate case studies. In the first | investigate the preservation of
popular music in a number of music blogs (Chapter 2). Distinctly individual endeavours to
preserve/archive Yugoslav musical past by means of digitising mostly vinyl records and making
them available online is utterly a work of an archivist which should be done either by music
industry or preferably by an institution which would see to its longer term preservation. Music
blogging may not feature as a typical case of digital storytelling: the research focuses on private
databases of no longer available vinyl records. Yet, the investigated music blogs are much more
than mere ‘indexing service.” In posts’ narrative parts the authors often reveal rather personal
details related to the posted music, where it was found and ‘where it is from.” In this sense, the
blogs fit into the DS coordinates. More important still, music blogs feature as good examples of
remediation and even more so as cases where the online and the offline clearly overlap and
interact. Considering the fact that the central tool for externalisation of memory is text (posts), the
case study will apply textual analysis, supported, where appropriate, by content analyses of visual

and audio material, rather than in-depth analysis of posted music.

The second case study (Chapter 3) deals with several cases of vernacular digital memorials found
on YouTube. These cases of digital memorials feature most neatly in the category of digital
storytelling. Undertaking a media archaeology approach they combine, decontextualise,

recontextualise various media (historical and custom-made) sources (visual, audible, textual) to

120 Slavoj Zizek, Living in the end times, London, New York, Verso, 2011, vii-viii.
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create and communicate, via digital memorial, a very personal historical statement. The
research objects are investigated as paradigmatic cases of digital storytelling where multimodal
discourse analysis focuses on visual and audio aspects and is combined with textual analysis of

comments and posts.

Finally, the third case study investigates memory and remembering in several Facebook profiles
related to Yugoslavia, its lifelong president and a popular culture icon (Chapter 4). They are
analysed as cases of collaborative digital storytelling and approached as co-created, under-
permanent-construction digital memorials which are intrinsically related/networked to and
between visitors, administrators and other similar Facebook profiles. The investigation is

conducted through discourse analysis including text, video and audio.

Methodology

The three distinctly individual, yet also significantly interrelated case studies in which |
investigate a selection of vernacular remediations and renarrativisations of the Yugoslav are
approached, as mentioned above, as cases in digital storytelling. They are the result of a co-
creative action undertaken by individual users and establish the core subject of analysis:
multimodal mobile media objects. Particular attention is paid to the ways vernacular memory
practices utilise digital technology and hence the 4MOs. The overarching methodological
approach is decidedly qualitative and posits the cases studies as cases that essentially possess a
narrative quality. Hence the methodology presupposes an approach adopting content and discourse
analysis of digital storytelling in 4MQs.'??

As DS is crucially enabled and conditioned by the technological and cultural implications of DME
and the internet as an enabling technology, it importantly differs from the ‘analogue’ narrative
formation, consumption and dissemination. Yet, the main difference, as understood here lies in a)
mobility of media objects and b) on-the-fly co-creative impetus. This makes the investigated
4MOs the matter of co-creation and incessant permeability and not necessarily proves
insurmountable obstacle in seeing 4MOs as discursive elements. To the contrary, to an important
degree digital storytelling and digital narrativisations retain continuity with ‘classic’ storytelling.

The cases in digital storytelling and memorials are thus analysed qualitatively following the

121 See Jean Burgess and Joshua Green, YouTube: Online Video and Participatory Culture, Cambridge, Polity Press,
20009; see also Pelle Snickars and Patrick VVonderau (eds.), The YouTube Reader, Stockholm, National Library of
Sweden, 2009.

122 On digital storytelling see Knut Lundby (ed.), Digital Storytelling.
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principles of non-participant observation,**® based on content analysis in audio, video and textual

representations. ***

The approach focuses on content and discourse analysis and doing so intertwines the results of
both. Regarding content analysis, the audiovisual and textual elements in the 4MOs are
investigated in terms of ‘technical’ utilisation of audiovision and text (the ‘what’ and ‘how’). At
that the ways the content is mediatised and remediated features as an important aspect of analysis.
The data (as found on music blogs, YouTube videos and Facebook profiles) are seen as
“representations not of physical events, but of texts, images, and expressions that are created to be
seen, read, interpreted, and acted on their meanings, and must therefore be analyzed with such
uses in mind.”** Moreover, with mediality in mind, the analysis also takes into consideration the
very ‘migratory’ characteristic of representations and hence tracks the practice of co-creation as an

additional aspect of content production and distribution.

Simultaneously, the discourse part of the analysis will be conducted based on ‘commentary textual
analysis’ spliced with audiovisual discourse analysis. As opposed to the content analysis, this
element of the methodological compound will facilitate insight into the ‘to what effect’ is
communicated. This approach enables an insight into how the past is co-created
(mediated/mediatised/renarrated) in DME, and at that also takes into consideration the ‘claws’
with which the present inadvertently slashes the interpretations of the past. To that end, the space
of co-created renarrativisations of the past as emerging through the interaction between
multimodal mobile media objects and produsers is seen as a cyberplace of memory. There the
“semiotic cycles (the circulation of symbols, including media content)” are “generated by actions
taken in response to a mediated event or in a formation of a social network,”*?® and it is the
discourse that is the main ‘transmitter’ of (the content of) such action. Important for this writing is
Suzie Wong Scollon’s arguing that at the heart of discourse are “values [which are] are embodied

along with geographical features during the course of living in a particular place at a particular

12 Michael V. Angrosino, Nonparticipant Observation, in Michael S. Lewis-Beck, Alan Bryman and Tim Futing Liao
(eds.), The SAGE Encyclopaedia of Social Science Research Methods, vol. 3, 2004.

124 See for instance Christine M. Hine, Virtual Ethnography, London, Sage Publications, 2000; on identifying units of
analysis; enhancing contextual information; and understanding indicators of online activity see Jannis
Androutsopoulos, “Potentials and limitations of discourse-centered online ethnography,” Language@Internet, 5,
article 8, 2008, http://www.languageatinternet.de/articles/2008; Courtenay Honeycutt and Susan C. Herring, “Beyond
Microblogging: Conversation and Collaboration via Twitter,” Proceedings of the Forty-Second Hawai’i International
Conference on System Sciences (HICSS-42), Los Alamitos, CA, IEEE Press, 2009.

1% Klaus Krippendorf, “Content Analysis: An Introduction to its Methodology,” Thousand Oaks, Sage Publications,
2004, xiii.

126 Andrew Hoskins and Ben O'Loughlin, War and Media: The Emergence of Diffused War, Cambridge, Malden,
Polity Press, 2010, 189.
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time.”*?" Drawing on this conceptualisation, this Study aims to trace “links between subjects,
objects and their relations,” and doing so faces the challenge related to the “understanding or
explaining such links [...which] demands approaches that do not take units of analysis as a given,

but take these phenomena as emergent.”128

Now, taken together both strains of qualitative analysis can usefully be subsumed into the
multimodal discourse analysis, as elaborated by Kay O’Halloran, who sees it as “concerned with
theory and analysis of semiotic resources and the semantic expansions which occur as semiotic
choices combined in multimodal phenomena.”** This enables to see the objects of study as non-
hierarchical bearers of meaning and hence ‘equal’ elements of the DME renarrativisations and

remediations of the Yugoslav past.

127 Suzie Wong Scollon, “Calibrating Divergent Discourses in Convergent Geographies,” presented at the Dialogue
Under Occupation, November 14-16, 2007, East Jerusalem, http://www.neiu.edu/~duo/scollon.htm.

128 Andrew Hoskins and Ben O'Loughlin, War and Media, 191.

129 Kay L. O’Halloran, “Multimodal Discourse Analysis.”
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Chapter 2 | Music Blogging: Saving Yugoslav Popular Music

Sounds threatened with extinction should be noted in
particular and should be recorded before they disappear. The
vanishing sound object should be treated as an important
historical artefact, for a carefully recorded archive of

disappearing sounds could one day be of great value.'*®

Introduction

In the post-WWII period of rebuilding, Yugoslavia was undergoing processes of industrialisation
and modernisation, building at that also a new symbolic tissue. The enthusiasm of renewal, at least
in the realm of official politics, was fuelled by the international position of the state and internal
insecurity of the regime which provided raw material for motivating mythology of transition. This
was successfully fuelled into all pores of social and cultural life, one of the crucial vehicles to do
so being music. The everyday life in Yugoslavia after WWII was largely dominated by music, and
continues to do so even today, which presented not insignificant portions of cultural production.
Moreover, music in SFRY was to an important degree a socio-cultural vehicle for articulating
ideological tenets of the state in the making. After the Tito-Stalin split in 1948 and official

dismissal of socialist realism in the sphere of cultural production in 1952,

the country and
cultural production saw relative decentralisation and openness of the system towards the West.
This resulted in variety of Western influences (initially predominantly Italian and German, later on
increasingly Anglo-American) ‘invading’ the sphere of popular culture. Subsequent acculturation
of new ‘foreign’ forms of expression was inevitable, yet the process resulted in a distinctly

Yugoslav brand of adopted music genres.

Music in SFRY, as Mirjana LauSevi¢ argues, allows for three expressive modes to be discerned:
revolutionary songs, the work of cultural and artistic ensembles, and popular music. Where

ideology and popular conception of music ‘agreed’ throughout the post-war Yugoslav period was

B30 R, Murray Schafer, The Soundscape: Our Sonic Environment and the Tuning of the World, Rochester, VT, Destiny
Books, 1994 [1977], 209.

31 Ervin Dolenc, “Culture, Politics, and Slovene Identity,” in Jill Benderey and Evan Kreft (eds.), Independent
Slovenia: Origins, Movements and Prospects, Basingstoke, Macmillan, 1994, 69-90, 85.
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the different musics’ “common feature: the capability of grouping people in categories other than
national ones.”"*? This indirectly had significant impact on the musical preferences of the younger
population. Being ‘exposed’ to the sounds of jazz, swing, rock’n’roll, etc., the youth were pretty
much ‘tuned in’ as far as world trends were concerned. Yet, music was far from de-politicised:
according to Sabrina P. Ramet, the official Yugoslav politics performed a shift when they decided
to tolerate the ‘decadent sounds’ and to allow different pop-music genres, including the potentially

problematic rock music, to flourish without much interference from the regime.'*

This approach slyly mainstreamised the political and socio-mobilisationary charge of rock music
and thus rendered it a relatively banal and trivial genre, easy to discharge.** This political
manoeuvre facilitated a broader platform for identification, which appeared depoliticised and
provided another field of transnationally shared experience. The so-called yugo rock (also yu-rock)
after the 1970s, and most importantly in and throughout the 1980s, played the role of one of the
most resilient transnational frameworks of popular culture. Peter Stankovi¢ argues that the
“differences that existed on the level of aesthetics, did not prevent the feeling of being a part of a
common yu-rock culture, [which] divided into different genre manifestations, remained one of the

few world-views that in the second half of the 1980s functioned integratively.”**

After the collapse of the country the music and the love of it survived and continued to grow (over
the emerging boundaries). When the commonly shared political, economic and cultural framework
shattered in face of the nationalised, fragmented, more or less independent states, the interest in
former Yugoslav music cultures featured as one of the central cultural vortexes that managed to
connect the present with the past. At that it avoided the national purification of homogenising
national cultures. In fact, music was one of the more vocal tools/cultural products in what Mitja
Velikonja sees as three strategies of approaching, reproducing and referencing the shared past, i.e.
using the past in everyday life conduct: inertia (systemic perseverance); innovation (referencing

the Yugoslav past and re-contextualising it); and subversion and revolt (particularly against the

132 Mirjana Laugevi¢, “The llahiya and Bosnian Muslim Identity,” in Mark Slobin (ed.), Retuning Culture, Musical

Changes in Central and Eastern Europe, Durham and London, Duke University Press, 1996, 117-135, 118-20.

133 Sabrina P. Ramet, Balkan Babel, The Disintegration of Yugoslavia from the Death of Tito to the Fall of Milosevi¢,
Boulder, Westview Press, 2002, 127-150; Sabrina P. Ramet, Rocking the State, Rock Music and Politics in Eastern
Europe and Russia, Boulder, Westview Press, 1994, 103-132.

134 Gregor Tome, “Skandal v rde¢em baru,” in 25 let punka pod Slovenci: Punk je bil prej, Ljubljana, Cankarjeva
zalozba, Ropot, 2002, 87.

135 Peter Stankovié, “Uporabe ‘Balkana’: Rock in nacionalizem v Sloveniji v devetdesetih letih,” Teorija in praksa 2,
2002, 220-238, 226-228.
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exclusivity of (Central) European political discourses which sometimes degenerate in cultural

self-sufficiency and hate-speech.*

Needless to say, popular music became the source and vehicle of Yugonostalgia but also an
important factor in re-creating the broken bonds among the former Yugoslavs. This became all the
more apparent with the increasing rise in putting to use the communications channels provided by
the internet. Sharing music became also a means of sharing memories. The question concerning
the digital (after)life of Yugoslav music is: How the ‘music loving community’ scattered all over
the world can come about music that was extremely sporadically digitised? Apart from various
peer-to-peer services, one of the most intriguing endeavours by far is blogging. Music blogging,
that is, where the blogging technology is used to diffuse and share Yugoslav music (and

memories).

In this Chapter | investigate the uses of blogs as vehicles for bringing into digital life music that
was issued on vinyl before 1991 (for the most part), then more or less incidentally unearthed from
the attics or bought on flea-markets and second-hand shops, meticulously digitised (including
artwork) and put up online for music lovers throughout the world to download and enjoy. And,
doing this preserve and promulgate an otherwise doomed part of Yugoslav popular culture and the
country’s history. In the first section | discuss the relationship between blogging and memory,
then move on to investigate the relationship between music and memory, the role of music in
cyberspace and the role of music blogging in preserving Yugoslav popular musical heritage.™*’
The central part of the Chapter features a detailed analysis of several music blogs which are
investigated as cyberplaces of externalisation of memory both through music and the blogger’s

posts.

3 Mitja Velikonja, ““Ex-home’: ‘Balkan culture’ in Slovenia after 1991, in Barbara Térnquist-Plewa and Sanimir
Resic (eds.), The Balkan in Focus — Cultural Boundaries in Europe, Nordic Academic Press, Lund, Sweden, 189-207,
200.

1371 am aware of the connotations of the notion ‘heritage’ implying an important degree of institutionalisation and
canonisation. Using it in this context | aim to extend its applicability to include also non-institutionalised heritage
(popular culture) and the non-institutional actors that in many cases feature as prominent, although in a way
‘alternative,” preservers of; in this case, popular music.
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Blogging and Memory

The practice of blogging, one of the first ‘next new things’ in early 1990s internet boom, may
seem at a first glance a digital practice most straightforwardly deriving from print and writing,
providing a link to the writing logic discernible in newspapers, diaries, journals or common-place
books. Tracing the history of blogging there are two more ancient ‘technologies’ that need to be
taken into account: the diary and the commonplace book. For centuries, diaries and journals, for
instance, have served explorers and soldiers to record their explorations, endeavours and fares,
while more recently dairies are being kept, for instance, by adolescents dealing with the ups and
downs of growing up or by mothers who want to preserve the minutiae of their offspring’s first
year of life. Offline diary writing that boomed after the spread of literacy was, at least
declaratively, a very private affair, not necessarily intended for other people to read; unlike the
scientific notes, captain logs or soldier’s diaries etc., which really were more of a chronicle, not
exclusively private. Compared to oral reminiscing and remembering, writing (i.e. keeping diaries)
implied the withdrawal of a significant part of commonality of individual experience into the
sphere of private. The fact notwithstanding that the latent intention of much diary writing is to be
read by someone else and is therefore often left unconcealed and easy to find. But the very process

of externalising and ‘stabilising’ thoughts is a distinctly private affair.

The commonplace book, on the other hand was essentially private albeit perhaps not as intimate
an endeavour; ‘“‘commonplacing,” as it was called, involved transcribing interesting or
inspirational passages from one’s reading, assembling a personalized encyclopaedia of quotations.
It was a kind of solitary version of the original web logs: an archive of interesting tidbits that one
encountered during one’s textual browsing.”™*® Moreover, such a ‘storage facility,” often
embellished with exquisite writing technique, featured as a space where notes and thoughts about
everyday ephemera can be kept; including recipes, quotes, proverbs etc. Hence, it provided a
‘technology’ for keeping track of interesting everyday occurrences and not least a personal
history. Frequently, a commonplace book was conceived around a particular theme of interest and
reflected the keeper’s preoccupations. Thus, its value not only lies in its (potentially) literary

quality but also in giving insight into the mundane and personal details of the keeper’s life and the

138 Steven Berlin Johnson, “The Glassbox and the Commonplace Book,”
http://www.stevenberlinjohnson.com/2010/04/the-glass-box-and-the-commonplace-book.html, accessed 8 August
2011.
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wider socio-cultural contexts, i.e. “a book of this sort, is in the nature of a supplemental memory,

or a record of what occurs remarkable in every day’s reading or conversation.”

Figure 3 | Ann Powell Burwell, Commonplace Book, 1746-1839, available from
http://www.vahistorical.org/img/research/tacl_keckley2b.jpg.

The diary and the commonplace book thus might suit as a techno-logical precursor of blogging.
Now, | do not wish to imply any progressivist determinism of a developing perfection through
technologisation from commonplacing to blogging. Nor do | wish to advocate direct causal
relationship. Rather, | find this historical glimpse interesting in view of the fact that as a popular
practice commonplacing has never achieved widespread popularity in terms of number of people
practicing it (as opposed to the immensely popular diary writing) nor the ‘effect’ on the public

sphere (which even in diary writing was practically absent). Revitalised and substantially

139 Jonathan Swift, “A letter of advice to a young poet,” http://classiclit.about.com/library/bl-etexts/jswift/bl-jswift-
letad.htm?IAM=sherlock_abc&terms=commonplace+book, accessed 8 August 2011.
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enhanced in blogging, it apparently triumphs through the technology enabled by the internet; not

surprisingly, it has achieved comparably greater public effect and engagement. **°

The key implication for the purposes of this writing is that that commonplace book, diary and
blogging feature as technologies of memory and remembering and while the former was

geographically relatively limited,'**

blogging eventually became a worldwide practice,
professional and pastime, of keeping track of one’s life, expressing and sharing thoughts and
ideas, political opining, reviewing the latest technical gadgets, unveiling the secrets of the joys of
baking etc. Blogging developed into a commonplace practice of participating/intervening/co-
creating public spaces. Not unimportantly, blogging was, alongside forums and mailing lists, one
of the first tools for creating and maintaining online communities in DME. In line with the
implications of the connectivity turn, blogging involves the relationship between the author and
the readers/commentators who engage in interaction around a topic or an event. They partake in
co-creating a virtual community and its own history, and hence also in sharing memories via
digital connectivity, which incidentally makes blogging a practice for creating, co-creating and

distributing memory.

