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PREFACE
 

It is our pleasure that Diskurs initiated the Project Representation of the Holocaust in the 
Balkans in Arts and Media followed by this Conference Proceedings, especially having in 
mind relatively small number of media and artistic texts on this issue. The Conference 

Proceedings consist of fourteen selected scientific papers on various topics.
The Conference Representation of the Holocaust in the Balkans in Arts and Media represents 

an attempt of mapping the corpus of different arts and media texts, their systematisation as 
well as recognition of its function in constructing a multidirectional memory of the Balkans’ 
past. Thus, this topic obtrudes as socially important and demands the new insight. 

The ultimate objective of the Project is to create an insight on the role of protecting the 
institution of the memory in modern states at the Balkans, by providing the support to 
production of contemporary, and nevertheless by preserving and systematising the existing 
media texts on the Holocaust on the Balkans. Nourishing and affirmation of the Cultural 
Memory, directly via media texts present also an important step for keeping up the tolerance 
and stability in the region.

Without financial support of the International Holocaust Remembrance Alliance and 
Ministry of Culture and Information of the Republic of Serbia we would not, for certain, be 
able to publish this Conference Proceedings including fourteen selected papers, out of more 
than forty assorted papers. 

We would like to seize this opportunity and thank for the partnership and cooperation to 
the Faculty of Dramatic Arts from Belgrade, Centre for Culture and Cultural Studies from 
Skopje, Belgrade Youth Centre (Dom omladine Beograda) and The Shoah Memorial Paris, 
for putting the Conference on with such important topic, to deserved position on the social 
and cultural map of Serbia and the region.   

Hoping that this Conference Proceedings will successfully manage to offer new insights, 
topics and discussions and bring new cognition and perspective of our joint past, and that the 
Holocaust shall never happen again and won’t be forgotten at the same time. 

 
Diskurs
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Nevena Daković, PhD1

Faculty of Dramatic Arts, University of Arts, Belgrade
Serbia

(IM)POSSIBLE WITNESS: THE REVELATION OF 
THE HIMMELCOMMANDO2

“ils n`avaient pas figure humaine. c`étaient des visages ravagés, fous”, ont dit les détenus 
qui ont pu les voir. 
a une détenue qui lui demandait comment il pouvait supporter pareil travail, un membre 
de l’équipe répondit : “Évidemment, je pourrais me jeter sur les fils électriques,
comme tant de mes camarades, mais je veux vivre [...].
Dans notre travail, si on ne devient pas fou le premier jour, on s’habitue.” (...) Façon de 
parler. certains se jetèrent simplement dans le feu, qui croyaient pourtant être habitués 
(Didi-Huberman 2003: 13)

"Paraphrasing Theodor Adorno, Serge Daney (1992) in his master essay claims 
that after Alain Resnais and his Nuit et Brouillard (1955) there could be and 
there is no fiction about the Holocaust. The idea of this paper is to chal-

lenge Daney and, at the same time, rescue from undeserved oblivion old ex-Yugoslav film 
Himmelkommando/Nebeski odred/Celestial Squad/The Sky Battalion. I would like to argue 
that this film text represents the very possible fiction of Holocaust in the post prohibition, 
post 1956 era. Made in 1961 this remarkable artwork cleverly moved the limits of repre-
sentation of Holocaust. Being no real fiction, even less Daney`s rejected image of the post 
aesthetic it becomes much sought after permitted representational form and format. Its 
semi or half documentary structure of rich metaphorical value responds to “Within cinema 
the modern obligation to pronounce the stop on the image and the embargo on fiction. 
The aim was to tell another story differently where mankind was the only character and the 
first anti-star. The aim was to give birth to another cinema ‘which would know’ that to give 
the event back to the fiction too early is to remove its uniqueness, because fiction is that 

1 danev@orion.rs
2 This paper has been created as part of the project Identity and memory: transcultural texts of Dramatic Arts and 

Media, executed at the Faculty of Dramatic Arts in Belgrade (project no. 178012).
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freedom which disperses and which opens itself in advance to the infinity of the variation 
and to the seduction of the true lies.” (Daney 1992).

The arguments for the exceptional status of Himmelkommando marking the conceptual 
shift from prohibition and taboo to permission and responsibility are threefold:

• The narrative features the autobiography and auto fiction furnish and guarantee the 
documentarism and authenticity of the depicted experience,

• The figure of the witness survivor - who according to Levy is not and could never be the 
true one) - is transformed into true witness-homodiegetic narrator dying at first and 
then be resurrected and surviving,

• The film`s hybrid style of symbolism, expressionism and realism coalesce into hyperrealism 
and the modernist text that structurally repeats the traumatic experience of the witnessing 
(Hirsch 2004).

From text to theatre, from theatre to film
The film Himmelkommando is made after brilliant, nowadays classic drama of Đorđe Lebović 

and Aleksandar Obrenovic, above all recognised as the textual re-enactment of Lebovic`s per-
sonal traumatic survival of Auschwitz. „The world of the survivors who levitate as shadows 
between life and death, terror and freedom, long physical recovery and prolonged psychological 
trauma” becomes the „initial point of his drama“ (Klaić, 2007) presented with the uncanny calm 
of someone being both the witness and the victim. Through the text the author relives the tragic 
chronicle of life and the thoughts of the living dead, of those (who) sentenced (themselves) to 
suicide in the world between life and death, being dispossessed of everything but the instinct 
for survival (Agamben 2006: 140). Slobodan Selenić sees drama as the demarcation line in the 
history of the modern Serbian drama emphasising its stylistic hybridism and autobiographical 
(possible auto-fictional) aspect. The text contains „data of most certain authenticity, deeply 
lived through scenes filtered through author`s personal experience“(Selenić 1977: XXI). Petar 
Marjanovic argues the text to be the first Serbian realistic drama of the post war period endowed 
with strong „philosophical sensibility“ (Marjanović 2000: 161).

The main characters are seven members of the Sonderkommando - special units of Jewish 
male prisoners with the only task to dispose of the corpses from the crematoria or gas cham-
bers. After defined period of time all the members of the group were to be executed. Primo 
Levy (1947) concludes that these units are one of the worst moments of Jewish destiny. 