Although in many cases blogging may not be explicitly memory-related or have an agenda of
creating a record of the past, the practice itself—through its formal organisation (e.g. the
chronology of entries)—is nevertheless conducive to forming a temporal structure and thus a
means to trace blogging activity. This is the necessary condition for ad hoc communities of
interest to be formed. And, with it also communities of memory. To a large extent blog (much like
any social activity), contrary to the implication of endless online audiences, develops over time a
more or less stable, not necessarily enormous, but an (at least occasionally) interacting community

of readers/visitors.**?

Blog as a Multimodal Mobile Media Object

The readership in this case are not just readers, but rather visitors or users who take part in

prosuming the blog’s content available via Web 2.0 functionalities (commenting, following),

10 For instance, “mom bloggers,” according to the Technorati State of the Blogosphere (SOTB) report has become an
influential blogger subgroup, topics include parenting and family, health, technology, etc., see
http://technorati.com/blogging/article/what-topics-and-trends-day-2/page-3/, accessed 8 August 2011.

141 Commonplacing was particularly popular in the 1800s (and later) Anglo and Romance world.

142 According to Jon Sobel’s SOTB report, the topics people blog and primarily blog about are at 41 % and 18 %,
respectively, “Personal Musings™; 37 % and 9 % on “Technology”; 27 % and 9 % on “Politics”; 22 % and 3 % on
“Music”; see Jon Sobel, “WHAT: Topics and Trends — Day 2,” SOTB 2010,
http://technorati.com/blogging/article/what-topics-and-trends-day-2/page-2/, accessed 8 August 2011.
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which enable a blog to transform from a ‘mere’ written text into a multimodal mobile media
object (4MO).** As a 4MO, a blog features several elements that define it as such: convergence of
text, sound and image and video, the commenting feature, blog following, trackbacking, etc. 4MO
features in blogs also facilitate the circulation or mobility of content among its readers, i.e. in the
community. Importantly, as a 4MO, blogging is a means of promulgating content and
consequentially of creating a community, emerging via more or less active partaking in the

discussions and blog inter-linking.

Considering the fact that memory is often a latent or formal component of blogging, it may prove
useful first to look at the technological predispositions enabling the practice of blogging and with
it the practices of creating, maintaining, co-creating and distributing memory. Typically, blogs are
very much structured like a diary: entries are marked by the date, day and time of posting and
usually ordered chronologically with the most recent one on top, which provides a temporal
structure and indeed a genealogy of the blog and the history of the writer’s engagement in the
endeavour. Often, the posts are also accessible via categorising in the archive section, searchable
either by topic or time of posting. Tagging is frequently employed to provide a wider selection of
search criteria that may lead to finding a topic of interest. This temporal structure inherent in
blogging provides for a formal or ‘technical memory,’ as it gives the visitor an overview of blog’s
activities: duration of blog operation, coherence of posting, number of visitors, engagement of

visitors in discussions, relationship between various connected/related blogs, etc.**

Among the endless variety of blogging topics where memory may be more or less explicitly
present, there is a number of blogs that deal specifically with history (and memory). Such blogs

may be managed by researchers with backgrounds in social sciences and humanities, or amateurs

143 The SOTB 2010 report states 90 % of bloggers use some kind of multimedia on their blogs, with photos leading
convincingly at 87 % and video 50 %; the use of both audio (music or spoken) and text only ranges at about 10 % of
multimedia used in blogs. See Jon Sobel, “HOW: Technology, Traffic and Revenue — Day 3,” SOTB 2010,
http://technorati.com/blogging/article/how-technology-traffic-and-revenue-day/, accessed 8 August 2011.

144 A rather intriguing case in topic specific blogging and memory is for instance found in food and travel blogging. In
Jaden Hair’s Steamy Kitchen for instance (the blog is integrated into the main Steamy Kitchen website) the recipe
entries are not only recipes but also very personal narratives related to food and to author’s private life. Thus with the
recipe for roasted tomato soup the visitor can find out about author’s life in San Francisco. Another case in this vein is
the blog of Joy the Baker. Here the author regularly posts recipes and embellishes the entries with very
personal/intimate, easy-going, funny frequently food-related vignettes giving insight into the author’s life: “This blog
is proof that I’m navigating my way through the world. You’ll get a little bit about life, and a healthy heap of love,
cookies, cakes and creams. Together we’ll figure out how they all come together to create one incredibly sweet life.”
Travel blogs will give a more or less detailed account of a person’s travelling experience by employing textual
narrative interspersed with photos and occasionally videos, depicting a particular place in a particular time. Not only
that, as is the case in many narrativisations of personal (past) experiences such ‘photo-writing’ also reveals much
about the writer’s attitude to the world, other people and places. Via DME specific blogging characteristics the
interaction thus enabled facilitates establishment of a community which through sharing their travel experiences
‘connects’ between themselves and to the world. Their memories are thus enacted at the moment of connection which
then becomes the moment of memory, regardless of the exact where- or when-abouts of the interactors.
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and enthusiasts alike. Thus, for instance, Florian Bieber and Catherine Baker keep their blogs and
post on topics related also to the history of Yugoslavia, Central and South-East Europe (and
beyond). Bieber’s, for instance, is part of a website divided into several sections, apart from the
blog also featuring a podcasts, books, media, publications, talks and teaching sections.™* Hosted
by wordpress.com, one of the most popular blog service providers, Bieber’s blog is not just a blog,
but a more elaborate endeavour of an individual to present his professional life occasionally

spliced with private musings in the ‘fun’ section.

This example illustrates the blurring of the private and professional in building a public image or
participating in a public sphere. And it furthermore reveals the blurring between genre and/or
technology: blog services initially provided space for blogs where remediation worked on the level
of transfiguring diary writing into blogging. This example demonstrates remediation underway
‘already’ in the ‘new’ media by converging a website and blog (not to mention the use of photos
and videos) and is also reflected in Wikipedia’s definition of a blog stating that a blog is “(a blend
of the term web log) is a type of website or part of a website.”**® Crucially, however, the blog
brings academic writing dealing with the past to the readers, for free,**” inviting them to engage in
discussions about the topics related to either their professional fields or their very intimate
histories (Bieber writes extensively about post-Yugoslav political developments related to
Yugoslav history). The way history enters the discourses on these blogs is mainly via articulation
in presentations of research through either podcasts or articles and daily blog entries.

On the other hand, the blog’s ‘technical memory’ gives an insight into the ‘history’ of posts
(author’s and commentator’), interest in themes and topic, and not least the development as a
blogger. Although it is mainly history (and political science) that these two researchers are dealing
with (given that they are trained in these disciplines and their agenda is to present themselves in
more academic terms), the implication of fusing private with public remains apparent even in the

most mundane responses to the contemporary political situation, be it in the Balkans or in Egypt.

Yugoslavia in Some Blogs’ Digital Storytelling

Now, the above mentioned blogs are essentially a public presentation of two academics

professionally dealing with their research topics. A gaze into the more everyday attempts, on the

145 See Florian Bieber, http:/fbieber.wordpress.com, accessed 8 August 2011.

146 «Blog,” from Wikipedia, The Free Encyclopaedia, http:/en.wikipedia.org/wiki/Blog, accessed 8 August 2011.

17 Catherine Baker, “Where to Read my Research Without Subscription,
http://bakercatherine.wordpress.com/2011/02/15/where-to-read-my-research-without-subscription/, accessed 8 August
2011.
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other hand, may yield perhaps less structured, rationalised or reflected (although not necessarily)
accounts which provide a more emotional, at times deeply engaged encounters with the past.
Many such cases of digital vernacular memory and remembering can be found on blogs that more
or less extensively or marginally deal with the fate of Yugoslavia. Many of the narrativisations of
the past thus presented are only a part of authors’ otherwise more variegated interest in a various
selection of topics and only devote some attention to the memory of Yugoslavia. To illustrate the
scope and the distance between numerous narrativisations, let me point out the multi-authored
Basta Balkana Blog, which among others hosts the entry “Tre¢a Jugoslavija — drzava vecéa od
svojih sinova i poneke kéeri” [Third Yugoslavia — a country bigger than her sons and some of her
daughters] by Zlatko Séepanovi¢. The author published a lengthy post on the past/future fates of
the country, rather ironically beginning with:

The former Socialist Federative Republic of Yugoslavia was a big, beautiful,
happy and strong country. Far bigger, better and more beautiful and happier than
the new Balkan states, sunk in primitivism, corruption, clashes and dealing. The

power, greatness and beauty of a country apparently were not enough to keep this

allnational fabric last longer. Idiocy and passion of her children buried it.**®

The author proceeds to trace the reasons for the interest some people today take in the country in:

Easy life, continual progress, work actions and socialising, diverse climate, geography,
people, food, flora and fauna, beautiful scenery, wealth of waters, nations and diverse
lifestyles, developed music and cinema cultures, friendship with most of world countries,

positioned the country among one of the top locations for living. Interesting claim, isn’t

it?'4
Clearly a very nostalgic beginning of an indeed nostalgic (textual) narrative which is further
enhanced by embedded YouTube videos, featuring the Yugoslav anthem, the Yugoslav’s all-time-
favourite Od vardara pa do Triglava performed by the Ladarice ensemble, Yugo by a
contemporary Slovenian band Rock Partyzani and still famous and often covered song by Porde
Balasevi¢, Racunajte na nas. These videos provide an audiovisual complement to the narrative
which the author in the comment section declares non-nostalgic.™® The text, in brief, recounts the

reasons for the break-up of the country and proposes a possible future, a Third Yugoslavia. The

18 Zlatko Séepanovié, “Treéa Jugoslavija — drzava veéa od svojih sinova i poneke kéeri
http://www.bastabalkana.com/2010/11/treca-jugoslavija-drzava-veca-od-svojih-sinova-i-poneke-kceri/, accessed 8
August 2011. Unless stated otherwise, all translations are from the Serbian/Croatian/Bosnian.
149 H

Ibid.
150 For a detailed account on YouTube videos as digital memorials see Chapter 3.
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videos are used as audiovisual records of the past, which in a Kracauerian manner establish in the

present and image of and about and from the past.*

In the debate that follows, the nostalgic hue seems to be the central issue: it provides a very
positive evaluation of Yugoslav past and its future prospects. The narrative downplays the part of
the story often untold, that of the crimes perpetrated by the Yugoslav state. This topic is taken up,
on the other hand, by another blogger on Crni blog komunizma,*** where the author engages in
disclosing the darker episodes of Yugoslav history, just as vigorously perpetuating an
interpretation that disregards the broadness of historical picture and utterly denies any truthful

contextualisation.

These two blogs re-presence different shards of the past and hence deal with Yugoslav memory
matters in extremely oppositional, contested and exclusive terms. In DME and online
renarrativisations of the past this is not to be unexpected, as via the long tail effect the internet
provides space and technology to voice obscure stories to not so insignificant, temporally and
spatially dispersed audiences; this means that different, opposing and or clashing narratives are
bound to abound, attract quantitatively significant following, and find resonance. Yet, the above
and many similar instances are not what would seem a particularly interesting topic for my
research: there is little temporal consistency, i.e. neither of the two demonstrates (at the time of
writing at least) longer term engagement that would entail searching for, digging the material out
of the media debris of Yugoslav history. Not dismissing these cases as irrelevant, this research
nevertheless engages with digital renditions of Yugoslav past(s) that express more coherence,
dedication, and a mission to preserve the memory of the country, particularly in popular cultural

reappropriations and renarrativisations.

A Blog as a Virtual Museum

One such case is the blog Yugoslavia — A Virtual Museum.™® This blog was regularly updated
between 2009 and 2010 (the last post at the time of writing is dated 17 December 2010) and only
resumed activities in June 2011. In terms of presentation and content it is a more coherent attempt

to present an individual’s take on Yugoslav past mainly relying on photographic material.

The blog’s mission statement reads:

151 Siegfried Kracauer, Theory of Film: The Redemption of Physical Reality, Princeton, New Jersey, Princeton
University Press, 1997 [1960], xlix.

152 See Crni blog komunizma, http:/crniblogkomunizma.blog.hr/, accessed 8 August 2011.

153 See Yugoslavia — Virtual Museum, http://yugoslavian.blogspot.com/, accessed 8 August 2011.
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Yugoslavia is gone, but the Yugoslavs stayed. We are scattered all over the world,
without a homeland. This blog will be an ever-growing collection of items from Tito's
Yugoslavia. The right-wing nationalists that split up Yugoslavia are rewriting history,
trying even to erase the memory of our homeland. This blog will be a small step in

preventing that, and also a window into a Yugoslavian life between 1945 and 1992.

The blogger, a Yugoslav now apparently residing in New York, USA,** assembles audiovisual
bits and pieces for his blog as an emigrant without a homeland. As opposed to emigration that
most often has at least a shade of hope of returning home someday, the Yugoslav (blogger’s
nickname) and in fact all post-Yugoslavs are de facto ‘de-patriated,’ left in their new countries to
(share) their memories and memories of others (who decide to share them). The post-Yugoslavs—
a category that can be applied to residents of SFRY who in 1991 either emigrated or became
citizens of one of the new countries—are perhaps the first to have been put to the test and engage
with the potential of digital technology and the preservation and distribution of memory in
DME.™®

Scattered around the world, the internet served as an affordable, handy and indeed useful tool to
re-establish, maintain or mend the bonds that were broken during the collapse of the country. And,
as Yugoslav alludes, the newly founded states with their respective national founding myths in the
making have been actively engaged in annihilating the memory of Yugoslavia. But, digital
memory co-created online and distributed through DME (or any other memory for that matter) is
not a monument that can be torn down or a street name to be changed. Rather, memory in DME
and 4MOs ‘resides’ in or rather is enacted, as argued in Chapter 1, through connectivity, i.e.
through human-computer-human interaction, and in discrete algorithmic exchanges between

machines. Therefore, to delete the record of it takes a different kind of approach, if there is one.

>4 As can be deciphered from “About Me,” see http://www.blogger.com/profile/14316229210367248105, accessed 8
August 2011.

155 The Somalis shared somewhat similar fate with the disintegration of Somalia, see: Abdisalam M. Issa-Salwe, “The
Internet and the Somali Diaspora: The Web as a New Means of Expression,” Bildhaan: An International Journal of
Somali Studies, 2008, vol. 6, 54-67, http://digitalcommons.macalester.edu/bildhaan/vol6/iss1/8, accessed 8 August
2011. The topic of diaspora and the internet has been covered extensively, see for instance Jannis Androutsopoulos,
“Multilingualism, diaspora, and the Internet: Codes and identities on German-based diaspora websites,” Journal of
Saciolinguistics, Vol. 10, Issue 4, 520-547, September 2006; Ignacio, E. N., Building diaspora: Filipino cultural
community formation on the Internet, New Brunswick: Rutgers University Press, 2005; Kanat, K., “Ethnic media and
politics: The case of the use of the Internet by Uyghur diaspora,” First Monday 10(7),
http://firstmonday.org/htbin/cgiwrap/bin/ojs/index.php/fm/article/view/1259/1179, accessed 8 August 2011.
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Thursday, August 25, 2011

Yugoslav Airlines Luggage Label, 1950's

+1

A great luggage label from the 1950's for JAT, Yugoslav Airlines

Posted by Yugoslav at 12:55 PM 0 comments [ Lir
Labels: 19505, JA

Reactions: funny (0)

Pioneer Instructor Card, 1981

M L R

This ID card was issued in 1981 by SSOS (Savez Soijalisticke Omladine Srbije - Leage of
Socialist Youth of Serbia - a section of SS0J Leage of Socalist Youth of Yugoslavia) and is an
instructor card for Branka Janic, who was 14 years old at the time, to be a proud guide for the
younger in the Pioneer movement.

Figure 4 | Yugoslav Airlines Luggage Label, 1950°s, available fromhttp://yugoslavian.blogspot.com/2011/08/1950s-
yugoslav-airlines-luggage-label.html.

Conceived as a window on the Yugoslav ephemera and quotidian, the Yugoslav Virtual Museum
hosts/curates a number of very different items: photographs, music and video, organised in
chronological posts. The first blog posts in 2009 contain photos of film posters of some of the
popular Yugoslav films, photographs of several car number plates, accompanied with a note on
the logic of assigning abbreviations; a lengthy post on the writer Milorad Pavi¢, and an entry on
the Yugoslav People’s Army (JLA). The “Happy New Year with Lepa Brena” entry posted on the
last day of 2009 says: “During the entire decade of 1980's it could not be imagined to have a New
Year's Eve TV program celebrations without TV stations boasting about the presence of Lepa
Brena — a true Yugoslavian mega-star, often referred to as Brena Nacionale, as her millions of fans
came from literally all parts of Yugoslavia.”**® The post includes several photos, not scans, of the

various magazines featuring Lepa Brena.

1% “Happy New Year With Lepa Brena,” Yugoslavia — Virtual Museum,

http://yugoslavian.blogspot.com/search?updated-min=2009-01-01T00%3A00%3A00-05%3A00&updated-max=2010-
01-01T00%3A00%3A00-05%3A00&max-results=50, accessed 8 August 2011.
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Thursday, December 31, 2009 of Yugoslavia

Happy New Year with Lepa Brena
M 2

During the entire decade of 1980's it could not be imagined to have a New Year's Eve TV program
celebrations without TV stations boasting about the presence of Lepa Brena - a true Yugoslavian
mega-star, often referred to as Brena Nacionale, as her milions of fans came from literally all
parts of Yugoslavia. So here are some magazine cover with Lepa Brena on them - three of them
are New Year issues.

Map of Yugoslavia

Eurovision 1990 - Tajci - Hajde

January 3rd, 1984 - llustrovana Politika

Figure 5 | Happy New Year with Lepa Brena, available from http://yugoslavian.blogspot.com/2009/12/happy-new-
year-with-lepa-brena.html.

The strategy to photograph rather than scan items seems telling: a scan would eradicate the
distinction between the object and its representation, but the photograph of a magazine quite
overtly emphasises the fact that the story is about an ‘object’ that can be touched, smelled, torn
apart even. Finally, the post has a video embedded of Brena performing on New Year’s Eve 1988.
Yugoslavian posts many other things, including photos of toy phones, various medals and orders,
post stamps, a series of photos of a porcelain plate featuring a Yugoslav coat of arms in silver. In a
post form 1 May 2010, Yugoslavian presents a collection of six LPs featuring working and
brigade’s songs, and a homemade video to a popular marching song, “Long live Labour,”

157

featuring panning views over different LPs covers.”™" (This post is a good example of what several

other blogs that I am now turning to attempt on a considerably larger scale.)

These posts, taken as a whole represent facets of everyday life in Yugoslavia and indeed provide a
window, selectively opened by the blogger; a window all the more in that a photo is in fact a

frame opening onto a photographed object and the iconography it conveys. With a few exceptions

157 See “Labor Day, May 1,” Yugoslavia — Virtual Museum, http://yugoslavian.blogspot.com/2009/05/labor-day-may-
1st.html, accessed 21 August 2011.
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the posts are fairly scant textually but provide a compelling visual database. The collection of
colour, black-and-white, grainy and pale, photographs of Belgrade airport, for instance, provide
the visitor with a view of times past. The effect of ‘pastness’ is achieved precisely via the ‘noise’
in the photos not normally present in images born digital, i.e. slightly deteriorated edges, yellowy
hue, etc.: in general, the ‘noisy imperfection’ that cannot be algorithmically reproduced. Online,

however, the bite of time will be absent.

Total Pageviews
There were many songs in Yugoslavia that celebrated May First, and work in general. One of the

most famous songs was “Pesma Radu”, for which | have created a video in the same spirit as M
when the song was recorded - 1974. It is included here for you to see and hear. 1 55)803

To jump to the YouTube page where this video is located, click HERE

JUGOSLAVIJO

ate work.)

AdChoices [>

Eurovelo6
Fahrradtouren in

Figure 6 | Embedded videos, “Long Live Labour,” available from http://yugoslavian.blogspot.com/2010/05/few-

songs-from-youth-day-celebrations.html.

With respect to the scope of the blog it is clear that the topics are arbitrarily chosen and ordered by
the blogger with a few not insignificant exceptions in correlating the date of posting with the date
of the content represented. This demonstrates a very enthusiastic approach to acquiring the
material, and a longer term intention to keep the blog running. The blog seems a good example of
grass-roots digital preservation of the past and a vehicle to remembering via diffusing images and
sounds. Apart from this, it is one of the online places where remembering is possible via clicking
through the posts, reading the (not too many) comments and possibly commenting yourself. As
arbitrary as this selection may be, it is a selection that nevertheless brings into the realm of
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memory and remembering in DME an engaged attempt to preserve a vanishing past. And this is

also what the music blogs do in considerably larger scale, albeit in a slightly different manner.

Popular Music: Heritage and Memory

In this chapter | interrogate music blogging as an online activity aiming to preserve Yugoslav
popular musical heritage and musical memory, or memory of the music that after 1991 and the
collapse of the country (and its music industry) irreparably became a matter of the past. Or rather,
by looking at several music blogs | ask how the Yugoslav popular music may feature today as a
vehicle to convey and co-create memories of the Yugoslav era. The practice of creating and
running such blogs, as elaborated below, is decidedly related to offline, material worlds and
presupposes an individual ‘on a mission,” i.e. an activity that effectively attempts a media
archaeology: excavating long-lost carriers of sound, and sound themselves. By intervention of
digital technology these are made available again—online. Before getting to the matter of

Yugoslav music blogging, in this section I discuss the relationship between music and memory.

Music is always elusive in terms of its (performed) existence in an environment and even more so
as a research object.’®® It was so before and it is just as bad more than a century after Edison’s
phonograph first preserved a sound to be replayed later. Initially his idea was to create a device to
be used by secretaries to record their boss’s dictation and the phonograph only later made it into
the sphere of music industry and stardom and fan cultures and commodity. Since then the
recording of sound has come a long way. In terms of technology, from wax cylinders and tin foil
rolls to vinyl, MC, CD and finally to an array of digital compression algorithms that mp3 is
probably the most famous example of. And in terms of social experience of listening to recorded
sound—music: from collective neighbourhood gatherings around a radio or a gramophone to
listening to records in teenager’s rooms to walkmans playing back music on streets and buses to
individualised head-set ear-plugging shutting-out-world devices that enable a perfectly lonesome

experience. Yet, in terms of simultaneity of collective reception, not necessarily a lonely one.**®

158 The experience of music entails listening to, hearing a sound, or rather a series of sounds that are comprised of
melody and lyrics, and the setting/context of listening.

159 Victor Burgin, In/Different Spaces, Place and Memory in Visual Culture, Berkeley, Los Angeles, London,
University of California Press, 1996, 158.

64



Finally, if initially recording and music were accused of removing the sound from its source,*® the

digital lives of music files seem to have removed the physicality of music entirely.

Music can be encountered either at/as a live performance, heard on the radio or from a playback
device. It inhabits the space for a designated period of time and cannot exist outside time and
space. To hear the music or to listen to a song means to be permanently on the verge of losing it,
until it is over when it is gone completely. Still, its traces may not wear off that easily: the listener
is not entirely ‘free’ from its grasp. Rather, one is left with stirred emotions, bubbling mental
images of oneself or someone else in/from another place or another time. During the ‘musical
intake,” the music participates in creating a decidedly intimate, private space-time continuum. The
duration of the sound series, the melody and the lyrics consumed in a particular time and space
create a specific soundscape which is ‘fatally’ related to the psychological constellation of the
listening individual, her position in a historical, social, cultural environment and not least to the
whim of a moment. The soundscape created by interweaving of melody, rhythm, lyrics and the
surrounding environment, and the memories and representations invoked by and while listening to
a song, renders an extremely fertile ground to be invested with individual’s feelings, visions,
thoughts. In sum, consuming music can be understood in terms of fusion and convergence of the

song in all its dimensions with the individual’s inner world, in all its dimensions.

Here Michel Chion gives a useful approach in conceptualising the role of popular song in cinema:
in his The voice in Cinema, Chion writes about the specific characteristics of a pop song—
materially, it is delimited by the capacity of a circular single record to just about three minutes;
formally, it has an overture, peak and ending; and most importantly, the form is repetitive.
Repetitive (think of the round shape of the record, circularity breeding repetition) in the sense that
it can be played again and again, and also in that the structure of the song is repetitive and
contingent itself: it may have a beginning, middle and end, but the very structure of a song

(couplet, chorus) yields to filling the structural slots with different lyrics.'®*

Different words (that fit the same melodic structure) and melody thus can be consumed infinitely.
What is more, this randomness facilitates different parts of the lyrics, or in fact entirely new
(personalised) lyrics, to be applied and re-applied, in one’s mind, to this open musical structure.'®?
The dramatic structure of the song is interspersed with a refrain, which breaks the temporal

linearity to establish an impression of a circular repetition, of a neverend. In a way the song thus

180 See Ruth Benschop, “Memory machines or musical instruments?: Soundscapes, recording technologies and
reference,” International Journal of Cultural Studies 2007, 10, 485-502, 488.
181 Michel Chion, The Voice in Cinema, New York, Columbia University Press, 1998.
162 H
Ibid.
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becomes a ‘world’ of its own, a space which an individual may ‘populate’ with mediatised images
and personal renditions of realities, past and present. Importantly, this aids the creation of an
audiovisual landscape, which significantly informs the way an individual perceives of the song,
and consequentially of the surrounding environment and the wider historical, social and cultural
milieus in which the song is inscribed through the listeners own ‘bodily’ and symbolical
inscription into space and socio-cultural constellations. Not unimportantly, the song is thereupon
also inscribed into the memory of the listener. As Karin Bijsterveld and Jose van Dijck argue,

[S]ound and memory are inextricably intertwined with each other, not just through
repetition of familiar tunes and commercially exploited nostalgia on oldies radio
stations, but through the exchange of valued songs by means of pristine recordings
and recording apparatuses, as well as through cultural practices such as collecting,

archiving and listening.'®®

A remnant of the past, with its malleability and openness of interpretation, a popular song
transgresses embeddedness on the individual level of the performer/listener onto the level of a
collectively shared social experience. Listening to a song on the radio is a completely different
experience as is listening to the same song on your hi-fi, iPod etc. Knowing that other people are
listening to it at the very same time not necessarily facilitates a collective experience, but it surely

posits the listener within the wider, collective audio environment.

Moreover, simultaneously a highly private experience and by means of participation-in-listening a
decidedly social one, music captures, reflects and produces feelings and “music’s ability to elicit
highly personal emotions and associations seems to help people to relieve their past over and over
again.”*® For example, it is common, when listening to a dear song related to one’s past, to relive
at least some of the feeling (and with its contextual experience and personal and more collective
past as well) experienced while listening to that particular sound and lyrics in a personally
significant environment, time, mood. And it is just as common to redefine and reinterpret the
feeling every time the song is heard. The collective aspect of listening to music, the Victor
Burgin’s simultaneity of collective reception, posits the music in a way so as to inscribe the
individual’s experience into a broader social picture. This however, does not imply that listening
to music is conducive to forming/maintaining a collective or a community. Still, as Philip
Auslander argues, “the sense of community arises from being part of an audience, and the quality

of the experience of community derives from the specific audience situation, not from the

183 Karin Bijsterveld and José van Dijck, “Introduction,” in Karin Bijsterveld and José van Dijck (eds.), Sound
Souvenirs, Audio Technologies, Memory and Cultural Practices, Amsterdam, Amsterdam University Press, 2009, 11.
164 |1

Ibid., 13.

66



spectacle for which that audience has gathered.”165 Although the “reality of our cultural economy
is that the communal bond unifying such an audience is most likely to be little more than the

common consumption of a particular performance commodity,”

the individual’s experience is
influenced by her own rendition/identification of the commonality ‘presumably’ residing in or
being transferred by music. Thus music does work as a social adhesive, as a platform for shared

experience for various populations, sub-cultures or shared-interest groups.

Relevant for this study, however, is the ‘capacity of music to capture a specific historical
moment,” dimension, a feeling, and transmit it along into the future. There, in the future, clearly it
has to be ‘de-captured’ decoded into the present mind of the listener in a specifically distinct
historical, socio-cultural situation. The strategies, roughly, are two: to just consume such music or
in fact use it to establish an engaged relationship with the past, one’s own and that from which this
music came. What is crucial in this respect is the investigation into how the music is dealt with,
interpreted and remediated today (therefore I am not looking into the particular production modes
or genre specifics; this is not a history of Yugoslav popular music, rather an insight into the
archaeology of vinyl music). The space-time, the past or history captured within the songscape(s)
works in close interaction with one’s very private set of experiences and feelings in the present
and is also in constant interaction with the realm of the ‘anticipated’ collective. Listening to a song
can take us back to when we listened to a certain kind of music, it can remind us of what we were
doing and/or feeling at the time, and it can invoke a certain feeling of a time, Zeitgeist. Yet it can
also serve to narrate a specific view/understanding of the past by virtue of transmitting the
audiovisual images of the world no longer present, but highly mediated, and re-placing them into a

world today. And it is through this lens that | look at Yugoslav popular musical heritage.

I have argued above that music can serve as a sort of social adhesive and an individual cultural
vortex, yet the question arises whether music is capable of transmitting more than personal
experiences. To put it differently, is it ever possible to gain through the music of a certain period
access to the gist of that specific period (not physical of course)? Due to the massive mediatisation
of the quotidian, | think popular music can in fact re-presence, if but a fraction, a scent of times
passed ... it can provide a glimpse into the socio-cultural environment of Yugoslavia. What is
more, music and audio recording can be used in trying to ‘control’ the inaccessible past.’®’ Yet,
the desire to control the past via navigating, managing, appropriating it representations, is further

complicated in DME where the replication, mixing, sampling meshing add to the malleability,

1% philip Auslander, Liveness, Performance in a mediatized culture, New York, Routledge, 2008, 65.
166 H

Ibid., 64.
187 Karin Bijsterveld and José van Dijck, “Introduction,” 20.
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instability, fluidity of the very source material (i.e. a song), to say nothing about the consequences

on the level of individual interpretation or consumption.

Another question is what purpose preservation of music and memory, or memory of music, or
memory through music, may serve? The usual argumentation that it is better now to record as
much as possible because one never can tell how immensely valuable a historical source that bit of
the present may become, just does not do. A more comprehensive and engaged answer in this
respect would go in the following direction: preserving music, and in the case the popular music
heritage of Yugoslavia, the music that clearly outlasted the country to which it is still fatally tied,
both in term of musical and lyrical expression, is not just about preservation. At least not just
about the preservation of music itself, rather the preservation of a ‘network’ of social and cultural
milieu or memories thereof, that to post-Yugoslavs today represents one of the few links to the life
of a country which gave them the formative experience. Moreover, through the music preserved
and available on the music blogs discussed below, an important part of Yugoslav history and also
interpersonal and international relations are re-lived, re-formed ... through digital preservation, co-
creation and distribution. It is, therefore, as Bijsterveld and van Dijck argue in the quote above,
through the exchange of songs, through collecting, archiving and listing that a musical past is
preserved and a collectivity (to some extent) recreated. It is clearly sharing that connects music to

memory.

Music in Cyberspace

Yet, as soon as we start speaking of sharing in DME we inevitably stumble across the topic of
music in cyberspace. The first thing that comes to mind when approaching digitised music and its
circulation in DME is the availability of (mostly) copyrighted material which in its peer-to-peer
circulation readily becomes ‘pirate’s bounty.” Downloading mp3s and/or viewing audiovisuals has
become a popular pastime over the past fifteen years and has seen a quenching reaction on part of
the music industry trying to confine free file sharing and punish the ‘criminals.” Several P2P file-
sharing services, such as Napster, Audiogalaxy (AG), etc., that were thriving at the turn of the
millennium, were forced to cease their copyright violation and were consequently shut down or
transformed into payable services. Giving space to large communities of music fans and artists,

this was a clash between the DME principles of democratisation and socialising (and doing
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business) and outdated principles of copyright based music industry, unable to adapt their business

conduct to the shifting creative and business environments.*®®

Despite the radical legal limitations and interventions, free music is still massively available on
various more or less ephemeral sites hosting links to files at one or more of the numerous remote
file-hosting sites. The more flexible policies, such as pay-per-song or album, as
implemented/promoted by iTunes, Amazon and others seem to provide a reasonable response to
the changes in DME and to the shifting power relations in digital media economy. Instead on
rigidness immanent in the giants of music industry, this approach builds on generating revenue in

small pieces from a wider crowd (i.e. Anderson’s Long Tail Effect).

Nevertheless, sharing music outside the financially sanctioned and copyright abiding services and
channels largely pervades digital media everyday practices and strategies, particularly via various
torrent services where anything from latest cinema and music albums to digitised books can be
found and obtained for free. Another popular way is music blogging, the type of it that provides
links to remote file-sharing systems where zip or rar files of entire albums are stored. As fiercely
as one might argue that this is an infringement of copyright, intellectual property, it can just as
fiercely be argued that P2P file sharing (and this goes for music in particular) is in fact promoting
obscure/marginal music and artists—making them available to unprecedented audiences—that
would otherwise never be heard. Moreover, and particularly relevant for this discussion, is that
such services in fact enable the preservation of music that would otherwise most definitely be
utterly lost. For my purposes it is crucial to discuss the function of sharing and circulation of
music in DME, and to illuminate the practices and strategies of how music can be repurposed in

re-narrativisation of Yugoslav past.

As indicated above, music emerges from a material object situated in space (an instrument, a
playback device); it lasts in time for a certain amount of time and is eventually lost (unless
replayed) to the flow of time we are all victims of. When played back from a device it leaves no
apparent physical trace on the mind and body of a listener, despite its bisensoriality, but, as argued
above, it does leave a psychological one. Sound on the one hand is a physical force capable of
spreading through the air (airwaves) and ‘making things move,” while it also has the capacity of
‘attacking’ the ears and mind by it ‘content’: melody, rhythm and lyrics. The transience of sound

and music was much more obvious before Edison’s recording technology enabled the preservation

1%8 As of late 2010, AG is offering flat-rate cloud placeshifting service, after nearly a decade of paying downloading
service, Rhapsody, which succeeded the original free P2P service. The ‘new’ AG service allows for storing your
music remotely and accessing it from (streaming it to) whatever device is at hand (mobile, tablet, PC); see
Audiogalaxy, http://www.audiogalaxy.com/, accessed 8 August 2011.
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of sound (albeit initially for different purposes than we usually think today) on an unprecedented
scale causing the enjoyment and consumption of music to become considerably different, and
everyday life as well.’®® As the playback devices came rather expensive in the early days, the
development of radio technology and listening practices seemed to have unravelled within a
setting where sound (music, news) could be listened to/consumed collectively, only to be
collectively forgotten and remembered. It is precisely the radio as a device that enabled the
collective sharing-in the musical experience that caused the emergence of that special feeling one
gets when hearing a particular song on the airwaves, knowing that many remote others are
probably also sharing-in this very same experience, at this very same time. The verses by a
Slovenian poet Janez Menart and sang by one of the famous singers and songwriters from the

former Yugoslavia, Arsen Dedi¢, adequately subsume the experience:

No¢ bo ze, glej, zdaj sva sama / Veé je noé, gle sad smo sami [1t’s night already, look, were alone now]

tiho radio igra / tiho radio svira [Quietly, the radio’s playing]
in, nad pesmijo, med nama / i and pjesmom, medu nama [And on the waves of the song, from me to you]

od src pa do srca / od srca do srca [From my heart to yours]

blodi mehka bolecina / brodi nasa bolest laka [Wades our joyful malady]
ki ji sreca je ime / kojoj sreca je ime [Called happiness]
ki zaljubljence spomina / koja zaljubljene sjec¢a [Reminding lovers]
vsega kar si Zele / onog 5to si Zele [Of their desires]*”

If in the music culture before recorded music listening was an ephemeral experience, it in the
(analogue) recording culture became a repeatable one. Now, in DME, the third, post-recorded (i.e.
digital) musical culture has emerged which relegates listening to music as a practice of listening to
fragmented and recontextualised bits and pieces, of remixed samples, and frequently to less

attentive music engagement.