On reste stupéfait devant ce paroxysme de perfidie et de haine: c’était aux juifs 
de mettre les juifs dans les fours, il fallait démontrer que les juifs [...] se pliaient 
à toutes les humiliations, allaient jusqu’à se détruire eux-mêmes

(cit in Didi-Huberman 2003: 12)
The task of Sonderkommando seals the Shoah as the event without a witness or eliminat-

ing its own witnesses. Bearing in mind that by becoming the member of Sonderkommando 
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the person is already sentenced to death, deprived of the chance to survive the drama, in 
search for the solution of the paradox, introduces two levelled narration and multiple narra-
tors. The first narrator is trustworthy witness survivor and thus Levy`s never truly witnessed 
he tells the story as the combination of his own experience and the confession of the mem-
ber of Sonderkommando he heard personally. As we know for sure that the member of 
the special unit must be dead he meets the criteria of a true witness. The prologue of the 
drama thus involves the first appearance of the narrator, for whom we know for sure, due 
to his camp number A-12759 that it is Lebovic himself and the actual encounter with the 
Sonderkommando member no 33142- the member of the last group. Recognition of Lebovic 
–as himself- sustains the auto-fictional/autobiographical moment but contrary to the expected, 
also places him as heterodiegetic narrator. The other figure whose life (hi)story is presented 
as the main body of drama is real homodiegetic narrator arguing the text as embedded nar-
ration. Embedded narration is the one where we see him in the process of storytelling that 
poses the issue of its credibility. In some cases the characternarrator’s discourse will include 
another, embedded narration. In the drama the incredulous horror only sustains the thesis of 
the unrepresentability of the holocaust and its historical and civilisation uniqueness. 

However, in the film, the next scene of the drama - the only outdoors one, outside the 
stuffy attic room of the Sonderkommando – starts the in medias res. The position of the narra-
tor is changed through the symmetry of the beginning and end/epilogue added in the scenario 
adapted by Lebovic and Obrenovic again. The film narrative charts the circulum viciosus that 
positions the triple (eye)witness survivor/true/ narrator on both sides of thin line of life and 
death. At the beginning, in the central space of the camp -inside the barbed wire, under the 
spooky and dim light of the reflectors - goes on the macabre ritual of the call for the volun-
teers for the special squad. In the last scene, for the second time we see, the volunteering of the 
new executioners. The old executioners have become the victims once more, while the next 
group of former victims is converted to new – time limited- identity. The camera slowly pans 
away revealing at the edge of the frame the object of remembrance – toy trumpet, the silent 
sound of the apocalypse and the announcement of the deaths of the previous group. As at 
the beginning we hear the words spoken by Zeleni (Ljuba Tadic) - the informal leader of the 
group: “Take the handful of ashes or of anything gone away and you would see that it is still fire 
or that it might be”. These are the verses from the famous poem of Branko Miljkovic Eulogy to 
the fire (Pohvala vatri) that feature as the motto - Genette`s (1997) paratext. 

In the film, uttered by the well-known voice they suggest that the whole story is told in 
retrospective by the witness, homodiegetic narrator who narrates from the heights of the 
death and heaven.3 

3 It is comparable with more radical solution offered in the film Five Minutes of Paradise (Pet minuta raja, 1959, Igor 
Pretnar) with the figure in camp uniform sitting in the dark - the classical meaning of death - and annpuncing that he 
would present a story of his life. He continues that he had a short but exciting life. 
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The displacement allows Levi`s (1986) witness survivor to become “true witness, complete 
witness” in spite the fact that true one is “drowned, submerged, dead or mute and thus unable 
to bear witness”. Zeleni is dead, mute and resurrected and surviving (98) true witness nar-
rator. Being frame narrator- the one whom we do not see in the act of storytelling and thus 
having extra credibility and authority4- he bridges the gap “of bearing witness to a missing tes-
timony”. The newly shaped cinematic figure unites witness survivor (not the true one) from 
the drama and dead witness of the reality (true one); Lebovic and his experience; authentic 
and prosthetic memory; facts and fiction. 

The chosen point of view absolves Himmelkommando from the sins committed by 
Pontecorvo in Kapo (1960), as described by Rivette in his famous De l’Abjection (1961). In 
the seminal article Jacques Rivette brings up many important issues among which is the issue 
of realism and the Holocaust or the tracking shot as the gesture of moral transgression. In the 
first step he rejects the very possibility of the Holocaust represented in the way of cinematic 
realism. “le realism absolu, ou ce qui peut en tenir lieu au cinéma, est ici impossible; toute 
tentative dans cette direction est nécessairement inachevée (”donc immorale”), tout essai 
de reconstitution ou de maquillage dérisoire et grotesque, toute approche traditionnelle du 

”spectacle” relève du voyeurisme et de la pornographie.”  
Second in the tracking shot forward- movement of Pontecorvo`s camera made in order 

of reframing the dead body of Emmanuelle Riva on the barbed wire - he finds condemnable 
and forbidden spectacularisation and aestheticisation. The consequences are presentation of 

“reality” as physically tolerable for the viewer, making him conclude, “maybe unconsciously” 
that Holocaust is problematic but not unacceptable and forbidden. The visually tamed physi-
cal horror covers and hides the ethical issues allowing the assimilation of the Holocaust into 
the mental landscape of a modern man (Daney 1992).