If in the ‘good old days’ of the vinyl the object-/carrier-/record-centred listening experience
revolved around first buying a record, and then playing it and listening to the tracks, usually with a
couple of friends, ‘unrandomly,” i.e. consecutively, the story has changed somewhat with CDs.
The CD enabled random/shuffle and repeat functions and programming of track order (pretty
much impossible with vinyl records). It could be argued that the need of the listener to ‘physically
engage’ with the machine to replay, rewind or skip a track kept her closer to the practice of

listening to music. On the other hand, mp3s (and inevitable playlists) on the digital end of storing

199 See Lisa Gitelman, Always Already New.
0 This is a rough translation from the Slovene and the Croatian.
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and replaying music require much less effort to set up a list which can then be endlessly replayed

and/or updated, thus making music increasingly a soundtrack of our lives.

Hence, the digital listener is in a way much more disengaged from the process of listening, i.e.
music becomes in the media everyday one’s ‘silent,” if remarkably salient companion: always
there, with little to say. Or, it has in fact much more to communicate (genre preferences, and not
least identity) to the people who happen to hear it (which is also the case with analogue music, but
to a much smaller extent, as the mobile is much more handy than a huge cassette player). What is
more, when we consider the sheer amount of music files compiled and stored on an ordinary hard
drive, iPod or a mobile, keeping track of digital music becomes an act of devout endeavour. This
is further exacerbated when downloading large amounts of music. Such pastime activity can turn
into an obsession of compiling and never really listening to most of the music. On the other hand,
the ways and chances to encounter new music are greatly improved precisely due to random

discoveries.

Music in this case becomes a quintessential mobile media object, and considering that downloaded
music often bears metatextual data, such as genre tags, release date/year, name of artist and songs,
bit-rate, artwork etc. music files circulated online are good examples of multimodality of media
objects. Mobility in this sense subsumes downloading and/or streaming music files, their
potentially endless distribution and also the creation of unanticipated, ad-hoc audiences, which
becomes particularly relevant in view of the capacity of music aired via radio discussed above to
entangle the listeners into a ‘musical collective.” That said, musical collectivities share their
individual memories via sharing the music, i.e. participation in a music (sub)culture even without
much (or any) physical contact may on the basis of admittedly partial and fragmented information
nevertheless result in a sense of bonding: people tend to fill in the gaps of what they do not know
with what they expect, and music is definitely a ‘material’ and practice conducive to such
behaviour. The ever-present media object, a music file, assumes existence beyond the limits of
here and now (of an individual or collectivity) to become a trans-temporal marker of another place
and another time (of an individual or collectivity).

The interesting aspect of the mobility of music files concerns the individual engaged in enabling
such mobility by uploading and/or downloading, i.e. the intrigue lies in why one does it. The first
thought is that people refuse to pay money for physical sound carriers or digital tracks/albums.
While to some extent this may be the case, it is not, however, the whole story. This interpretation
neglects the fact that uploaded music had to be bought at some point and it completely ignores the

motives of the uploader to share music. The use of term sharing in subsequent stages or online
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availability of music is much clearer and hints into the direction where to look for answer. In this
respect it is important to acknowledge the motives to search for, digitise and provide music for
free to fellow music lovers despite the copyright issues and the potential to face criminal charges.

The discussion on music blogging below will further elaborate on these issues.

Blogging Yugoslav Popular Music

I love it when you come here, but you should take a more
active part in this blog as this is a heritage of a time and you
should understand that any preserved sound may represent
your part in preserving the memory of and truth about a
country. Well, it had disintegrated but I think that it still lives
as an idea and it will outlive all of us who come here, and one
day, perhaps under a different name this will once again be
the land of the South Slavs. Until then we will write about it
and put up sounds from this former and pre-former

Yugoslavia.

The number of inhabitants of a large city visited this site or
blog and thank you for this. We try (myself and my dear

contributors) to provide you with more beautiful things.*"

Music blogs in general do not physically store any music files but rather provide links to remote
file-hosting sites from where the music is then readily available for download.’ This strategy of
remote file storage and particularly the structure of music blogs remain a constant feature in music
blogging, regardless of the genres, periods etc. that they may indulge in. The main reason is
clearly an attempt to avoid copyright breach, as in most cases the music is (still) copyrighted, and
also the fact that a site with large files would be too ‘heavy.” The former is clearly discernible in

many blog policies, where the blogger still provides links to full aloums, but at the same time

1 «“Drugarice i drugovi uskoro prelazimo 500.000 poseta na ovom blogu,” Jugozvuk,
http://jugozvuk.blogspot.com/2010/01/drugarice-i-drugovi-uskoro-prelayimo.html, accessed 8 August 2011.

172 T0 avoid confusion, let me explain what kind of music blogging | am talking about, as there are several types: 1)
blogging about music, i.e. writing about the scene, new releases etc.; 2) adding a music player to a blog that plays
tracks or playlists; and finally, what is the central topic here, 3) music blogging this research investigates is the type of
blogging where the posts or comments feature, along the description of the posted material, also the link to a remote
file-sharing system where the music is ‘actually’ located.
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encourages the visitors to buy.!”® As ambiguous in terms of copyright compliance as this position

may seem, along with storing files on remote servers this strategy clearly features as a cover.

W] dana svoje kasete koje su Eamile u nekom njegovom tamnom vilajetu i
kao takve su sad na svetlosti pred vama

No medjutim kako su to godista kaseta sve iz onog potonjeg suzivota

matih zakrvienih feudainih driavica kakve su i dan danas mi smo
SLEDBENICI - FOLLOWERS (LJUDI KOJI odluéili da ih prebacimo na kasetomaniju. Ove kasetle su jako retke i kao takve se prodaju za po 200 dinara komad.
PRATE OVAJ BLOG DANONOCNO) Uplatnice én da prilazem ovde na blogu kako biste mogli da vidite die je vas skromni novac ofiSo. Kasete
su unikati, originali i veoma retke. Zato pourite.

Inade ovde se ne zna koja je to grupa mada se spominje nesto kao NAPRED U PROCLOST ali je ovo zvucni fanzin (fanzin je

samostalno privatno izdanje novina). Sve ostalo je lepo popisano. Ima tu svega i svalega tako da mi je bag drago da vam bas ovo
ponudim u dane prostave vaih 75 0. 000 dolazaka na ovaj blog.

HATIPE]] ¥ IPOIJIOCT BEJIM 3EPIJOBE -

MIZAR u Zagrebu (Kulusic)

[
1B canada
B Slovenia
™ Bosnia and herz. 5

Today 100

¥
Total 315076
Oniine 3

Get this

KOLIKO VAS JE DO SADA DOSLO OVDE?
7is11l519171

Figure 7 | Friends and followers on Jugozvuk, available from http://jugozvuk.blogspot.com/.

Before moving on to discuss the post-Yugoslav music blogs, first a few words on music blog
structure. Much like any other blog, a music blog is usually introduced by a heading explaining in
brief what the blog is about, declaring ‘blog policy’ or giving a mission statement. Posts are then
ordered chronologically, with the most recent one on top. Usually, a post contains a description of
the record, a track list, tags and comment function. Like any other, a music blog usually gives an
option to the visitors to “follow” it, and a selection of links to other blogs. A visitors counter is a
regular feature included and occasionally a feature such as “whos.among.us” or similar. The latter

29 <¢

provides statistics on the number of users “online in past the 24 hours,” “what are they copying,”
and “where they come from” which detects the locations of users on the map of the world (“A

map showing you where your visitors come from. Flashing pins are people that are online right

173 See for instance Twilightzone! Just for Your Listening Pleasure: “The music that I post up on this site is NOT for
commercial use. I'll spare you the legal jargon, but in essence, if you LIKE it, BUY it! - pw for most files:
rideyourpony,” http://twilightzone-rideyourpony.blogspot.com/, accessed 8 August 2011.
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now.”).} A music blog may also provide chronologically ordered menu of older posts

(2009>November (13)) with number of posts in a specific month in brackets.

The (un)randomness of sorting music into daily posts may reveal the rhythms of discovering
music in shops or at friends’ homes, and/or the pace with which the ‘curator’ manages—digitises
and uploads rips—his collection. The narratives, as obscure and patchy as they often are, develop
around a particular record, around a particular memory and are thus conducive to perpetuate a
memory in a new time and in a new media ecology. Importantly, the varied musical memories
thus presented and preserved invite other users to partake in recreating the musical past, to co-
create new memories enhanced through participating (downloading, commenting) in these
evolving grassroots archives. In other words, in a music blog the very practice of archiving is a
renarration of both the (popular) musical past (of Yugoslavia) and the bloggers’ reinterpretation of
their past. Although this type of blogging may not be the most straightforward case of storytelling
or archiving, it nevertheless elicits practices of remembering that go beyond the experience of
remembering as, for instance, in classic archives. The latter presuppose ‘immersion’ into a
‘sacred’” space following a certain protocol of initiation, only upon which one is allowed access.
Often, the items are to remain on location meaning that the ‘consumption’ of their content can
unravel in a strictly regulated environment. On the other hand, rummaging through admittedly
more disorderly digital musical archives permits for a more ‘open’ access and manipulation of

data, hence greater ‘on-site’ engagement and attention.

In terms of content, needless to say, the main focus is music although music blogs differ in the
ways content is presented. A note is in order here to explicate that I am not looking here at blogs
that also post music, along some other personal or professional content. Rather, the blogs in
question are on a mission to post music, while any other content is secondary, although not
unimportant. There are two general focus strategies that discernible in music blogging: a music
blog can be a focused genre specific blog: such blogs provide collections of music, an artist’s
more or less complete discography, possibly album reviews, track listings, duration of songs, and
occasionally a blogger’s description/contextualisation of a particular music within her own socio-
cultural milieu. It can also be a period specific blog focusing on music form a particular music-
era, e.g. sixties’ or eighties music, or as in the cases discussed below on a specific historical
period. This of course is a very rough distinction as there are numerous in-between combinations,

e.g. as in one of the blogs discussed below which apart from being clearly a period specific blog

174 This feature is no longer included into Jugozvuk, it was available at least until March 2010, see Martin Pogagar,
“Music Blogging: Yugoslav Musical Archives, www.inter-disciplinary.net/wp-
content/uploads/2010/02/pogacarpaper.pdf, accessed 8 August 2011.
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also provides a genre distinction and, moreover, more insight into the blogger’s personal (albeit

highly music-dominated) life.

When it comes to specific music posted on music blogs, there is an aspect that should not be
neglected: the origin of the records. From what can be gathered from navigating a number of
music blogs, in many cases the music in question (or the records at least) is fairly old and not
easily obtainable (as opposed to many other blogs, where music is plainly ripped from CDs). This
is particularly apparent when looking at music blogging that focuses on pre-celebrity music
fandom and sub-cultures and particularly musical rarities—that emerged after the rock’n’roll
boom in the 1950s, and particularly after the 1960s—that saw comparatively little or none
digitisation.'” An acute under-digitisation—due to the break-up of the country and the ensuing
wars—befell the music from the period of the Socialist Federative Republic of Yugoslavia (and
also the pre-WWII Yugoslavia). Much of the former Yugoslav music available via music blogs is

in fact fairly old and in the offline world only available on vinyl.

After the disintegration of the country, Yugoslav music industry collapsed with it and several
national industries and markets emerged in its wake. The political, economic, social and cultural
‘de-prochement’ meant, in the field of music, that the cooperation, particularly in the early 1990s,
was considerably hindered. Records from other parts of the former country were not re-issued both
due to issues with copyright and the changing market characteristics (e.g. in early 1990s Slovenia
there was a general disliking of former Yugoslav music, and Slovenian music was never hugely
popular outside its borders). The consequence was negligible number of vinyl records digitally
remastered and released on CDs. Effectively, it was for a long time all but impossible to buy any
of this music in legally (with the exception of second-hand shops or flea markets). Thus, along the
illegal releases and later on a market driven increase in reissuing former Yugoslav music on CDs,
these blogs provide by far most accessible links to music that would otherwise be practically lost.
These music bloggers/lovers, however, who go to second-hand record shops, flea markets, browse
old collections of records in the attics etc. in search for rarities and oddities of a musical past, are
the crucial preservers of significant portions of Yugoslav popular music which would only survive
in a fairly limited, private collections of the lucky few who have had the chance or the will to get
those records, or in the commoditised (hence selected according to anticipated sales criteria)

reissues of ‘popular’ music.

175 See for instance, sa starog gramofona — old gramophone, http://starigramofon.wordpress.com/, accessed 19
September 2011.
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Essentially, what the music blogger does after obtaining the record in one or another way
physically, she digitises it. This implies ripping the vinyl using a gramophone and a digital
recorder; classifying the tracks and ordering them into a folder (alboum>author>track name) and
adding the scanned or photographed artwork/record cover. The final stage is uploading
compressed (zip or rar) files to one of the many file-sharing sites (e.g. megaupload.com, drop.io,

rapidshare.com ...). The blog post contains a link to that remote storage service website.

Now the question that pops to mind is: Why would someone want to do this? It is a time and
money consuming pastime: to find all these records, to buy them, to digitise them, to spend that
much time doing all this for free while still make a living. Yet this is an activity that clearly thrives
as there are people who believe that musical past should not be forgotten and therefore they invest
considerably into making it available (in the case of Yugoslav music to predominantly post-

Yugoslav public) worldwide.

This is particularly interesting in view of the fact that all this music would otherwise be
unavailable, forgotten and in many cases gone forever. In the case of Yugoslav music thus
preserved and shared and in view of the country’s history, its demise and the post-Yugoslav
realities, music blogging is all the more important socio-cultural practice which in effect is above
all about the preservation of the past. The case of Yugoslavia is somewhat specific: the country
disintegrated in 1991 and plunged into wars out of which several new states emerged. In the
processes of nationalisation/‘independentalisation,” the former republics, now independent states,
suffered a considerable, self-inflicted, memory loss. The newly forming countries and the up-and-
coming elites, supposedly cleansed of the communist wrongdoing, tried to eradicate the once
common past by supplanting it with newly established national(ist) narratives. This in essence also
meant an attempt (on the level of political discourses) at breaking any links with the Yugoslav
commonly shared field of popular culture. Apparently and not surprisingly this was a flawed
attempt, as it is fairly unreasonable to expect social and cultural bonds to break overnight,
particularly in the era of ‘mediated everything.” This, among others, decidedly contributed to the
emergence of Yugonostalgia. Moreover, as pop-cultural pasts ‘normally’ tend to find ways into
the pop-cultural presents and are in many cases, in the western hemisphere at least, successfully
commoditised, the ‘cultural cooperation’ in post-Yugoslavia was soon re-established even in the

most war-and-hatred-stricken areas.

But in the case of Yugoslavia any such activities were actively discouraged (which by no means
implies there were not ways, quite to the contrary) or plain impossible due to the politico-

belligerent situation. In a situation that pre-empted any overt dealing with the recent past, the
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initial way for the past to ‘survive’ was via nostalgicising it. It is probably also for this reason that
music blogs find sufficient audience who find interest in these ‘activists’ striving to preserve what
would normally be preserved both in official records/institutions and in the media everyday. The
post-Yugoslavs’ conduct in relation to their past is thus primarily a search for a lost stability in
individual memory narratives. These blogs attract an audience from across the former Yugoslavia
yet judging by the “who’s among us” feature on Jugozvuk (its counter turned over 600,000 visitors
in good two years of the blog’s existence; at the time of writing the number is 751,597) the just as
many visitors come from the rest of Europe and North America, with some form South America

and Australia.

On music blogs (multimodal media objects) the bits, beats and pieces of Yugoslav past are
preserved and distributed globally; music blogging as a practice of vernacular history contributes
significantly to creating a worldwide archive of Yugoslav popular music, i.e. via music blogging,
Yugoslav popular music becomes a mediator of memories. What is more, as further explicated
below, the mediality of digitised music becomes an opportunity to express personal (blogger’s or
commentators) views about the music and other social and cultural issues concerning the role and
meaning of the past, present and future in contemporary identity management in DME. Moreover,
music in DME is not ‘just’ music (if music ever is ‘just’ music) but a powerful tool to co-create
and convey if but a fraction of a shattered past. The grass-roots practice of ‘digital preservation of
heritage’ is a tool of mediation of memories; the facets of everyday life as mediated through music
are renarrated/remediated on music blogs and thus ‘transmitted” beyond the limitations and

obscurisation regularly attempted in the first two decades after the break-up of the country.

In the section below I discuss several blogs that aim to preserve and distribute parts of Yugoslav
popular music heritage, i.e. blogs that in their distinct personalised ways mediate memories: both
of the blogger and consequently of the visitor by facilitating the mobility of media objects. In
these processes aspects of nostalgia, either first or second-hand, are imminent. This distinction is
often conceived along the lines of ‘we were there’ vs. ‘you weren’t and ain’t got a clue.” The blogs
in many cases assume such stance but rarely use it as a tool for any kind of exclusion. On the
contrary, second-hand nostalgia is often attributed to practices that supposedly lack ‘real’ memory
or experience with the matter of nostalgia. And are thus rendered false. However, nostalgia in a
mediated age is not only limited to first-hand experience, but is, due to condensed presence of

mediated content, applicable beyond the in-the-know collectivities.

The blogs discussed generally feature not only music but also ‘personal musings’—which further

adds to ‘mani-hand’ nostalgia—and to that effect employ multimodal media objectification
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approach. As this results in a more or less comprehensive, coherent externalisations of memory,

that in fact do tell a story, | approach these blogs as cases of digital storytelling.

The Sounds of Yugoslavia — Jugozvuk

The blog ZVUCI JUGOSLAVIJE — SOUNDS OF YUGOSLAVIA (hereafter Jugozvuk) is managed
by Aktivista and presents an extraordinary collection of music.'”® In selecting what he blogs about,
Aktivista is very indiscriminate and posts music that spans popular, rock, classical, folk music,
etc. In addition he also supplies other types of various pop-historical materials such as newspapers
and magazine clippings, etc. The blog as a whole is his made-public ‘obsession’ with the
“Yugoslav past in audiovision,” and represents a non-negligible contribution to creating and

promoting vernacular renarrativisations and remediations of the past in DME.

The blog opens with a mission statement:

We’re introducing You to the sounds of the old Yugoslavia, music, sports, theatre,
politics, literature, propaganda, commercials, all in the form of sound. Everything
that once made up Tito’s Yugoslavia tells its story here before you. There are
many stories about Yugoslavia and all of them are beautiful. You are welcome as
well to tell the stories and we’ll publish them. YUGOSLAVIA is always a positive
inspiration [transl.]. Here on this weblog you can hear and watch the diverse
sounds of former YUGOSLAVIA [original in English].*"’

This statement delimits the scope, aims and the ambition of the blogger’s endeavours and
concomitantly makes an identity statement: it posits the blogger as a dedicated preserver and
distributor of Yugoslav musical past which is invariantly viewed positively. This attitude informs
the entire blog and is also reflected in indiscriminate blogging about different genres, styles,
bands, from all over the former country; it is in fact a continuation of Yugoslav brand of

‘internationalism.” Aktivista further explicates his mission below:

Here you can expect to find all sorts of sounds and sound memorials of various
events that adored this beautiful and strong country. It may sound silly to some,
but it doesn’t to me. This Yugoslavia meant a lot to me. I was born and raised
there. Every single day | spent in this Yugoslavia. | listened to this and that, and

now it’s time you’ve heard too.'"®

176 Zvuci Jugoslavije — Sounds of Yugoslavia, http:/jugozvuk.blogspot.com/, hereafter Jugozvuk, accessed 8 August
2011.

77 See Jugozvuk, http:/jugozvuk.blogspot.com/.

' Ibid.
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Through referring (nostalgically) to his personal experience, Aktivista passionately addresses the
visitors in trying to elicit response from them. They are expected to share-in his feelings of loss
which are to be remedied by providing music from the space-time that features as a significant,
formative point in his life. To that end Aktivista explicates the coordinates of his endeavour
further: “Most of all it’s about music but of a special kind, music that goes nicely with a story or
an event. There will be some live performances of certain great bands from all over the country
‘From Vardar River to Mount Triglav.”” The scope and ambition of the blog are broadened by

including the ‘silent sounds,” and rare treats:

Here on this blog you can find a lot of sounds from YUGOSLAVIA, from theater

to music, from sport events to jokes and literature. Feel free to join the biggest

collection of different sounds from the state that exists no more. If YOU do have

some trash and trivia from that time please send me a message [original in

English]."®
Aktivista attempts to make Jugozvuk into an interactive platform and invites the visitors to
participate/engage not only in commenting, but also in sharing with others what music they may
have. The place for musical exchange and extension beyond the posts is on the JUGOZVUK
forum, where visitors post track listings and links to various material uploaded by themselves or

found on other sites.

A regularly updated blog, Jugozvuk is further divided into several sections, “JUGOZVUK” (the
blog), “JUGOmemorabilia” (mainly featuring newspaper and magazine clips), “JUGOZVUK
forum,” “Hronologija koncerata iz JUGOSLAVIJE” (featuring an extensive chronology of
concerts in Yugoslavia played by foreign performers in the period (1959—1992), “Eks
jugoslovenska muzika” (featuring links to music of famous former Yugoslav performers in the

post-Yugoslav era)*®

and “Izlozbena galerija JUGOZVUKA” (which at present features several
photographs but aims to be further developed into a “a free gallery of JUGOZVUK dedicated to
the all arts and performing in former YUGOSLAVIA™).*® In the left-hand column of the blog,
Yugoslavia’s coat of arms and flag are situated along with a photograph of Yugoslavia’s lifelong
president Josip Broz Tito. Further down is a section of links to other music blogs engaged in
preserving and sharing music and music related stuff from the former Yugoslavia, which
effectively contributes to creating a wider community of musically, historically and memorially

engaged bloggers and visitors. The interlinking enables exchange of music information, files etc.

179 See Jugozvuk, http:/jugozvuk.blogspot.com/, accessed 21 September 2011, original in English.

180 «“Eks jugoslovanska muzika,” Jugozvuk, http:/jugozvuk.blogspot.com/p/eks-jugoslovenska-muzika.html, accessed
8 August 2011.

! Ibid.
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and not least an easy way for an accidental visitor to find other sites of interest. A more general
link selection further down the site includes links to ‘friendly’ blogs and other sites related to

Yugoslavia.

The blog also features a visitor counter which at the time of writing has turned 732,969 visitors,
and a widgeo.com application which counts visitors ‘today.” Some time ago, Jugozvuk also
featured another counter (Live Traffic Feed by Feedjit) which gave a more detailed view on
visitors locations (no longer available), time of access, and where they left to from the blog, or

182 At one time it recorded 34 visitors

where they came from (a separate icon for respective action).
from Serbia, 8 from Croatia, 7 from Bosnia and Herzegovina, 2 from Slovenia, 2 from
Montenegro, 2 from Macedonia, about the same from ltaly, Switzerland, the UK, and 8 from the
USA. The Feed also took record of the accessing computer operating system and internet browser.
Along the map showing the user location ‘today’ (based on a Google Maps), the Feedjit tracked in
a separate window which particular sections of Jugozvuk have been accessed (in %), and also gave

statistics on visitors’ geographical locations (in %).

Now, this immodest use of user tracking might suggest several things: it grounds firmly the fact
that this site has a global reach and at the same time alludes to a not insignificant interest of
visitors, from the former Yugolsavia and elsewhere, in the Yugoslav popualr music. Here,
however it should be noted (taking into account the linguistic specificity of music) that the
majority of these visitors are probably former Yugoslavs who have left either during the life of
Yugoslavia or in the aftermath of its demise. And who now make use of online environments
(including such as this and similar blogs) as spaces for personal interaction and tracing their
shared pasts. At the same time visitors to such sites more or less actively participate in the co-
creation of the memories of the Yugoslav past. This is done on two levels, first passively, as
listening to downloaded music individually or further sharing it with friends thus taking part in the
perpetuation of Yugoslav popular music soundscapes; and second, actively participating in online
reminiscing or discussing or uploading a particular song, artist or aloum. Not unimportantly, user

counting serves the purpose of improving the rating of the site among visitros and fellow bloggers.

Digital Storytelling in Jugozvuk

The central part of the blog, however, are the entries. Aktivista’s digital storytelling fuses text,

(links to) posted music, and various visual material, including photos, scans and videos). In textual

182 At the time of writing, the counter is no longer active, but was so until at least September 2010.
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posts he uses a first-person, very informal language, which is not free from grammatical and
typographical errors and rather inconsistent use of upper case (although Yugoslavia is consistently
written in uppercase). The textual part of a post typically invokes general thoughts on the
Yugoslav past and details about the posted music. Regularly, Aktivista addresses the visitors
inviting them to enjoy the music and reminisce about the good old times: “One great festival from
former YUGOSLAVIA that took place in Belgrade, its capital city, in 1963. After all this fantastic
music is not buried with YUGOSLAVIA, it lives on this blogs, forever | would like or until
BLOGGER lives.”®

08 FEBRUARY 2010

ZASTAVA NASE JUGOSLAVIJE 5 B § s i
& RAZNI IZVODJACI Beogradsko prolece 1963 singl3

Evo nas opet na BEOGRADSKOM PROLECU ali ovaj put u onom iz
1963. nama daleke godine. Pa ipak tada kao da su ovi festivali imali

 neku unutarnju lepotu i sjaj i muzika je naravno bila izvanredna, prava
festivalska.

GRB DRZAVE JUGOSLAVIJE

Ovaj put nam pevaju na singlu br. 3

| DRAGAN TOKOVIC Prica o izgubljenoj fubavi
5§ MAIDA SEPE Belo senke

¥ MARKO NOVOSEL Tvoja pesma

B 7VONKO SPISIC Suncani januar

TITOV PORTRET 1943
Ovog festivala vise nema, nema JUGOSLAVIIE ali ostaje onaj

< izvanredan &timung jednog festivala i jednog doba kad smo ini mi se bezbriznije Ziveli.
Pans “'ﬂ
| & : y
-~ TS ," BEOGRADSKO PROLECE singl 3%

A One great festival from former YUGOSLAVIA that took place in Belgrade, its capital city, in 1963. After all this fantastic music is
4 not buried with YUGOSLAVIA, it lives on this blogs, forever I would like or until BLOGGER lives.

2 KOMENTARA - COMMENTS
Titov portret - Great portrait of TITO
Anonymous said.

Link je mrtav,jel mozda moze da se obnovi?
TITOVA ODECA IZ RATA

7:58 PM, March 03, 2011
Anonymous said
Link je mrtav,jel mozda moze da se obnovi?
o 7:59 PM, March 03, 2011

Figure 8 | A post about Beogradsko prolece festival 1963, available from http://jugozvuk.blogspot.com/2010/02/razni-
izvodjaci-beogradsko-prolece-1963.html.

An aspect that often comes to the fore in the posts is explaining how he gets about acquiring the
records: “I love such records and when I buy them | love to listen to them (I buy them at flea
markets). This [the Yugoslav period] is a time long since gone. Such records are today

unimaginable. Therefore I’ll be putting them up until I am able to find them myself or download

183 «R AZNI IZVODJACI Beogradsko prolece 1963 singl3,” Jugozvuk, http://jugozvuk.blogspot.com/2010/02/razni-
izvodjaci-beogradsko-prolece-1963.html, accessed 8 August 2011.
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them from stealing sites.”*®* Aktivista admits to sometimes taking music from the “stealing sites,”
i.e. from bloggers who ‘steal’ the music from other blogs, give no credit to them, and invest no
time into obtaining the records offline. ‘Theft’ is established by the bloggers through inspecting

the quality of the files (bit rate, artwork scan) and comparing it against their own work.

The time invested into finding music at flea markets, digitising it and making it available online is
immense. Apart from buying records at flea markets, Aktivista gratefully lists his ‘donators,” who
help him by providing links to remote sharing sites to the material digitised/uploaded by them. As
of August 2009 the donators are duly listed on the site while some have also become Jugozvuk
editors. Jugozvuk is thus becoming a joint enterprise comprising several devoted preservers of
Yugoslav popular musical heritage and has thus largely outgrown a solitary endeavour. The joint
efforts by several editors and donators thus effectively expand the community and also enable
much better ‘coverage’ of the material and, not least, improve the prospects of its continual
existence. Apart from time to be invested into digitising the ‘musical artefacts’ in high quality,
music blogging involves issues of honesty and dignity pertaining to creating and maintaining such
blogs. Genuine effort is rewarded by overt/public appreciation and doing it the easy way is

discouraged and condemned.

Aktivista’s digital storytelling emanates regret and nostalgia for the times passed which converge
in the posted music, photos and his textual accounts. His posts are thus not only a means to
preserve/archive the music but also a place for expression of his memories, and hence his attitude,
relation to the present. In a way Aktivista (and his donators) perceives himself (and quite rightly
s0) to be the ‘messenger of the past,” bringing forgotten and/or rare music into the present, saving
it from oblivion. He does so through post composition, which includes the title, record’s artwork,
text, and the comment function. It is through engagement or convergence of these elements that
the personal relation is established between the author, the posted music and the place/time of its
origin. True, the blog offers little personal information and the recounted memories do not go
much beyond cliché statements such as in “those times we seemed to have lived more carefree.”®
Nevertheless, referring to the role of music in individual’s life and the lives of collectivities, and at
the interstices, it is clear that it is the music that is the primary trigger of memories. As scarce as
the posts may be in terms of elaborate personal textual accounts, they nevertheless provide
affective contextualisation of music and endow the very activity of following such a blog,

browsing through posts and downloading music with a particular aura of disinterring, excavating

184 «R AZNI IZVODJACI 1976 Mi smo Imada vojska Titova,”Jugozvuk, http://jugozvuk.blogspot.com/2009/10/razni-
izvodjaci-1976-mi-smo-mlada.html, accessed 8 August 2011.
185 B

Ibid.
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the past ... on the part of the visitor and, primarily, the blogger. Excursions in archaeology of the
musical past by both the blogger and the visitor are probably the most intriguing activity enabled
by music blogs. For the latter it is a mission, and a time consuming one. Yet it is also a rewarding
preoccupation with finding old rarities and valuables, to feel the dusty decaying record sleeve
under the fingertips, to smell the touch of time, to hold the record in your hands and wipe it clean,

and play it on the gramophone.

All this invokes very material-based, physical sensations, and in the view of Aktivista’s statement
that much of the posted music is the music he used to listen to (or at least hear occasionally on the
radio) in the ‘old days,” this discovery must be a very tangible and emotional, affective affair.
Through the interaction with the ‘material,” tactile memory is invoked that despite all the
technology can only be a personal, intimate experience. On the part of the visitor, the just as
intriguing aspect of looking for music on blogs is, indeed, an act of discovering—not only of
music that one once was a fan of but rather of—music one had no idea it was ever made/recorded.
Despite the fact that it cannot be touched or smelled, the very clicky and hissy sounds that the
digitised tracks played back via one or another player make, are incentive enough to arouse a

sense of pastness in the music.

Now, the analysis of such a blog seems difficult as it is impossible to go through all the posts and
comprehensively analyse all of them. Therefore, a certain selection is essential, and | am aware
that any selection will necessarily be partial and subjective. In the case of this and other blogs
discussed, the selection provides a comprehensive enough picture and enough material to delimit
and investigate the strategies and reaches of digital storytelling. Moreover, these blogs not only
feature as digital storytelling but in a way also as digital memorials: in that that they provide an
interactive more-than-archive of Yugoslav (popular) music. In fact they represent a living

memorial to one country’s music (on digital memorials see Chapters 1 and 4).

09 April 2011

Opera iz davne 1972 godine uzivo za DAN BLOGA 9. april

WELL BROTHERS AND SISTERS YUGOBLOGGERS TODAY IS THE DAY OF
THIS BLOG, ON 9 APRIL THAT DISTANT YEAR THREE YEARS AGO | DECIDED
TO BUILD THE FOUNDATIONS OF THIS BLOG WITH A VIEW TO
PERSONALLY PRESENT TO YOU ALL THE EXISTING SOUND OF
YUGOSLAVIA ON ONE PLACE THIS IS HOW

A BLOG WITH MANY MOST DIFFERENT SOUNDS OF OUR UNSURPASSED
AND MOST BEAUTIFUL AND GREAT YUGOSLAVIA. I'M PROUD OF
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YUGOSLAVIA AND OF THIS BLOG BECAUSE THIS IS THE WAY | REPAY MY
DEBT TO THE COUNTRY WHERE | GREW UP AND LIVED AND WAS A FULL
FLEDGED YUGOLSAV. TODAY WE CAN ONLY REMEMBER ALL THIS AND |
WILL REMEMBER ALL THIS HERE ON THIS BLOG AND SO CAN YOU COME
HERE AND REMEMBER HOW IT ONCE WAS.'#

This post recapitulates the general attitude of the blog in general. Proudly celebrating three years
of existence, Aktivista nicely subsumes the mission of music blogs in general: “today we can only
remember all this and I will remember all this here on this blog and so can you come here and
remember how it once was.” Interestingly, he posits music as the main vehicle to remembering,

but at the same time also defines Jugozvuk as the place (from) where remembering can take place.

Faulty Records

The interlinking among ‘brotherly’ music blogs provides the visitor (and researcher) with a way to
trace other blogs that are (loosely) related in the post-Yugoslav musical blogging endeavours. One
such blog is Nevaljaleploce (ova ploca nista ne valja, ima rupu u sredini! [this is a faulty record,

it’s got a hole in the middle!]),187

managed by Bassta! Pex a.k.a. Gramofonije Plocanovic. Cross-
commenting between the two blogs (and some others) suggests existence and emergence of a sort
of community between the music bloggers. As compared to Aktivista, Gramofonije takes a
different approach and makes his blog a much more personal endeavour by blogging also about

his private life, travelling and his band. At the beginning he states:

Vinyl and stuff — if someone finds anything disturbing or if I broke any law, please feel
free to say so — we’ll consider everything, but change nothing! I suggest you buy these
records, if available [translation of text in Serbian]. If anyone is upset about anything,
whether the content or copyright breach/whatever please get in touch. |1 recommend

everyone and anyone and their families go out and buy these records, if available [original
188

in English].

In the part of the mission statement available in Serbian, Gramofonije ironically adapts the usual
quotation used to provide some excuse for posting copyrighted material (e.g. “let me know, I’ll
remove it”’) by saying: “If someone finds anything disturbing or if I broke any law, please feel free
to say so — we’ll consider everything, but change nothing! I recommend you buy the vinyl/CD, if

available. If you wish distribute links, feel free to do so. Those that expire will probably not be re-

188 Jugozvuk, http://jugozvuk.blogspot.com/2011/04/opera-iz-davne-1972-godine-uzivo-za-dan.html, accessed 8
August 2011.

187 Basta! Pex, Nevaljaleploce, http:/nevaljaleploce.blogspot.com/, accessed 8 August 2011.

188 Basta! Pex, Nevaljaleploce, http://nevaljaleploce.blogspot.com/, accessed 8 August 2011.
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uploaded, so do share with others.”*® Thus he deliberately and consciously admits to not paying
much attention to copyright issues and to go about his music-blogging ways regardless. In the
English part of the statement this aspect is lost and the tone is less ironic.

& I O

Vinili i svasta nesto - ako ikome ista smeta ili sam prekrsio neka prava, slobodno neka kaze - sve razmatramo, nista ne uvazavamo! Ja preporucujem da se ove
ploce/diskovi kupe, ako su nabavljive. Ako hocete da sirite linkove, slobodno. Sta istekne tesko da cu da ponovo uploadujem, pa podelite sa drugima, ne budite
pizde!

linkovi - overite
Monday, May 23, 2011

Marko Brecelj - Cocktail CD

arhiva
¥ 2011 (33)
> August (1)
> @)
> ®)
v May @)
> “@
» March (6)
> (10)
» )
» 2010 (15)
» 200 (18) Ovo sam ripovao za potrebe jednog drugog (treceg) sajta, pa reko' kad smo vec tu da ga podelim i ovde, za slucaj da ste nesrecnici, pa ga nemate.
» 2008 (17) Ja nisam ovo slusao godinama, danas sam se vratio i jos uvek je odlican. Nemam pojma kako je do ovog albuma uopste doslo. Brecelj je tada tek pocinjao
o sa Buldozerom, pa cudi solo lbum, pa jos ovakav, sa orkestrom i tim stvarima.
Kad smo kod orkestra, mistim da nije dovoljno "rasviran", ali sve je tu manje-vise potaman.
Bonus EP “Parada”, nesto skroz drugacije, ukljucujuci najjacu pank-da-nije-pank pesmu SFRJ "Majmuni”. Znamo ko su majmuni, prepoznajemo ih lako, a
- neki od njih se i sami prepoznaju ;)
0 meni... Posted by Bassta! Pex, a.k.a. Gramofonije Plocanovic at 4:33 AW 0 comments
X
Friday, May 20, 2011
sta je dobro, sta nam treba...
uredan lik, sa rupom u sredini

Figure 9 | Ova ploca nista ne valja, available from http://nevaljaleploce.blogspot.com/2011_05_01_archive.html.