Himmelkommando escapes the dangers of immorality and spectacularisation as the position 
of witness narrator – additionally one being perpetuator and victim at the same time- impli-
cates documentary interpolation; insertion and writing in of the authentic, lived through 
experience that sustains the comparison with Nuit et Brouillard and its documentary tracking 
shots. Verified possible witness allowed to testify- from the metaphysical cinematic heights – 
expresses the disbelief, bewilderedness and horrors while shielding and protecting the shocked 
spectator. (comp. Zizek 2000)

The style of the film is described as the hybridisation of symbolism, realism and expression-
ism (Vučo 1962) as pointed out in the presentation in MOMA (macabre study, expressionistic 
liquidation camp, Photography with the raw immediacy of newsreels, Horror of guilt with no 
escape). The mise en scene in the reduced, claustrophobic space nevertheless in the shape of 
labyrinth; hellish atmosphere; border river as Styx and limbo afterwards…the absent presence 

4  The one with inferred narrator`s role 
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of the Germans showed as shadows5 strengthening the scopopohilic regime of the isolated 
rigidly structured world are the elements of symbolic solutions, I believe, chosen by Djordje 
Lebovic. Only in this scenario his habitual image action - well known from his cult films such 
as Valter brani Sarajevo (1972, Hajrudin Krvavac) i Partizanska eskadrila Partizanska eskadrila 
(1979, Hajrudin Krvavac)- is transformed into Deleuzian l`image affection – one dealing with 
profound internal world of the characters. 

Both the expressionism – visible in: the abundance of the shadows and treatment of the 
space; acting in frozen facial expressions; grotesque body movements- and the obtrusive real-
ism verging documentarism are underlined by the autobiographical foundations. Through the 
inverted logic of the theories of Andre Bazin (1962), realism, also emerges the theatrical yet 
realistic scenery of an exclusive chronotope. All this further supports the interplay of visible 
and invisible changing the ineffably, unnameable, inexpressible, unspeakable, unimaginable 
of the Holocaust. The representational patterns blend into the hyperrealism of the trauma 
complement to the excessive incomprehensible (sur)reality found in the camps. The hyper-
realism of the images, emotions, perception, senses turns into the only possible realism of the 
trauma. It also marks expected departures from the conventional narration arguing Joshua 
Hirsch’s claim (Hirsch 2004: 139-144) that, underlines modernism that repeats the traumatic 
experience of witnessing. 

 Representation of the death as the centre of traumatic experience and - as theoreticians 
warn - one of the themes that should be approached with the pangs of fear and tremor is dealt 
with accordingly. The indirect representation, as well as permanent haunting presence of death, 
are materialised in the marks on the bed, the shadow of the commander; as the heat or the 
sounds emanating from the pipes in the room of the Sonderkommando; as the smoke from the 
chimneys. The border between life and death is barbed wire and when camera languidly passes 
through it, the realms of the dark and the light exchange the values of positive and negative. 
Light is negative pole. It is death without salvation. The dark stays as the desperation of life. 
The epicentre of death, the inside of the gas chamber is never shown while the death is seen as 
the reflection of light on the faces of the heroes throwing in the Cyclone B. The “reactive” shot 
of en-lightened faces replaces the forbidden scene of death to which they are sinful passive eye 
witnessed. Thus, the death is recorded as/through the imprint of light in the same way as in 
classical photography or film, the same recordings that are so rare regarding the Holocaust. 

Eventually it is the light seen by Prominent and Zeleni at the horizon. Unlike in the drama 
and in theatre, in film when the sirens are heard announcing the assassination of the com-

5 The territory of the camp is conceptualised like Plato`s world of shadows. The first layer presents the shadows of the 
guardians and surveyors looking after the camp; and the second layer prisoners’ shadows of the shadows, with one 
leg on the other bank of figural Styx. In fact, the assassination of the Commander shown as shadow on the window in 
the counter light - seemingly l`art pour l`art expressionistic solution - underlines the scopopohilic regime of the isolated 
world. There in the first layer are the shadows of the guardians and surveyors of those looking after the camp; the 
second layer are prisoners shadows of the shadows, with one leg stepping over the Styx
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mander of the camp, the two are in the truck on the way to Tottenwald. Due to sabotage, the 
truck swerves off the road and they escape into the forest and swamps. They walk, run, crawl 
through water; they found the things left by those executed there. In the end the climb up 
the hill only to see the enlightened horizon. The heavenly glow is mixture of the fires burning 
in the field (bonfires of human bodies or the furnaces of the crematorium) and of the perma-
nent dawn of death that awaits them. The landscape of light, again, is not safe haven but the 
depth of the hell they think they have left behind. Zeleni turns away and walks back into the 
swamps, while Prominent stays on the top with frozen facial expression like Munch’s Scream 
(1893) with the glow of light reflected in the eyes. Even for those seemingly saved from the 
camp, there is no way out from the vicious circle, there is no escape from ourselves and death 
that is always structuring absence. There is no escape from the memories and guilt conscious 
made visible under the various lights.6 

The film Himmelkommando avoids the traps of forbidden fiction through well timed 
immersion into the faction and modernist narration. The paradox of the precise chronotope 
– concentration camp and month of service - and universal, perennial thematisation and nar-
rative make the film “more than just the document about the past, but also the warning about 
what might come in the future...” It strengthens the fear “in front of our present time worth 
of contempt, as not all the camps have barbed wire fence and the furnaces in the crematorium 
are not the only bonfires in history...“ (Radonjić 2004).

As one of the first films about the topic, it has the privilege to offer to those innocent 
through ignorance the revelation through the scenes of the primal trauma. Their innocence 
is sine qua non for witnessing in Daney’s witnessing. “What I understand today is that the 
beauty of Stevens’ movie is due less to the justness of the distance than to the innocence of 
the gaze. (...) innocence is the terrible grace granted to the first arrived, to the first one who 
simply sees7” (Daney 1992).

The audience follows bitter revelation and lost innocence of many. In their particular ways, 
members of Sonderkommando as well as the audience find themselves for the first time in 
the most impossible situations. The concept of overt confrontation makes the film coming 
face to face with the Shoah, trauma and testimony through lamination of facts, memories and 
fiction in three time perspectives. The first is the time of the reality lived through experience, 
of the personal optique of Lebovic; the second is the time of writing the text (1955/6) as 
part of the world`s, global look back at the Holocaust; third is the theoretical optique of our 

6 Similar inversion is present in the film Ninth Circle/ Deveti krug (1961, France Stiglic) as the motiv of light - sunlight, 
light of the reflectors, moon light – is constantly linked wither with death or it is its omnius sign.