In terms of form, Gramofonije’s blog is much more manageable and transparent as compared to
Jugozvuk. It offers access to posts in chronological order, which makes it easier to navigate and
follow. In this respect the storytelling on this blog is much more straightforward, with more
extensive textual narrative supported by references to music records (and links to remote storage
services) that clearly are important to the author, who overtly declares himself to be a fan of
certain groups, and in that way establishes a much stronger, more personal relation to the music
blogged. The quantity of music posted is considerably smaller than on Jugozvuk but on the other
hand more selective and nearly each post related to Gramofonije’s past, although at the very

beginning he decidedly states:

189 1hid.
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Greetings comrades,

H-e-I-1-0, hello, hello, hello!!!!

Just checking if everything works as it should, so | can get to posting vinyl. | hope the
selection will be considerably different from what you can get on the net these days. The
goal is the more bizarre the best! Clearly, you should not take the title too seriously —
there will be valid records as well ;)

Posted by Bassta! Pex, a.k.a. Gramofonije Plocanovic at 1:16 AM 0 comments).'®

As compared to Jugozvuk, Gramofonije provides a longer description of the music of bands such
as Piloti, Haustor and Paraf.'** These 1980s punk/new wave bands significantly influenced the last
decade of the (cultural, social and political) life in Yugoslavia, and also his own musical tastes,
preferences and the music he plays.*®* Gramofonije posts more sporadically than Aktivista since
2007 and is still active in mid-2011.

The interesting thing about the above call for the bizarre is the way bizarre is selected and
presented, and above all re-contextualised. Clearly the criteria are artwork and music but when
looked at from the present perspective, the application of the term bizarre has to be
recontextualised. What is bizarre today was not necessarily so thirty years ago.'*® The question,
however, is in the perception of the material in historical perspective. For instance, the Svetlana
Miljus’s single artwork it is fairly safe to claim that in 1970s when Milju$ published the EP and
two singles, her demeanour was rather perceived lascivious than bizarre.*** Another consideration
with regard to this particular record and others filed under bizarre, and albums blogged in such a
manner in general, is the issue of their status as period/genre/era/country representative music: due
to the whimsical market and taste preferences it is hardly impossible to predict which music will
make it to feature as ‘representative’ of a period. Likewise, it is fairly imprudent to judge past taste
upon random discovery of an oddity or rarity that might well have passed unnoticed back in the

day.

In other words, the availability of vinyl on various second-hand markets and consequentially
availability of digitised music online is not a representation of past musical tastes and preferences.
On the contrary, it is a multivariant result of what is available on the ‘market,” what ‘attracts the

eye’ of the buyer and only in the last instance what ‘attracts the ear’ of the one who downloads

1% Basta! Pex, Nevaljaleploce, nevaljaleploce.blogspot.com/2007/02/drugarski-pozdrav.html, accessed 8 August
2011.

191 Basta! Pex, Nevaljaleploce, nevaljaleploce.blogspot.com/, accessed 8 August 2011.

192 See Martin Pogacar, “Yu-Rock in the 1980s: Between Urban and Rural,” Nationalities Papers, 36(5), 2008, 815-
832.

193 Basta! Pex, Nevaljaleploce, http:/nevaljaleploce.blogspot.com/2007/02/juso-pre-nekoliko-godina-kad-sam-bio-
u.html, accessed 8 August 2011.

194 Basta! Pex, Nevaljaleploce, http:/nevaljaleploce.blogspot.com/2007_02_01_archive.html, accessed 6 September
2011.
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music. Such blog-enabled preservation and dissemination of musical past is prone to much
‘personalisation’ and perpetuation of ‘historical inadequacies’ in terms of figures related to
popularity of an artist, mostly via ‘embedding’ the digital media objects (records) into the
personal/intimate spheres of individual experiences. Nevertheless, such newly created ‘individual
musical maps of the past’ succeed in both attracting visitors and preserving large portions of

otherwise doomed music.

N QONEse ga pogleaamo 1ma (1 Necega INteresantnog meaju njima. N1J€ DILO previse vreano pomena, au par singwova mi
je zapalo za oko, narocito zbog omota. Juso je jedan od njih.Na omotu se nalazi mladjani Juso, fotografisan ispred
trosne kuce u Ciga-mali, sve u cilju docaravanja atmosfere glavne pesme na singlu.

Obradila Ljiljana Petrovic-Butler sa Mostar Sevdah Reunion.
http://rapidshare.com/files/17549204/Jusuf Saitovski - Juso.rar.html

SVETLANA MILJUS - Bracna veza teza od poreza
(nepoznata godina izdavanja)

braéna veza teza od poreza
klik-klak
zumba - zum

= N
Trash-folk najbolje vrste. Svetlana Miljus, meni totalno nepoznata pevaljka, klik-klak i cudna suma ispod pazuhall!
http://rapidshare.com/files/17549141/Svetlana_Miljus.rar.html

VOJISLAV - VOKI KOSTIC - Idu dani
(nepoznata godina izdavanja)

idu dani, idu dani....
‘ V. KOSTIC — B. CANCEVIC
molitva
V. KOSTIC — NARODNI TEXST

uspavanka
V. KOSTIC — NAROONI T

Wi
LILJANA N
,7/ DANILOVIC \\
7/ ‘harmonika

a

b RS A

Bosa Tasic ||

Figure 10 | The bizarre?, http://nevaljaleploce.blogspot.com.

Thus, in line with the above mentioned personalisation Gramofonije often provides more detailed
information about the music, giving his personal opinion on the artists and songs, and intertwining

it with bits from his personal life as a Yugoslav emigrant to Australia.

7 MLADIH - Kofa je busna
(1972)

When I was a kid this record ruled! If I’'m not mistaken we would play it at least once a
day, learn it by heart, all of the family would sing. The record disappeared, physically
first, then from my memory. In May 2006 | visited an acquaintance of our descent, a guy
who strayed somewhat (among others he keeps stocks of bottled water “in case Iraq
invades!”) and at this occasion I bought many our singles, this one as well. I haven’t
heard this for nearly 30 years, but the minute | played it | remembered every single note
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and the feel. Yet, now | also understand some secretive sexual connotations, which
escaped me then. Did you?

http://rapidshare.com/files/17548536/7 Mladih.rar.html

Posted by Bassta! Pex, a.k.a. Gramofonije Plocanovic at 7:21 PM 14 comments'®

The above post nicely illustrates how the record (acquired by chance) can serve as a kernel around
which a personal narrative is built. And blog posts are the cases of digital storytelling precisely
because of the narrative bits emerging via interrelation of such kernels and the narratives
developed around them. This case demonstrates the intertwining of memories of childhood,
alluding to being an emigrant in search for ‘connections’ to the country, and approaching the
records simultaneously as objects of the past (life) and immediately (re)integrated into the present
(life). 1t is via this mechanism that blogged music becomes relevant for the preservation of music

in general—as so many private memories are ‘organically’ related to music.

Another aspect in this story, however, is the downloader: she simultaneously participates in a very
much private experience of downloading the music (one may know it or not, have a special
relation to it or not), giving it ‘access’ into her own experiential reality, while at the same time

participating in the story provided by the blogger.

linkovi - overite
’ . Tuesday, December 22, 2009

rinova

ﬂ

arhiva

> 2011 (3)

> 2010 (15)

v 2009 (18)
v December (1)

pvember (1)

Octaber (1)

August (3)

dy (3)

May (1)

arch @)

ary (1)

YYYYYYYY

anuary (5) Gramofonije i Vinilka Plocanovic zele dobrodoslicu na ovaj svet mladjanom Singlicu!
o Posted by Bassta! Pex, a.k.a. Gramofonije Plocanovic at 5:27 AW 7 comments

> 2008 (17)

> 2007 (19)

Monday, November 30, 2009

. Opatija '80 - Rock Vece LP
O meni...

Bassta! Pex, a.k.a. Gramofonije Plocanovic

X] M

jrt-opatija '80

uredan lik, sa rupom u sredini

iew my complete profile

Bejah ovih dana na Rocknostalgiji, pa sam video da je neko trazio LP sa festivala u Opatiji 1980, Rock vece. Ja sam bio ubedjen da je taj LP odavno
inavan i na netu. kad ono medjutim...
ta slobodnog vremena rekoh ‘ajde da obavim taj ripujuci posao na brzaka i evo ga! Sad, ili ja nesto tripujem ili ponekad kad ripujem

hitp://Lbp.blogspot.com/_OnAX-eKSuFc/SxPBt xQhAL

Figure 11 | Personal and musical aspects of life intertwining in the blog, http://nevaljaleploce.blogspot.com.

195 1hid.
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This activity is in a way similar to listening to a song on the radio (see the verses above), only here
it is more the case of ‘discrete radioing’ with the ‘broadcaster’ and the recipient separated beyond
the reach of radio waves and temporal synchronicity. Nevertheless, the experience is similar
particularly when taking into account the awareness on the part of the listener (and the blogger)

that they are not alone in listening to the music from/about an ‘audibly crafted’ past.

One of the more elaborate blog posts is a selection of records made by a 1980s punk-rock/new
wave band Paraf, from Rijeka, now Croatia. This and other posts related to the 1980s (punk, rock)
music feature prominently on Gramofonije’s blog, and as it is clear from the posts, this genre also
represents an important feature of his contemporary music endeavours and ‘musical identity’ in
general. As this is an important topic both for the blogger and in the history of Yugoslavia, let me
linger here for just a while. The post links to five remotely stored files (links now expired!) and
gives a review/brief history of the music, the band and the period. The narrative is a subjective
interpretation (what else can it be) of the ‘illegal’ CD re-issue of the band’s LPs and offers insight
into the blogger’s personal rendition of the role and impact of the band on the late 1970s-early
1980s:

"Rijeka/Moj zivot je novi val" CDSINGLE

The legend has it that Paraf played their first ever gig on 31 December 1976 in a park in
Rijeka. Regardless of the accuracy of this, the fact remains that the Rijeka three-piece
band was one of the pioneers of punk in SFRY. The question is why Rijeka played such a
pivotal role in Yu music, particularly in punk/new wave, but | guess it’s about the
coincidence of 8un)happy circumstances: province, working class, large port, greater
contact with other countries is s fertile ground for development of rage and its
externalisation. And what is better than r’n’r? Although it was not our first punk single,
the first Paraf’s record at the time it was issued (1979, RTV Ljubljana) showed that
there’s something cooking in Yu rock and that things are going to turn for the better (if
only for a while). I suppose it is all about two numbers from the time of the band’s early
‘career.” “Rijeka” is a two-minute “ode” to Kocijancic’s (band leader) birth place, based
on the riffs deeply based on the classic “Chinese Rock.” “My life is new wave” is
nevertheless the best thing on the single with its addictive intro riff and great lyrics. The
song also features on “Blood stains across Yugoslavia” LP compilation of YU punk. As a
bonus track features a “Novi punk Val 78-80"version of “Narodna pjesma” which is by
far superior (particularly textually damn censors!) to the one from original aloum. On the
front cover image we see, assuming classic posture, our bassist Zdravko Cabrijan and the
words: “Listen loud!” Of course!*®

Here the blogger brings into the present a fusion of his own memory of the 1980s punk-rock/new
wave scene (which he somewhat lived through and followed), of the period which begot perhaps

the most radical musical movement/sub-culture that in many respects broke with the tradition of

19 Basta! Pex, “Paraf nas nasusni,” Nevaljalaploce, http://nevaljaleploce.blogspot.com/search?updated-min=2009-01-
01T00%3A00%3A00-08%3A00&updated-max=2010-01-01T00%3A00%3A00-08%3A00&max-results=18, accessed
8 September 2011.
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197

‘state rock’ bands and sounds,™" and the numbing effects of the ‘social deafness’ which up until

late 1970s was preventing much musically engaged response to the state-of-affairs. In fact, the
state politics adopting since the early 1960s the let-go attitude towards rock, effectively turned
many rock projects into harmless, pro-regime or plain de-politicised endeavours. Just to the
contrary of what the rock sub-culture was supposed to represent.*® The Paraf, among other punk-
rockers that decidedly influenced not only musical scene, but ‘disturbed’ also the political
constellation," is clearly an important reference in bloggers musical (and otherwise) memory of
his youth and the country. And by way of presenting their music, he also engages in analysis of

the music and its musical and culture-historical contexts:

"A dan je tako lijepo poceo™ [But the Day started off so nicely] features 14 punk numbers,
although you can almost sense the ‘scent of new time’ and what the band will be doing
about a year later. The texts move from socio-political to more jokey ones, such as the
one poking Bijelo dugme [Yugoslav band, representative of the so-called shepherd’s
rock] titled “Pritanga i vaza.” “T kao krava” is about a dear opiate of us (another in a line
of our pot hymns) and one of the strongest, along the “Visokotirazni Mir,” "Morao sam
ici™ i "Visoki propisi.”

I can’t help it not to see some influence of our hard rock bands, such as Yu Grupa [...] and
Vatreni poljubac. To be fair, most of our early punk band in the late 1970s were deep into
hard rock, psychedelia and similar. The fact is that our then pissed off punkers perhaps
heard of about ten foreign most famous bands and that they had roots in 1970s hard rock.
Naturally, no hard feelings.?®

In this post, as suggested above, individual recollections are applied on a more universalised
account of that period and music, i.e. the blogger craftily blends subjective and generally accepted
accounts of the past. The comments, however, prove to be a place of dispute or contestation,

contributing thus to the co-creation of the narrative in blog as a 4MO:

Anonymous said...

I saw Paraf live at least 5 times. I used to hang out with them and I know Tica didn’t kill
himself, but died of heart arrest. Tica RIP. In future please check your data.

July 18, 2009 3:55 PM

Bassta! Pex, a.k.a. Gramofonije Plocanovic said...

Well, | said | apologise in advance for any stupid stuff, particularly this one. As | heard
Tica did die of hear arrest...

July 18, 2009 7:07 PM
safetblaj said...

197 Sabrina P. Ramet, Rocking the State, Rock Music and Politics in Eastern Europe and Russia, Boulder, Westview
Press, 1994, 103-132.

198 See Martin Pogadar, “Yu-rock in the 1980s: Between Rural and Urban.”

199 The punk-rock scene was perhaps the most eloguent in, but not exclusively limited to, Ljubljana, Rijeka, Zagreb,
Sarajevo and Beograd, the larger cities where power resided or where rapid urbanisation was by the time well
underway. The political implications often attributed to punk and new wave in Yugoslavia were by no means part of
the musicians’ agenda, but rather the ‘incidental’ consequence emanating from the ‘interaction’ between the sub-
culture and power as mediated in the academic discourses which significantly shaped and mobilised social action in
the rising nationalisms in the Yugoslav republics.

200 «“paraf nas nasusni,” Nevaljalaploce, http:/nevaljaleploce.blogspot.com/2009/07/uskoro.html, 8 September 2011.
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I guess that in 1984 Luna and Katarina Il [new wave bands, Katarina was later renamed
Ekatarina Velika] issued albums. Pankrti issued their most serious Rdeci album. | think
you’re mistaken about the reception of Zastave, as far as I remember Polet glorified this
album and if it wasn’t for Laibach and Borghesia records that were appearing largely, it
[Paraf album] would have probably be better off.

July 20, 2009 1:40 AM**

Although the comments seem promising when first considered as a characteristic part of 4MO,
unfortunately they only seldom prove to be ‘fleshy’ enough for much analysis. This suggests that
the majority of visitors mostly just browse through posts and music and download what they find
interesting, and rarely engage in any extended discussion about music. Most often, the comments
feature pleads to the blogger to re-upload an expired link (“C’mon, re-post Parafs please. I’ve got

202

all the vinyls but haven’t had a gramophone in the last 20 years:)”),”“ or expressions of gratitude

for posting and admiration of the posted music.

Still, the discussions among more or less regular visitors, as seen above, also reveal particular
user’s views on certain music and affective attention to detail. In complementing the posts, the
storytelling is to some extent enhanced and features in fact as co-creative storytelling. Moreover,
the vernacular history of Yugoslav (in this case punk rock) music thus proves to be a history in the
making by people who apparently are fans and connoisseurs. Hence, it often seems lucrative to
look at the dynamics/dialogic between the posts on one blog, or even between various blogs.
Roughly, as we have seen, these may feature as an expression of fandom and critic/ironic
depictions of music. A telling case in point is the entry on Plavi Orkestar, a once very popular
Yugoslav pop band that Gramofonije thought deserved some attention. Attention in a very ironic
way which showed his contempt for the band’s music. This post also emphasises the controversy
this band stirred later on in the 1980s when they allegedly turned too poppy and nationalist. What
is particularly interesting in this post is the way he positions himself in relation to both the music

and the period:

Considering the fact that I never liked “Plavci,” I said to myself right, let’s just listen that
out and see what was to the band and the album that wreaked such chaos in its time. And
chaos was massive — who’s old enough to remember — he remembers! Who was young
doesn’t. I remember it all started overnight: they were all over radio and TV stations, in
newspapers and magazines.?®

Illustrative is also the generation boundary explication (not really exclusion), which posits distinct

delimitation between those who can actually remember and those who cannot, i.e. those who are

2L Ipid.

292 post comment on : Ove ploca nista ne valja — ima rupu u sredini!, “Paraf nas nasusni,”
http://www.blogger.com/comment.g?bloglD=5189995390510371193&postID=8410724251369245000, accessed 8
August 2011.

203 «“plavi orkestar,” Nevaljaleploce, http://nevaljaleploce.blogspot.com/2010/10/plavi-orkestar.html, accessed 6
September 2011.
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left to mediated narratives only, historiographies, media, songs, films, forums and blog posts like

this, to make up their own ideas about the past.

Gramofonije, however, goes in this post even further to correlate the rise of nationalism and the

war to the nationalisation of music that was overtly practiced by several rock and folk performers:

1985 was the year of Plavi Orkestar. Now, we can debate till morning, but | agree with a
theory that this band, along some others, was one of the culprits for the war in SFRY. |
may be wrong, but Plavi Orkestar, Merlin and the likes massively imbecilised the nation
from the role of rock musicians. Naturally it all started with Bijelo Dugme ten years
earlier, although there was some hope left in 1983 when Zeljko Bebek was about to leave
the group. unfortunately this escalated a year later in much worse album and sealed the
fate of YU rock’n’roll, and much else. Who knows how the political situation might have
unravelled had the leading role been taken by still mainstream, but much more cultivised
bands such as EKV, Film, Haustor, Leb I sol, Zabranjeno Pusenje.. 204

Now, this post, be it a joke or not (“for your information this whole text is a joke. and an obvious

2% ynlike many at Jugozvuk and

one at that. Plavi Orkestar is still an awful band. This is no joke”),
elsewhere, expresses much more elaborate arguments and actually uses the space for both music
criticism and historico-political commenting. Thus, Gramofonije manages to situate the music

within a broader historical context.

Some Other Post-Yugoslav Music Blogs

Among the many blogs that do Yugoslav music, there are not many that provide more elaborate
cases in storytelling. Another case in point is another Aktivista’s blog, ZABORAVLJENI ZVUCI —
Forgotten sounds, a “blog with forgotten records from the countries that exist no more.”**® On this
blog, he is not strictly limited to Yugoslavia, as is the case with Jugozvuk, but endorses a wider

Eastern European approach:

WHY ANOTHER SUCH BLOG IF THERE ARE SO MANY ALREADY?

You know that a whole world of sounds that once belonged to the eastern bloc is
COMPLETELY FORGOTTEN. We here on this blog are will keep trying to bring such
recordings from the darkness of the past and post them here. These are the sounds of
USSR, Poland, Czechoslovakia, Hungary, Rumania, Bulgaria and Albania. All these
enormous sound archives lurk about foreign attics and it would be good if they are
granted a trip into the present here. Welcome!

THIS IS A BLOG ABOUT THE FORGOTTEN SOUNDS OF EASTERN BLOCK IN
EUROPE. HERE YOU CAN HEAR THE SOUNDS OF USSR, pOLAND,

204 «plavi orkestar,” Nevaljajleploce, http://nevaljaleploce.blogspot.com/2010/10/plavi-orkestar.html, accessed 8
August 2011.

2% Ipid.

206 7aboravljeni zvuci — Forgotten Sounds, http:/zaboravljenizvuci.wordpress.com/, accessed 8 August 2011.
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The blog has a much different feel to it, despite being run by the same person: the posts are more
uniform in terms of presentation and invariantly include a cover image and a short note about the
record, but often alluding to the present (political situation). Regarding the not so specific field of
interest, as compared to Jugozvuk, on this blog Aktivista discloses much more about himself as he
does on Jugozvuk, particularly with respect to the post-1991 situation. Thus, in one instance, he

blogs about a particular Bosnian tape-record containing songs for Bosnian soldiers (made during

TCHECHOSLOVAKIA, HUNGARY, ROMANIA, BULGARIA AND ALBANIA.
WELCOME! 2%

the Yugoslav wars):

As fiercely critical as he is of the alleged nationalist hue allegedly defining this music, he
nevertheless fails to see a problem in his statements about present day political situation in Serbia

and turning the blind eye on the complexity of the situation of post-1991 wars and the non-

As you’ve already grown used to, on this site we keep all kinds of forgotten music, a bit
repressed, or a bit nationalistic. Today, it’s music made for Bosnian Muslims who were
burning down Christian villages or slaughter Serbian or Croatian civilians to the sound of
it, strictly purposeful music. The cassette brings some knownnames of the former
JUGOSLAVIJA who ran to embrace the mujahidin. This nice and educational tape is here
for us never to forget what they did to Serbs and Croats. What is says on the tape cover
that “out wounds are great” is really funny. How grave are the wounds of other Bosnian
nations?

Xutosu OMEPA [TOGPURHA

This cassette contains the music for muslim mujahedins from Bosnia. With this music
they went to war and Kill Serbs, Croats and Jews. Some of these names are very well
known musicians from ex YUGOSLAVIA.*%

negligible part that Serbia played in the latest Yugoslav wars.

27 pid.

208 «“R AZNI IZVODJACI Hitovi Omera Pobri¢a (BIH) — The songs of muslim nationalists from Bosnia,” Zaboravljeni
zvuci — Forgotten Sounds, https://zaboravljenizvuci.wordpress.com/2010/12/10/razni-izvodjaci-hitovi-omera-pobrica-

bih-the-songs-of-muslim-nationalists-from-bosnia/, accessed 8 August 2011.
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Figure 12 | Zaboravljeni zvuci, available from http://zaboravljenizvuci.wordpress.com/.

On the other hand, as suggested in the discussion of Jugozvuk above, Aktivista remains highly
appreciative of music regardless of its origin, particularly if it originates from the former
Yugoslavia, and shows great admiration for all the music he considers good quality. This would
suggest that the memory he invests in or draws from the music is essentially related to Yugoslavia
of his youth, which was his homeland. After the breakup the homeland shrank somewhat, as it did
in geo-political terms for post-Yugoslavs. It would, perhaps be too much to say that the homeland
of Yugoslavia was reapplied/transfigured into the homeland of Serbia.

Generally, the selection of the blogs examined here features all sorts of different genres, but
nevertheless rock and pop music dominate. Najpogodnijemesto, for instance, is a music blog
strictly devoted to “(ex)yu psychedelic, progressive, rock’n’roll, folk, punk music.”?% Extremely
scarce in terms of textual entries, the blogger in this case just posts music, i.e. cover image, track-
listing and the link to the remote storage service, and has in time of blog’s operation (2006-2010)

posted about 600 entries, and the selection of the posted music, the broadness and inclusivity

29 Najpogodnije mesto, (Ex) Yu Psychedelic, Progressive, Rock 'n roll Folk, Punk Music, http://yurock.blogspot.com/,
accessed 8 August 2011.
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makes it into an organised database or heritage site of Yugoslav rock. Regarding the absence of
textual entries and the very few user comments (along the lines: “I like this band.”) it could be said
that a database is a poor example (it sure is poor in research analysis) of both memory and heritage
preservation, as for several posts the internet search yields no results about the band. However, the
extensive album listing, the working links, and the visitor counter at the time of writing at 384,111
visitors from 144 countries (spanning Croatia, Serbia, Slovenia, USA, Bosnia, Germany, Japan,
France, UK, Macedonia, with numbers between 75.000 and 7.000 visitors) suggest that the site
has received (and still does, the links are still active) significant attention from all over the world
and that it is the music which is what is sought after and still appreciated, not necessarily the

blogger’s memories.
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Figure 13 | Najpogodnije mesto, http://yurock.blogspot.com/2009 05 01_archive.html.

Conclusion

Blogs such as Jugozvuk and Nevaljaleploce, Zaboravljeni zvuci, Najpogodnijemesto and many

others make it is possible for many (not only post-Yugoslavs) to discover, excavate, re-discover
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and hear great amounts of music which was once a part of everyday life of Yugoslavs, but only
sporadically, if at all, made it through the dissolution of the state. Over the recent years, however,
the music industry has realised the potential of (and in fact a strategy of survival in) the
“Yugoslav’ approach as a necessary orientation for re-establishing the circulation of music
(records and performers) not only within the former country, but also ‘abroad.’

The fact is that over the last 20 years music exchange has never completely stopped between the

newly formed states.?*°

Many bands gained popularity or remained popular also in the countries
where their ‘country of origin’ was perceived ‘inappropriate’ by the new national elites, majority
of mainstream media and daily politics. This was all the easier, as compared to the pre-1991
music, with the new productions that primarily targeted the markets with digital records (CD) and
more or less elaborate marketing approaches. However, as much as this has been the case with
contemporary productions, there are fairly little (admittedly increasing over the past 10 years)
exceptions of digitisation of the pre-1991 Yugoslav popular music, which for the most part
remains accessible only on vinyl and/or cassettes. And it is here, in the commercial and
institutional preservation void, that the work of music bloggers becomes valuable both in terms of
preservation of popular musical heritage and as a practice of externalising memory. Precisely
because of enthusiasts such as Gramofonije and Aktivista significant parts of Yugoslav (not only)

pop-cultural or musical past are saved for the digital future.

Now this last statement may seem slightly exaggerated as it quickly becomes obvious that there
are certain problems with archiving music in such a way. These sometimes extremely large digital
collections of music (Aktivista claims to have made 1,500 music posts which implies his
collection to be at least this big) kept by music bloggers are fairly difficult to navigate, i.e.
maintaining such a private archive is extremely demanding in terms of organising, updating,
managing. In the case of Aktivista’s posts this problem appears visible in him having stopped
meticulously naming the mp3s: in the zip one thus gets, apart from the usual cover scan, a
selection of tracks titled as they are numbered on the record, i.e.01-X. This issue makes it difficult
for him in the first instance, but perhaps even more so for the user/downloader to organise and

make a navigable database; this is a painstakingly time consuming job.

The blogger’s and users’ ‘laziness’ inevitably results in a collection of music that remains fairly
inaccessible/unsearchable in terms of identifying the title/artist with the sound. This makes

listening to such collections extremely different from the practice of listening to vinyl (or CD)

219 Catherine Baker, “Popularna glasba v nekdanji Jugoslaviji: Prek meja do novih,” Yuniverzum — Zenske v znanosti,
Casopis za kritiko znanosti, 34, 226, 2006, 30-43.
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which required more ‘action’ to get the music playing and in a way a more intimate, sensual
‘getting to know’ the music. At this point, it seems fair to ask what music-memory function the
abundance of ‘historical’ music may or can play? Is it the act of downloading that in a way gets
the user into Menart’s radio waves of sharing/connecting over a song, and no longer the act of
listening to the music? Or have the listening habits changed so as to make human ear and mind

attentive to the more general soundtrack-like musical backgrounds?

It would seem that the act of downloading has taken on at least some of that feel, as it is in the
precise moment that the user is ‘connected,” on-the-fly, not only to the blog and the blogger, but
also to the several hundred-thousand-big community of people who have previously connected to
and shared-in their own experience. Although rarely expressed, the absence of experiential textual
accounts can be generically ‘filled in” by user’s own ideas of what the others’ motives for coming
to the blog are. Not insignificantly, this idea is co-created with the music. The visitors all seem to
share-in at the point where music is the cause of affect, a trigger to agitate the user into visceral
look into the past that others have at some point also had the opportunity to take. And when it
comes to listening, the playlist on the level of the device-induced immediate aural environment re-
creates the musical soundscape of the past. Thus it not only ‘connects’ the digital listener to other
temporally displaced people who downloaded the same music, but also to people who have at
some point listened to this music in the past. Here it seems perfectly reasonable to paraphrase

Burgin and introduce the idea of ‘asynchronous collective reception’ of music.

However, if blogged music is to be available globally and over longer periods of time, these
privately created, maintained and curated archives need to be sustainably maintained and safe
from the finitude of archivist’s life, interest, the limitations of her resources, or

ephemerality/expirability of links at remote storage sites etc.
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Figure 14 | “Download not available,” available from https://rapidshare.com/#!download|0tg|194955990|..|0.

The problem with archiving is that the endeavours described are solely individual and intimately
motivated actions, and are also funded by the enthusiasts (apart from some compensation they
might get from ad-hosting) themselves. Consequently they are forced to use more or less
free/affordable and more or less expirable remote file hosting services. Apart from the fact that
music blogging is a sort of semi-legal activity, the sad reality is that many files are only available
for a relatively short period of time. Within a couple of years or even months, they may expire.
Unless continually re-uploaded (re-upped), which adds further complexity to the issues of
database maintenance. For instance, some of the oldest posts on Gramofonije’s blog and on
Jugozvuk are no longer available (links have expired), and Aktivista noted in a comment that as of
January 2010 he will no longer be re-upping the files as his archive has become too large/difficult
to navigate. Re-upping is the usual procedure in cases when the links have expired because of

time-out restriction of a particular remote storage service and it is usually done upon request.

This effectively means that large collections of already digitised music no longer available in
shops are lost once again (as they have been in the attics, before having been sold at flea markets).

One way of digital survival of music preserved via music blogs is in the circularity or mobility of
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files as digital media objects. As opposed to a few records that are available for ripping, terabytes
of downloaded music exist on many private hard drives and can potentially be exchanged all over
again. Talking about expirability of links it has to be said that monthly or yearly payable plans
available at remote storage service ensure a longer (interminable) durability of posted material, yet

the problem is it takes funds again to keep subscription alive.

In the case of digitisation and online sharing of Yugoslav music there is another point that needs
some attention: for much pre-digital audio sources the “major impediment remain[s] the fact that
most of our audiovisual memory is in one analogue format or another.”?™ In effect this means that
records are lying about in old suitcases (or neatly stored in private collections) still unavailable to
the public. And it is hardly a question as whether to make such activities part of larger
(institutional) frameworks for preservation of audio heritage (by means of supporting such

endeavours).

A question is, however, how to better operationalise the role of blogs (4MQ) which apart from raw
database indexing often feature also as cases of digital storytelling and consequently as a media-
historical resource. In most cases the attempt to (co-)create a narrative, albeit not in classical
terms, is clearly discernible, particularly if we see blogging as related to diary writing or
commonplacing. And as such music blogging can serve as object of researching personal
narrativisations of the past. The blogger’s ambition to present her life, parts of it, or the music of
her life, to perform and manage identity further provides tools to look into (music) blogging as a
historical and/or archival source. What is more, music blogging, at least to some extent,
contributes to (on-the-fly) community building, through merely passive browsing and
downloading to more active commenting and reciprocal linking among blogs. Thus individual
elements, narrativisations of the past emerge as ‘grounded’ in wider on-the-fly, displaced and
transtemporal, informal networks offering an ‘ordinary’ visitor an impression of a wide
network/community of people who are interested in/impressed by/immersed into sharing and co-

creating a past.

Finally, what does such utilisation of a medium mean for understanding, representing and re-
presenting of the Yugoslav past? First of all, it enables/facilitates the recovering, disinterring and
representing the music and with that the aspects of the past that usually escape the grip of
historiography. In remediating the fragments of personal histories, these are intertwined with

particular music and the wider, past and present, contemporary socio-cultural environments of

2 Daniel Teruggi, “Can we save our audio-visual heritage?,” http://www.ariadne.ac.uk/issue39/teruggi/, accessed 8
August 2011.
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both bloggers and visitors. Furthermore, such mediation of memories and circulation of 4MO
functions as a tool and process of constant re-articulation of the past. Yet it is also a most ordinary
everyday activity of individuals engaging with wider socio-cultural constellations which
significantly rest on re-actualisations of the past. It has to be emphasised here that the former
Yugoslav popular music is not at all de-presented from post-Yugoslav realities. On the contrary,
over the years much music has nevertheless been reissued and the interest in gig-attendance of
former Yugoslav musicians is definitely increasing. However, this does not mean that the sort of
consumptory engagement with the former Yugoslav popular music implies actual interest in the
country’s past any more than eating out in a ‘foreign’ restaurant presupposes admiration of

‘foreign’ culture.

When, however, it comes to the bloggers and their ways discussed above, it becomes clear that
their conduct does not fit into the consumptory, cursory engagement with music. What their work
demonstrates is great appreciation of the music they seek and post. Moreover, it is also clear from
their posts and their storytelling that their motives in using the music are distinctly different. They
in fact use the music to narrate their personal stories and they do so also actively engage with the
history of Yugoslavia and the history of Yugoslav popular music. What is characteristic for these
cases is active re-establishing of a link to the past, indeed a vernacular treatment of Yugoslav
popular music as a relevant historical resource that even today may have something to say, about
the past and present alike.

Unless digitised, made available in DME and subdued to participative co-creation, the music
featured in the music blogs faces a twofold extinction—from history and the media everyday.
Through preserving music in this way the aspects of the past that are re-presenced in and through
the music, in and through the technologically enabled media communications channel, face a
better chance of survival in the commoditised world. The extinction, full-on commodification or
top-down institutionalisation for that matter would even further exacerbate the consequences that
the collapse of the state had for the preservation of Yugoslav history, eliminating the experiential,
engaged, affective, caring attitudes to the musical rarities of the past.

100



Chapter 3 | YouTube and Digital Memorials: Broadcast your past

Now, as | recollect my memories and try to
invent a past for myself, | find this a portrait of
happiness fit for the fables I heard as a child,
exactly as the painters of the pictures in those
fairy-tale books would have it.“*?

Introduction

In this Chapter | discuss the potentialities of YouTube as a social networking platform that
mobilises/facilitates/engenders the creation and co-creation of digital memorials, i.e. vernacular
historical narratives, by giving space for publication and co-creation of 4MO. The cases of
externalisations of memory analysed here are understood as typical cases of digital storytelling
and the most straightforward examples of vernacular digital memorials (further discussed below).
The central object of analysis are YouTube digital memorials with a mission to renarrate and/or
remediate some of the foremost Yugoslav founding myths, particularly those related to the WWII
and the anti-fascist resistance. The topic of WWII and anti-fascism in Yugoslavia was an
important tenet of everyday life and popular culture, and such ‘mixing’ continues to be widely
present also in ‘YouTube digital memorials.” What is more, as the WWII and anti-fascism played

an important part in the everyday,*"

the analysis also takes into consideration the wider Yugoslav
popular cultural aspects (particularly music). With this in mind | look into the lives of such
‘historical’ (re)interpretations to interrogate the potentiality of such videos to open up space for
articulating narratives which counter the prevailing national(ist) ones; | approach the issue

through content and discourse analysis.

The investigation focuses on video-making strategies employed and the variegated responses that

streaming videos evoke. Moreover, analysing the politics of memory in several vernacular-

212 Orhan Pamuk, The White Castle, translated from the Turkish by Victoria Holbrook, New York, Vintage Books,
1998, 41.

213 Cf. Catherine Baker, ““Death to Fascism isn’t in the Catechism’: Legacies of Socialism in Croatian Popular Music
after the Fall of Yugoslavia,” Narodna umjetnost: hrvatski casopis za etnologiju i folkloristiku, 47, 1, 2010; also
available at http://hrcak.srce.hr/file/81655.
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historical videos, | trace the contemporary “reaction formation”?*

inflamed by the perplexities of
the rising nationalisms in the region and elsewhere. In my view this is ignited by the fragility and
elusiveness characteristic of the rapidly changing socio-cultural constellations, and mostly as a
reaction to the pervasive east-central European disillusionment over the prospects of ‘freedom’
and ‘democracy’ which turned out to be not quite what was expected before the transformations

started in 1989.