 The verses of Branko Miljkovic strengthen the connection of light and death. Nothing is lost in the fire, it is just com-
pounded, focuses the idea of continuing of existence in the memories in spite or just because of physical destruction.

7 Makes the gestures of cinema. (...) the other meaning of the word “innocent”: not so much the non-guilty one but the 
one who filming evil doesn’t think evil. It is one attributed to American cameraman who walked into the concentration 
camps. (Daney 1992)
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times. Taken together they correspond to multiple positions of witnesses and interlocutors/
enunciators in the densely interwoven (auto)fiction and Cinéma vérité within the space of 
concentration camp that is exceptional but hardly unique any more. The whole theme func-
tions as metaphor and not as metonymy any more (comp. Daney 1992).

The camp is a piece of land placed outside the normal juridical order, but it is nevertheless 
not simply an external space. What is excluded in the camp is, according to the etymological 
sense of the term “exception” (ex-capere), taken outside, included through its own exclusion. 
But what is first of all taken into the juridical order is the state of exception itself. (...)The 
camp is thus the structure in which the state of exception – the possibility of deciding on 
which founds sovereign power – is realized normally (Agamben 1998: 96-97)

Death camps are narrational realm of the exceptional state and sovereign power of the 
encompassing memory and remembrance. These witness narratives are true and as permit-
ted made possible to tell the living through experience of the dead and by the dead from the 
world of darkness/light exist only in fiction. The inevitably involved degree of misrepresenta-
tion becomes part of the strategy for the proper ethical confrontation with the darkness of 
the event.

They have put out the light. Half of the Europe they have veiled in darkness, 
they brought the dark into the hearts and souls. The dark of the cemeteries; dark 
of the paralysing horror, the dark of the barracks and barbed wire. 

 (Bihalji Merin, Do viđenja u oktobru, 1947: 294)
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Gergana Doncheva, PhD1

Institute of Balkan Studies with Centre of Thracology, Bulgarian Academy of Sciences, Sofia
Bulgaria

THE MODEST PRESENCE OF THE HOLOCAUST 
AND JEWISH PEOPLE IN BULGARIAN CINEMA: 
FACTS AND REASONS

The topic of the Holocaust has an ambivalent status in Bulgarian history and cultural 
memory. Generally speaking, it was a marginal theme treated carefully in accordance 
with the political context but at the same time, the national narrative about the 

Bulgarian Jews’ salvation was and still is one of the most popular stories deeply entrenched 
in the collective imagination. What is more, the fact that almost 50 000 Jews survived in 
Bulgaria during the Second World War turned into a legitimate source of pride blurring 
another important fact that 11 343 Jews from Aegean Thrace, Vardar Macedonia and Pirot 
were annihilated in Treblinka in 1943. The painful question about the problematic official 
interpretation of the past suddenly appeared in Bulgarian media in October 2011 on occasion 
of the disputable Macedonian film The Third Half/Treto poluvreme whose emergence was a lit-
mus test of the complicated irreconcilable contradictions between Bulgarian and Macedonian 
political establishments. In the period mentioned three Bulgarian members of the European 
Parliament – Andrey Kovatchev, Stanimir Ilchev and Evgeni Kirilov - belonging to differ-
ent political parties reacted furiously and prepared a letter addressed to the Commissioner 
Šefan Füle in which they expressed their strongest resentment.2 The scandal erupted in full 
swing again after the movie’s premiere on 15th September 2012 at the opening of Manaki 
Brothers Film Festival in Bitola where among the VIP guests of the event was the President of 
Macedonia Georgi Ivanov. His presence undoubtedly confirmed the rumours that The Third 
Half was a key state project generously supported by public resources3 in order to articulate 

1 gergana_doncheva3@abv.bg
2 For further details, please visit to the web site http://www.andrey-kovatchev.eu/bg/news/view/2/2139
3	 The	information	about	the	whole	budget	of	the	film	varies	from	2.500	000	Euro	(http://en.wikipedia.org/wiki/The_

Third_Half)	to	6	000	000	dollars	(http://www.imdb.com/title/tt2069100/)	which	are	really	huge	sums	for	the	financial	
plight	of	the	film	industry	of	Macedonia.	It	is	supposed	that	Macedonian	state	invested	1.5	million	Euro	in	Darko	
Mitrevski’s ambitious movie project.
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the formal Macedonian position on the historical narrative about Jews from Vardar during the 
Second World War. However, what is more interesting, in my opinion, it is the question why 
this episode continues galvanizing the passions in both countries? In this paper I will argue 
that the appearance of the Macedonian movie was dramatically perceived in Bulgarian soci-
ety as an offensive provocation because of the lack of information about the historical events 
in March 1943 and furthermore, this lack of information was nothing else but an obvious 
symptom of a dexterously hidden collective trauma. 

The Holocaust in the Bulgarian historiography
In the collection of documents The deportation of the Jews from Vardar Macedonia, Aegean 

Thrace and Pirot, March 1943 published in 2013, the editors Nadya Danova and Rumen 
Avramov note in their words of acknowledgement that their work is orientated mostly to 
Bulgarian readers as the stated facts are better known abroad than in their native country 
(2013:9). The corpus of these documents found by accident in the Central State Archives 
(Danova, 2012) reconstructs an unpleasant picture which entirely explains why this topic was 
systematically evaded. Unfortunately, the negative resonance from The Third Half coincided 
with the book’s promotion and its reception in the public space was more or less contami-
nated by the politicized emotional comments or by ignoration.

Before examining the rare representations of the Holocaust in Bulgarian cinema, I would 
like to make a brief overview on the Bulgarian historiography and to outline the different dis-
cursive frameworks in which this event was placed. The overview is wholly based on the only 
exhaustive research up to the moment on the historiography about the Holocaust made by 
Prof. Nadya Danova and entitled The long shadow of the past. The deportation of the Jews from 
Western Thrace, Vardar Macedonia and Pirot: the current state of the problem and its scholarly 
exploration (Volume 1, 2013:36-65).

Since the end of the Second World War the topic of the Holocaust presented in the 
academic research but scholars were highly selective in their choice of facts. They put a spe-
cial accent on the Jews’ salvation making suggestions that it was a victory achieved by the 
Bulgarian citizens or/and by their leaders. The dominant theme about the Jews’ salvation was 
closely connected with the process of establishing the image of Bulgaria as a country without 
anti-Semitism. The first book discussing the dark events in Aegean Thrace was a collection 
of documents published in 1945 by Natan Grinberg. In his conclusion, Grinberg wrote that 
the Bulgarian nation didn’t have anti-Semitic sentiments but he directly blamed the govern-
ment in overt institutional anti-Semitism. Within a prolonged period of time, it was the only 
edition concerning the problem mentioned (Danova, 2013:37-38).

After 1948, 90% of the members of the Jewish community left their homeland and settled 
down in Israel. The Jews who preferred to stay in Bulgaria were expected to demonstrate 
total loyalty to the new socialist regime. Consequently, the annual of the Jewish cultural and 

THE MOD-
EST PRES-
ENCE OF 
THE HO-
LOCAUST 
AND JEW-
ISH PEO-
PLE IN 
BULGAR-
IAN CINE-
MA: FACTS 
AND REA-
SON



11

educational organization was transformed in a propaganda forum where the myth about the 
contributions made by the activists of the Bulgarian Communist Party in terms of the Jews’ 
salvation had to be disseminated. 

The topic of the Holocaust was scarcely reconsidered in a next collection of documents The 
struggle of the Bulgarian nation for defense and salvation of the Jews living in Bulgaria during the 
Second World War that appeared in 1978. Unlike other publications in which readers could 
not find out even a word concerning the events in Aegean Thrace and Vardar Macedonia in 
March 1943, this edition included documents from the archives preserved in Yad Vashem in 
Jerusalem and from the Bulgarian Academy of Sciences’ Archives (Danova, 2012:39). 

In the historical research two main theses were launched: 1. Tsar Boris III bore the 
responsibility for the tragic deportation of Jews in the ‘newly liberated lands’ – position 
supported by scholars as Vladislav Topalov, Isidor Solomonov, Ilcho Dimitrov, and 2. The 
Bulgarian Communist Party and especially its leader Todor Zhivkov organized the pro-
test actions and later, as a result of these efforts, the Jewish community in Bulgaria survived 
(Haim Oliver). 

The historian Ilcho Dimitrov admitted that in the newly annexed territories Bulgarian state 
introduced its institutions such as army, police, legislation, court, and further, he explained 
that the deportation was prepared and committed by the Commissariat of the Jewish affairs 
headed by Alexander Belev but Dimitrov strongly emphasized that the Jews from Aegean 
Thrace, Vardar Macedonia and Pirot were Greek or Yugoslav subjects (Danova, 2013:40). 
In practice, by developing this argument, he rejected the responsibility of the Bulgarian 
government. 

The burning issue of the deportation was discussed in an article published in 1986 by 
David Cohen who expressed his standpoint of view that Bulgarians didn’t have any idea about 
the sinister criminal operation and because of that they were not able to defend the Jews from 
the ‘newly liberated lands’ (Danova, 2013:40).

After the turbulent changes in 1989, in the historiography emerged several concurrent 
interpretations. Expectedly, the first trend insisted on the rehabilitation of Tsar Boris III 
and its two proponents Hristo Boyadzhiev and Stefan Gruev claimed that the monarch did 
his best in order to preserve the Jews from Bulgaria and for this activity he was put under 
enormous pressure by the German authorities. In such situation Boris chose the lesser of 
the two evils sacrificing the Jewish population in Aegean Thrace and Vardar Macedonia. As 
a whole, the deportation was mentioned barely and these authors adopted the position that 
in March 1943 nobody knew anything about the secret Nazis plans.

Alternatively, the narrative linked with the deportation appeared in some historical writ-
ings depicting Bulgaria as a ‘disobedient’ ally (Vitka Toshkova, Nikolay Kotev, Georgi 
Daskalov, Dimitar Yonchev) and the problem concerning the responsibility traditionally was 
attributed to Tsar Boris III and to the Prime-Minister Bogdan Filov (Danova, 2013: 39-41). 
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However, the fundamental demarcation line which divides Bulgarian scholars into two 
irreconcilable ‘camps’ was the evolution of the terminological usage: the majority of research-
ers continue to apply the notion salvation in their comments but a smaller group is prone 
to replace it with the word survival (David Cohen, 1995), or when these historians use the 
term salvation, they put salvation in quotation marks to indicate to the apologetic meaning 
of the word (Nikolay Poppetrov, Nadya Danova, Borislav Dichev, Rumen Avramov).4 These 
researchers openly insist on the necessity the responsibility for the deportation to be clearly 
articulated and incorporated in the national historical narrative. In this sense, the collection 
entitled History and Memory. Bulgaria: Facing the Holocaust edited by the journalist Emmy 
Barouh was a really significant attempt in reference to the conceptualization of the key prob-
lems in broader frameworks. For instance, in her text Post-communist Negationism presented 
in this book, the sociologist Lilyana Deyanova raised the question about the appearance of 
negationism and shared her concern that the emblematic name of the contradictory French 
academic Robert Faurisson notorious for being a Holocaust denier circulated uncritically in 
Bulgarian context. In addition, she pointed out that the student textbooks put an accent on 
the dramatic events associated with the Jews’ salvation while the topic of the Holocaust is 
quite marginal (Deyanova, 2003:128-142). In the same collection were published the memo-
ries of the prominent veteran scriptwriter Angel Wagenstein about the deportation of the Jews. 
He was at his early twenties during the war and on the basis of his own personal experience, 
Wagenstein witnessed that in the large-scale operation carried out did not participate German 
military units but only Bulgarian soldiers and policemen (Wagenstein, 2003:71-81). 

The Holocaust and Jews in Bulgarian cinema
Not surprisingly, the cinematic treatments were widely influenced by the official historical 

interpretations and the dynamic revision in the field of history in terms of the Jewish popula-
tion from the so-called ‘newly liberated lands’ was followed by a revision in the domain of film. 