The changes in the spheres of politics, economy and culture which occurred in the aftermath of the
1989-1991 events seemed to have brought light into the murky communist dungeons of the east. It
seemed that the oppressive past was done away with and that the future, once freed from the yoke
of ‘illiberty’ and terror, was ‘ours for the taking.’ It was, alas, not quite so. Along with the high-
flying dreams, the transformation processes brought about disappointment which, as Slavoj Zizek
stresses, “gave room for three reactions to emerge: (1) nostalgia for the “good old” communist
times, (2) right-wing nationalist populism; (3) renewed and late anti-communist paranoia.”**®
Thus, instead of ‘moving forward’ the past this is still very much a burden—surfacing and
bubbling in the creaks of the new ideological edifices—and significantly informing the diverse
post-socialist realities. In a techno-political situation that more than before enables (and demands)
publication, hence politicisation, of individual stances and beliefs, references to WWII and anti-
fascism seem to have again become the stronghold of resistance to the present socio-politico-
economical perturbations in Europe. It seems that at the beginning of the 21st century very little
alternatives to the present politico-economic system can be conceived of, let alone practiced,

collectively;?'® despite the new ‘liberating’ technological solutions to tackle age old problems.

Co-creating and Sharing Memories in YouTube

Before going any further, let us take a look at how YouTube, one of the most popular video
sharing websites, works as a platform for publication and co-creation of digital narratives.

YouTube is a place to share and store, user-generated (ripped or ‘actually’ made) videos among

214 Andreas Huyssen uses this concept in a different meaning (in relation to the memory boom), but is nevertheless
applicable to other socio-cultural phenomena; Andreas Huyssen, Twilight Memories: Marking Time in a Culture of
Amnesia, New York, Routledge, 1995, 7; see also Chapter 5.

215 Slavoj Zizek, Living in the end times, ix—x.

218 Tony Judt, “Manifesto for a new politics,” http://www.underpaidgenius.com/post/561132456, accessed 23 August
2011.
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users of the site.”” Moreover, as the technology behind it also enables embedding videos on
websites, blogs, news portals etc., the culture of video making and watching inevitably also
reaches far beyond the site itself. At that YouTube also features as a social networking site, with
functionalities that enable creating a channel, adding/making friends, subscribing, viewing and
uploading videos, (video and textual) commenting, creating playlists and choosing ‘your’
favourite videos etc. Thus YouTube, via video-sharing functionality, is a site where individuals
(and corporations) can make their digital appearance, i.e. manage their digital identities

audiovisually and textually, and interact/engage with other users.

Since launched in 2005, the number of users and uploaded content has been soaring and continues
to grow exponentially.?® During 2010 only, 13 million hours of video were uploaded reaching
700 billion playbacks.?*® The types of posted videos span music videos, gigs recorded with mobile
devices, home videos, funny videos, video blogs (vlogs), various sorts of ‘how to’ instructions,
jokes and pranks, commercial and advertising content, feature films, clips from sporting events

etc.

The most appealing functionality perhaps is that YouTube enables publishing and sharing user-
generated content (UGC). This do-it-yourself philosophy is an important part of YouTube culture
which builds upon the technological potentiality of publishing/sharing content which otherwise (in
traditional media) would be facing considerable difficulties in reaching wider audiences. YouTube
gives very personal, individual narratives, digital stories and practices of digital storytelling a
platform where they can be voiced. The question, however, remains if also (or at all) heard. On the
level of the basic idea promoted by YouTube and its slogan “Broadcast Yourself**?° the service is
also giving space to under-represented, unheard voices, providing a media channel for expressing
marginalised views, obscurities and rarities from personal lives, histories and memories that
rarely, if at all, find their way to the big media or out-of-the-know communities. The reality,

however, is that it is very difficult indeed to see this as an entirely democratising venture; the

27 As of early 2011 YouTube lifted all video length limit which since the beginning of the service was 10 minutes and
in mid-2010 increased to 15 minutes.

218 For chronological overview see Viral Blog, Viral Ideas, Social trends, http://www.viralblog.com/research/youtube-
statistics/, accessed 23 August 2011.

219 Jeremy Norman’s From Cave Paintings to the Internet, Chronological and Thematic Studeis on the History of
Information and Media, “YouTube Statistics 02-2011 (February 2011),”
http://www.historyofinformation.com/index.php?id=3252, accessed 23 August 2011.

220'In July 2009 the slogan was removed from the logo on the website
(http://www.hotforwords.com/2009/07/21/youtube-removes-broadcast-yourself-slogan-again/; accessed 23 August
2011), yet it can still be seen occasionally in the website title, plus it is part of YouTube Broadcast Yourself Live
feature. It can also be seen at www.archive.org, the Internet Wayback Machine, where users can also see the first
slogan, Upload, tag and share your videos worldwide!; the modification from December 2006, Broadcast yourself.
Watch and share your videos worldwide! already introduces the latest slogan and emphases the sharing of videos.
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attention is crucial,?** or rather the prospect of the lack of it, which in DME is as pervasive as it is
in the ‘big old’ media and power structures. In the abundance of channels and uploaded videos,
corporate media and established publishers may get the greater share of attention and also be in a
position to monetise their activity, whereas the vast majority of posted content and its makers have
relatively small audiences and negligible impact in terms of virality/penetrability of posted

content.

Another case in this vein, from a different internet social networking perspective, is Evgeny
Morozov’s argumentation drawing attention to the mediatisation of the Iranian Twitter
Revolution. The DME coverage excessively promoted what he calls cyber-utopianism, as several
cyber-utopian blogs promulgated the impression that Twitter, marrying Iranian protests and
technology “clearly indicated that authoritarianism was doomed everywhere,” despite the fact that
the Green Movement was quickly disintegrating and was unable to mount a serious challenge to
Ahmadinejad.?*? This clearly shows that a grassroots action can quickly be monopolised by
powerful media, at that essentially distorted in the process of interpretation. Hence, the democratic
potential of networked grassroots action can easily be over-invested with unrealistic liberating
potential and concomitantly stripped of much real subversia. More to the point, Morozov, coming
from the former eastern bloc, critically approaches the western Cold War triumphalism which
built on the fallacy that “many of the Western strategies tried back then, like smuggling in
photocopiers and fax machines, facilitating the flow of samizdat, and supporting radio broadcasts
by Radio Free Europe and the Voice of America,” discarding them as having been “given much

more credit than they deserve”?;

Much of the present excitement about the internet, particularly the high hopes that are
pinned on it in terms of opening up closed societies, stem from such selective and, at
times, incorrect readings of history rewritten to glorify the genius of Ronald Reagan and
minimize the role of structural conditions and inherent contradictions of the Soviet
system.?

Not forgetting the context on account of the tool, as Morozov cautions, the YouTube activities
(creating, uploading, viewing, commenting) and the (more and less stable ad hoc) online
communities can still be seen as ‘emitting’ eloquent, often political statements; despite the fact
that considerable portions of YouTube content are music related or various approaches to self-
presentation. As we will see, in Yugoslav YouTube digital memorials, music itself plays an

important role; if not entirely political it is definitely beyond mere entertaining.

22! See Chapter 1.

222 Eygeny Morozov, The Net Delusion, 3, 4.
223 Ipid., xi.

%4 Ibid., xii.
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In the category of vernacular or user generated digital storytelling it seems viable to distinguish
two DS types: in terms of approach to content organisation, presentation and its management.
First, vlogging usually features a person in front of a video camera narrating/recounting her
quotidian experiences, preferences, giving advice, lectures in foreign languages... Vlogging thus
creates a record of a person’s activity both in terms of narrated content and in the ‘history’ of
posts. Social networking functionalities enable sharing such content among friends and absolute
strangers alike. Moreover, given the functionality of both audiovisual and textual commenting,
such multimodal digital externalisations of intimacy/personality/identity are subject to scrutiny
and (dis)interest and (dis)like by other users who may add to the creation of a 4MO by liking,
grading, commenting on the posted material. This may facilitate a very loose, on-the-fly
community of quite possibly unfamiliar users, who may (or not) nevertheless get to meet another
user via, first, participating in the co-creation of a person’s digital storytelling, and second via
taking this initial encounter further. The co-creation at work here is in that any action related to a
posted video (as a 4MO thus including search bar, description, tags, comments, likes, etc.)?®
contributes to it expansion in terms of content and meaning. Such video thus becomes a public site
for externalisation (and indeed management) of intimacy about a particular topic. Moreover, and
in addition to its archival component, YouTube gives space for externalisation also of very
personal memories which the video maker decided to “be exposed before [her] peers.”??® This
approach engages both the maker and the user into a very direct relationship (the person is usually
facing the camera), where the potential addressee/participating user becomes the co-creator and

the judge.

The second UGC DS type in YouTube is audiovisual material that fits more directly into Joe
Lambert’s definition of digital storytelling (see Chapter 1) and uses audiovisuals to narrate a
several-minute piece informed by one’s personal experience. In Lambert’s conceptualisation of
digital storytelling this practice entails a “short, first person video-narrative created by combining
recorded voice, still and moving images, and music or other sounds.”?’ In most cases digital
stories thus conceptualised are life stories, as several authors discuss in Knut Lundby’s Digital
Storytelling.?® In DS as memory practice individuals embark on a journey of audiovisual

(self)discovery and create digital stories of pictures, moving images, music and occasionally

22 See Frank Kessler and Mirko Tobias Schifer, “Navigating YouTube: Constituting a Hybrid Information
Management System,” in Pelle Snickars and Patrick Vonderau (eds.), The YouTube Reader, 275-291, 279.
226 As the Judge in Pink Floyd’s The Wall shouts it in the concluding The Trial,
http://www.youtube.com/watch?v=FCMHmMDnfD6I, accessed 23 August 2011.

227 http://www.storycenter.org/index1.html, accessed 23 August 2011.

228 Knut Lundby, Digital Storytelling.
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captions; these are edited into an audiovisual narrative. As such material is produced using digital
equipment ((photo) camera, scanner, editing software) and it is consequently also published
online, it is rightly called digital storytelling.

Crucially, the latter type of vernacular DS, which also includes audiovisual content, is created
using media archaeological approach, i.e. the maker searches for various media content (photos,
songs, archival footage, feature film excerpts) to create a digital audiovisual narrative with which
to express her bizarre fascination, interpretation, understanding of a personal memory, an event or
an experience etc. Typically such a video features photographs, film excerpts, magazine covers,
‘photoshopped’ material, captions, music etc. What essentially makes such a video and indeed its
entire environment (the URL location, including description, number of views, comments, etc.) a
4AMO, is its use of different media sources, the tags relating it to other not necessarily related
videos, other videos created or posted by the same user and video or textual comments; all this

contributes to mobility and co-presence of the video in different users browsers.

YouTube as a platform for sharing and co-creating audiovisual (externalisations) of memories
offers an extensive selection of Yugoslavia related material, vernacular and audiovisual
interpretations and renditions of its past. Formally and typically, digital audiovisualisations of
Yugoslav past and history (and post-Yugoslav present) are made of (still or moving) images and
dubbed with music. In most cases the images depict various themes, people, events from the
WWII (1941—1945), the post-war (1945—1991), and the post-Yugoslav periods, and are either
digitised (scans) or born digital. The topicality or referentiality of the images is used to re-
create/re-construct the spatio-temporal coordinates of the country. On a very general level the
makers of digital memorials construct a visual time-line spanning the birth of the country and its
demise, which typically features a four-act scenario (in any combination or any one of them):
WWII, post-war period, post-Yugoslav wars, and post-Yugoslav/post-socialist realities the newly

formed countries found themselves in.

This by no means implies that images are used with any sort of chrono-loyalty or subordination to
the ‘actual’ time-line. Rather, they are used in a distinctly chrono-arbitrary way, all in service of
assisting creating a specific, often decidedly personal narrative (unravelling in the continuous

present of the internet).??

Another oft used feature on the visual level are the titles and captions
introducing the video, marking ‘chapters,” or providing an explanation/detail that both the image
and sound fail to transmit. On the level of sound, most often popular music is used, either from the

Yugoslav era or from later on, and occasionally partisan chants and revolutionary songs. The

29 See Lisa Gitelman, Always Already New, 138; on the temporality of the internet see below.
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selection is in many cases thoroughly considered as it is through music (much like in cinema) that
additional communication (often more emotive) is added to the visual content. In this audiovisual
and textual interplay, in many cases, a general double-line of distinction can be drawn between
these engaged interventions, first, that of valuing the past: through nostalgia or contempt; and

second, attitude towards the past: ‘dead-serious’ or ‘jokey.’

An eloquent case of the jokey intervention is a video where an excerpt from Star Wars film is
dubbed with Zdravko Colié¢’s famous interpretation of “Druze Tito mi ti se kunemo” [Comrade
Tito, we swear to you].>° In this video several mythological levels are fused together, first Lucas’
symbolisation and transposition of earthly matters into the realm of sci-fi, a distancing critique the
earthly reality. Coli¢’s song on the other hand is a once popular ode to Tito still resonating today
across post-Yugoslavia; a reinterpretation of a partisan song from WWII, which in his cover
attained a much more widespread attention and appreciation, is a glorification of the ‘image and
work’ of Comrade Tito and at the same time an expression of devotion to him and the Yugoslav
cause. In the marriage with the Star Wars excerpt, this song attains a rather different meaning, as it
IS re-contextualised, by way of meshing or renarrating, into the wider mythological and fictional
framework which distinctly marked the western hemisphere at the end of the millennium. One
comment even traces the analogy between the subject matter depicted in the film with the

mythological referential point, WWII of Coli¢’s song:

Tito is a hero! Star Wars rule!! The best combination!
Memories!!! when | was a kid partisans and Jedis were the coolest!
And also the analogy- alliance- partisans, fascists Empire.
At the end of the day, | think this is what Lucas thought! Just look at the uniforms.
elendil77%!
Now, as amusing as cases such as this might seem, the central concern of this analysis are videos

on a mission to commemorate®3

Yugoslavia by editing music and images into digital stories—in
some cases vernacular interpretations of history—and digital memorials. It is in the manner of
creating tribute videos that this kind of digital storytelling becomes a fine conduit to
externalisation of memories and remembering. But before delving deeper into this issue, a few

words are in order to explicate the concept of digital memorial.

30 See BogdanDLR, “Star Wars Druze Tito,” http://www.youtube.com/watch?v=y-irP4AAcyo, accessed 23 August
2011.

31 See comments at http://www.youtube.com/all_comments?v=y-irP4AAcyo, accessed 23 August 2011.

232 1 yse the term ‘commemorate’ throughout this writing very broadly to denote an online activity where
users/visitors engaged in mundane digital socialising commemorate on-the-fly an event/period/person and in doing so
often use pop-cultural multimodal mediatisations.
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YOHM Iskanje | Prebrskaj | Prenesi trezbokup (¥

Star wars druze tito

BogdanDLR St videoposnetkov: 55 [¥]  Narodite se

¢} Véeémije L) + Dodajv v Skupnaraba [ 35551 Predlogi

V streznik prenesel uporabnik BogdanDLR dne 7. sep. 2006 —_—

- - . Tito Incident u kuci cvijeca
promenjena muzika u zadnjoj sceni epizode 4 o9 6 i ket
s &t ogledov: 42,371
PokaZi ve¢

Tito - Incident u kuci cvijeca
avtor Domacis4
5t ogledov: 917,972

Najvisje uvrséeni komentarii

Ziveo drug tito.
pozdrav iz sroije
03ni pred 3 leta 6 %

Morala sam
av R

Tito je herojt Star Wars su zakon!! Najbolja kombinacija! Sjecanjalll kad sam bio
Klinac partizani i jedijji su mi bili glavne face! . <

Figure 15 | Star Wars meet Yugoslav Leader, http://www.youtube.com/watch?v=y-irP4AAcyo.

Digital memorials

The issues of memory, remembering, and vernacular commemoration practices are taking various
forms and turns in DME and are not unimportantly related to preserving, storing and archiving. As
I have argued in the previous Chapter, archiving practices as can be discerned, for instance, in
(music) blogging are not merely archiving. Rather, through collecting, preserving/archiving, and
eventually ordering (or curating) the various materials, posted on blogs, YouTube channels or
another SNS profiles, the ‘collector’ tells her story. | can agree with Lev Manovich in that a
database (as a digital incarnation of an archive) is essentially non-narrative,?*® but the database, or
the internet as a ‘ubiquitous database’ and with this memory in general cannot be reduced to non-

narrative memory. It may well be that with the changing nature of archiving the very nature of

233 |_ev Manovich, The Language of New Media.
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database is changing as well. As Geoffrey Bowker suggests, and taking Manovich’s argument

241 0s

further, the “epoch of potential memory [critically related to Hoskins’ memory on-the-fly]
an epoch] in which narrative remembering is typically a post hoc reconstruction from an ordered,
classified set of facts that have been scattered over multiple physical data collections.”®® It is true,
that narrative can only emerge after the elements have been edited into a new whole. But the
question is what exactly the element is. In the case of YouTube as archive, a digital memorial
video could be seen as an element in a database; and it does possess a narrative quality, as does the
digital memorial videos as a database as well.

The more straightforward externalisations of both official and vernacular memory online include

numerous instantiations in digital memorials/monuments,?*°

spanning ‘proper’ digital monuments
(e.g. Memory Loops, www.memoryloops.net), personal online memorials (e.g. Light a Pixel, The
Online Memorial, www.lightapixel.com) and more grass-roots, vernacular attempts at remediating
the past (YouTube digital memorials). Digital memorials are typically, albeit not necessarily,
characterised by a certain degree of interactivity (the user must interact with the interface to “visit’
the memorial and/or participate in a commemoration) and particularly by the possibility for a user
to participate in a commemoration, and while doing so co-create the memory of an event or an
individual; or a country for that matter. Once a memorial is published/posted it becomes publicly
available for others to visit, navigate to/through, comment on or share. Although the co-creation is
in many cases rather limited, the Light a pixel for instance, enables a visitor to ‘literally’ ‘light a
pixel’ and pay tribute to a celebrity. The user thus engages in an act of online commemoration; in

many cases, though, co-creation comes down to comments and discussions, or plain viewing.

Digital memorials work very much like ‘classic’ memorials do: as public externalisations of
memory which may enable/facilitate/perpetuate remembrance in a public space/publicly. By doing
so on the level of collectivity, they engender social, cultural and/or political continuity. Or at least
this is the intention. In the offline memorials and monuments, or sites of mourning rather strict
rules are imposed defining whom, why and how to is to be commemorated (and by that also
exc