For the first time the theme of the Holocaust was resurrected on the silver screen in 1959 
when the movie Stars/Zvezdi/Šterne directed by the German filmmaker Konrad Wolf came 
out at the local cinema theatres - it was a coproduction realized by a team from the German 
Democratic Republic and Bulgaria. Angel Wagenstein wrote the script narrating the romantic 
story about the impossible love between a Jewish girl Ruth and a German sergeant – Walter 
who met each other in an anonymous Bulgarian little town during the Second World War. 
Actually, this city was Gornya Dzhumaya (nowadays Blagoevgrad) where the deportated Jews 
from Aegean Thrace were sent temporarily on their way to death. Spectators did not learn 
much about the people living behind the barbed wire entanglements except the information 
announced that ‘ the contemporary Greeks and Jews arrived at the camp’. In the post-war 

4 The famous scriptwriter and witness of these historical events Angel Wagenstein also preferred the term ‘survival’ 
instead of ‘salvation’ (Unpublished interview with Angel Wagenstein, personal archive).
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ideological context it was absolutely unthinkable this stigmatizing historical episode to be 
depicted explicitly in a movie but the director and the scriptwriter heavily relied on the indi-
vidual memories of their contemporaries who would be able to read ‘between the lines’ the 
message conveyed albeit Wolf and Wagenstein consciously changed the date of the fictional 
deportation “because we did not make a documentary film; we tried to suggest that this story 
could happen in any place of the world” said the scriptwriter.5 

The film has preserved its fresh emotional impact on the audience and probably, along with 
its artistic merit, one of the most important reasons for this powerful appeal even these days, 
stemmed from the authors’ personal commitment: the movie recounted a real story that had 
happened during the formative years of Angel Wagenstein. What is more, in a personage – the 
boy who took medicines to the prisoner-of-war camp – the scriptwriter represented himself.6 
Angel Wagenstein was an active participant in the Resistance movement in Bulgaria and since 
1989 he did not alter his left-wing political convictions and remained loyal to the ideals of his 
youth like other prominent intellectuals as Hristo Ganev and Valeri Petrov famous for their 
upright past and moral prestige in the era of socialism (Hristova, 2000, 2005). Despite of 
his considerable popularity within the Bulgarian cultural and artistic circles, for many years 
Wagenstein was a lonely voice in the struggle to be revealed the whole truth about the destiny 
of the Jews coming from the newly liberated territories.7 In this aspect, it was crucial that the 
tandem Wolf-Wagenstein delicately introduced the theme of the Holocaust in Bulgarian cin-
ema and their movie Stars is a point of beginning while Bulgarian Rhapsody/Bulgarska rapsodia/
The Road to Costa Del Maresme/Putyat kum Kosta del Maresme8 (2014) – the latest film made by 
Ivan Nitchev - could be perceived as a turning point in the official policy of representation in 
regard to the events in March 1943. Besides, The Road to Costa Del Maresme should be treated 
even more bravely as a public gesture of admission and atonement because for the first time 
in Bulgarian social space this historical narrative was articulated openly and objectively. The 
two cinematic texts – Stars and Bulgarian Rhapsody/The Road to Costa Del Maresme – co-exist 
in a curious dialogue: the final scene in Bulgarian Rhapsody/The Road to Costa Del Maresme as 
if referred to the closing scene from Stars in which a desperate man understood that he was 
not able to save his sweetheart as the train had already left for Auschwitz. Ivan Nitchev has 
not made a deliberate reference9 showing his main character Moni completely helpless at the 

5 Unpublished interview with Angel Wagenstein, personal archive
6 Unpublished interview with Angel Wagenstein, personal archive
7 In 2000 Angel Wagenstein was among the Bulgarian intellectuals who signed a letter addresses to the President of 

Israel	Ezer	Weizman	in	which	was	expressed	the	statement	that	the	whole	Bulgarian	nation	contributed	to	the	salva-
tion of the Bulgarian Jews but not only Tsar Boris III. For further details see the interview with Blagovest Sendov in 
the newspaper Sega: http://www.segabg.com/article.php?id=00006&issueid=1833&sectionid=6

8	 The	film	is	the	Bulgarian	nomination	for	Oscar	in	2015,	it	was	renamed	from	Bulgarian	Rhapsody	to	The Road to Costa 
Del Maresme.

9 Unpublished interview with Ivan Nitchev, personal archive
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railway station, but analyzed from a comparative perspective, the quoted films shared several 
common features: tragic love story, plot built up on the basis of witnesses’ memories, vivid 
colourful atmosphere, personal emotional investment and the positive influence of Angel 
Wagenstein. He worked together with Ivan Nitchev on two successful projects: Stars in Her 
Hair, Tears in Her Eyes/Zvezdi v kosite, sulzi v ochite (1977) and After the End of the World/Sled 
kraya na sveta (1998) and in regard to the latter, the director admitted that Wagenstein’s script 
inspired him to create his ‘Jewish’ trilogy (After the End of the World, Journey to Jerusalem/
Patuvane kum Jerusalim (2003) and Bulgarian Rhapsody/The Road to Costa Del Maresme).10 

In the period of the state socialism Jews and the members of the other minority groups 
were not depicted often in the films and it was a matter of formal ideology the Nation to 
be constructed visually as a stable homogenous entity. In the rare cases when these imposed 
restrictions were violated, filmmakers predominantly turned their attention to the Turk or 
Muslim communities. In spite of this obvious tendency, a movie Transports of Death/Eshalonite 
na smartta (1986) devoted to the Bulgarian Jews’ salvation appeared in the late 80-ies. It was 
a typical propaganda work in which the historical truth was selectively manipulated in order 
to be glorified the communist leader Todor Zhivkov in accordance with the so-called cult of 
personality elaborated in a much more impressive way within the rest socialist cinemas for 
example, in Soviet or Yugoslav ones. The film Transports of Death is completely unknown for 
the mass public today but it is an emblematic visual document (in the sense used by Marc 
Ferro) for the policies of representations in the near past. 

Although the state-controlled censorship was abolished after 1989, the topic of the 
Holocaust remained peripheral in Bulgarian cinema because the fashionable theme for 
the Other in the 90-ies quickly shifted the public focus and previously invisible ethnic 
and religious minorities – mostly Gypsies and Muslims – became preferable personages in 
numerous documentary and fiction movies. On the other hand, in the field of the histori-
ography there was not a serious debate on the events in Aegean Thrace, Vardar Macedonia 
and Pirot in March 1943 and for this reason the old discursive model did not minimize its 
significance for more than two decades. However, at the end of the 90-ies and afterwards 
the problematics linked to Jews and to the Holocaust gradually revived in the works cre-
ated by Ivan Nitchev – the only Bulgarian author who has a particular long-lasting interest 
in this theme. The filmmaker produced three fiction movies in which the stories of Jewish 
characters have been narrated against the background of the Second World War or in the 
years before it broke out. 

After the End of the World (1998) was a film shot in a retro style full of nostalgia and longing 
for the lost golden days when in the multiethnic town Plovdiv11 the members of the different 
religious and ethnic communities – Jews, Armenians, Greeks and Bulgarians – lived happily 

10 Unpublished interview with Ivan Nitchev, personal archive
11 Angel Wagenstein was born in Plovdiv
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together. The warm international reception of the work motivated Ivan Nitchev to develop 
this topic further dealing with his second project Journey to Jerusalem (2003) that casted light 
on the fate of Jewish children from Central Europe whose parents sent them to Palestine 
so as to avoid the Nazis concentration camps and the inevitable death. It is quite curious 
that the same theme was brilliantly elaborated in another genre by Kostadin Bonev in his 
documentary film The Ships are Full/Korabite sa pulni (2005), in my opinion, one of the most 
mature and profound representations of the individual human suffering caused as a result of 
the Holocaust in Bulgarian cinema up to date. 

To a certain extent, After the End of the World and Journey to Jerusalem prepared specta-
tors for the culmination of the ‘Jewish’ trilogy: the appearance of the last work entitled 
Bulgarian Rhapsody/The Road to Costa Del Maresme (2014) in which for the first time clearly 
was depicted the hushed episode from Bulgarian national history during the Second World 
War. The film came out in a complicated context of the abated scandal connected with the 
Macedonian movie The Third Half in the period 2011-2012 and after the heated discus-
sion about the historical authenticity and artistic qualities of the TV series The Ungiven/
Nedadenite (2013). The Ungiven was the most ambitious cinematic project produced by 
the Bulgarian State Television on the occasion of the 70th anniversary of the Bulgarian 
Jews’ salvation and in the media the work was promoted as ‘the Bulgarian response of the 
Macedonian The Third Half ’12 eagerly expected by the broad audience in the spring of 2013. 
As a whole, the reception of the series was quite unfavorable. Severely criticized, the script-
writer Emil Bonev gave an in-depth interview13 explaining that every detail in his story was 
based on the documents and he could not understand the complaints openly expressed by 
the Bulgarian Jews living in Israel who were disappointed of the filmic interpretation of 
Lilyana Panitsa – the secretary of the powerful commissioner Alexander Belev – who made 
great efforts to defend the Bulgarian Jews. In addition to it, in The Ungiven, the discursive 
treatment followed the obsolete narrative pattern the act of salvation at the expense of the 
other part of the truth to be emphasized which was traditionally hidden in the shadows of 
the past. 

In fact, the real Bulgarian response of the Macedonian film is Bulgarian Rhapsody/The Road 
to Costa Del Maresme not only because both movies resurrected identical events - the Jewish 
deportation in Vardar Macedonia (The Third Half) and in Aegean Thrace (The Road to the 
Costa Del Maresme) - but above all, because Ivan Nitchev took a risk to enter into a conflict 
with the popular collective memory founded on the official narrative in his native country. 
Furthermore, the filmmaker put the question about a basic national self-stereotype: the tol-

12	 Шалом	иска	България	да	поеме	отговорност	за	евреите	от	Вардарска	Македония	и	Егейска	Тракия	http://
www.mediapool.bg/shalom-iska-bulgaria-da-poeme-moralnata-otgovornost-za-evreite-ot-vardarska-makedoniya-i-
egeiska-trakiya-news202880.html

13	 Наши	в	Израел,	възмутени	от	„Недадените”	http://www.24chasa.bg/Article.asp?ArticleId=1870601
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erance to the Other as a vital characteristic of Bulgarian mentality. Recounting the moving 
story in the centre of which is the love triangle among the teenagers Rachel (Shelly), Solomon 
(Moni) and Zhozho, the director constructs a realistic, subtly nuanced picture of the epoch 
and presents also a rich spectrum of various personages unlike Darko Mitrevski’s black-and-
white interpretation. Ivan Nitchev does not spare the unpleasant scenes of violence in Kavala 
committed by the Bulgarian soldiers and the aggressive behavior of the young activists belong-
ing to the military organization “Brannik” (brannitsi) but simultaneously, the director shows 
the gestures of solidarity and friendship carried out by ordinary Bulgarian citizens acting as 
neighbours, employers and classmates. 

At first glance, it is very extraordinary an artist who doesn’t have any Jewish roots to 
concentrate his professional energy on such a topic albeit there is a logical explanation: 
Ivan Nitchev was emotionally motivated to realize his trilogy from a childhood memory 
connected with the twin brothers Solomon (Moni) and Yakim Beniash. In their early years 
the three boys played together in a downtown neighbourhood in Sofia but later in 1948 his 
friends left for Israel and the future filmmaker was quite astonished why it had happened.14 
He didn’t meet them anymore although the director had a phone conversation with Moni 
Beniash who managed to find him out after the international premiere of the movie After the 
End of the World. However, the last film The Road to Costa Del Maresme proved that it was the 
most special cinematic project in the frameworks of the trilogy implemented thanks to the 
tremendous efforts and the great emotional commitment of the team members. Moreover, 
two of them – the producer Nesim Levy and the famous actor Moni (Shlomo) Moshonov 
- have Bulgarian backgrounds. Moni Moshonov shared in a TV show that his parents were 
born in Sliven and he wove into the dramatic scene between the father Moiz and the daugh-
ter Mazal emigrating to Palestina his own family memory about his mother and grandfather.15

In conclusion, I would like to summarize that the scarcity of representations depicting 
the Holocaust in Bulgarian cinema resulted from the fact that in the territory of the national 
memory, the narrative about the deportation of the Jews from the ‘newly liberated lands’, 
‘touches the issue of the national self-stereotype about the tolerance as a specific feature of 
Bulgarian people’ (Danova, 2013:36-65) but the appearance of the films like Bulgarian 
Rhapsody/The Road to Costa Del Maresme makes me believe that Bulgarian society is mature 
enough to accept the past in all aspects and to reconcile with it. 
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HOLOCAUST SITES OF REMEMBRANCE IN 
MACEDONIA: HOW DO WE LEARN ABOUT 
THE HOLOCAUST, OR WHAT SHOULD BE 
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HAPPENING AGAIN

This paper starts from the premise that the perceptions of traumatic events can be 
acquired and engaged in different ways. Contrary to positions that the “true” picture of 
the Holocaust could only be built through the objective historical facts, this paper pro-
motes the “right to be heard” to the diverse forms of perception of genocide. It starts from 
the premise that different ways of actualisation of the traumatic past engage different 
aspects of its presentation that contribute to the presentation of a fuller picture of events 
that transpired in the past. In that context, the presentations of the Holocaust produced 
by the discourses of historical science and those produced by popular culture are of equal 
value. We believe that the claim expressed in the previous sentence gains in status in 
the new paradigms that prefer the hybrid forms. It will be illustrated by example of The 
Holocaust Memorial Center for the Jews of Macedonia in skopje and the film The Third 
Half directed by Darko Mitrevski

Introduction

Discussing the perceptions of the Holocaust, Alvin H. Rosenfeld believes that the 
picture of the Holocaust is constantly changing. In his view, the question who 
and how transforms and changes that picture, and what are the consequences of 
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those changes, needs to be pondered with great care. Rosenfeld’s main objection is that the 
perception of the Holocaust, for the majority of people, is created by the mass media and 
popular culture, not by professional historians. In his view, it could lead to a situation in 
which “the ‘history’ of the Holocaust that is made available to most people most of the 
time, is largely a product of popular culture and does not always derive from or necessarily 
conform to the history of the Jews under Nazism that professional historians strive to estab-
lish.” (Rosenfeld, 2011:15) Therefore, he concludes: “In sum, the image of the Holocaust is 
continually being transfigured, and the several stages of its transfiguration, which one can 
trace throughout popular culture, may contribute to a fictional subversion of the historical 
sense rather than a firm consolidation of accurate, verifiable knowledge. One result of such 
a development may be an incipient rejection of the Holocaust as it actually was rather than 
its incorporation by and retention in historical memory.” (Rosenfeld, 2011:15-16)

Starting from the position that the history has no direct insight in past events so as it is nar-
rative that presents one of the possible interpretations of what actually transpired (Ginzburg, 
1999, 2001; Iggers, 2005; Manning, 2003; Munslow, 1997; Noiriel, 1998; Southgate, 2003; 
Thompson, 2004; White, 1987; Wilson, 1999), we believe that the privileged position of the 
discourse of historical science is not justified. The “historical memory” that Rosenfeld talks 
about can be as manipulative as the memory created by popular culture. We believe that it is 
of great importance to emphasize that, in spite of the possibility for manipulation, the fact 
remains that both the historical discourses and the discourses of popular culture are important 
points for actualisation of memory of the Holocaust. That fact is only augmented should we 
take into account the difference between history and memory. (Allen & Montell, 1981; Nora, 
1989; Schwartz, 1997; Spiegel, 2002; Watson, 1994; Young, 1997)

Pierre Nora argues that “memory and history, far from being synonymous, appear now 
to be in fundamental opposition. Memory is a life, borne by living societies founded on 
its behalf. . It remains in permanent evolution, open to the dialectic of remembering and 
forgetting, unconscious of its successive deformations, vulnerable to manipulation and appro-
priation, susceptible to being long dormant and periodically revived. History, on the other 
hand, is the reconstruction, always problematic and incomplete, of what is no longer. [...] 
History’s goal and ambition is not to exalt but to annihilate what has in reality taken place. 
A generalized critical history would no doubt preserve some museums, some medallions and 
monuments - that is to say, the materials necessary for its work - but it would empty them of 
what, to us, would make them lieux de mémoire. In the end, a society living wholly under the 
sign of history could not, any more than could a traditional society, conceive such sites for 
anchoring its memory.” (Nora, 1989:8-9)

We hold the position that, in addition to the historical discourse which maintains its dis-
tance because of its reliance on the objective facts, the „lieux de mémoire“ that Nora discusses 
are of equal importance. The Holocaust Memorial Center for the Jews of Macedonia and, 
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in a very specific way, the film The Third Half directed by Darko Mitrevski, using history to 
provoke emotions, are examples of such “lieux de mémoire”. Using the strategies of popular 
culture, the historical fact of the Memorial Center becomes a site of compassion and memory, 
while the film could be analysed as a “corrector” of the manipulative power of history.

Holocaust memorial centre for tje Jews of Macedonia - between museum, monument and memorial
The Holocaust Memorial Centre for the Jews of Macedonia is built in the Jewish Quarter, 

the part of the city which was the centre of Jewish life in Skopje until the Second World 
War. The Memorial Centre opened on March 10, 2011, with the transfer of three urns with 
ashes from Treblinka concentration camp, the destination to which 7,148 Macedonian Jews 
were deported and killed in 1943 (Fig. 1). The urns arrived in Macedonia in 1961 and 
were exhibited in Bitola, Skopje and Štip. It was the fifth memorial centre dedicated to the 
Holocaust victims in the world, after the “Yad Vashem” in Jerusalem, the U.S. Holocaust 
Memorial Museum in Washington, The Jewish Museum in Berlin, Mémorial des Martyrs de 
la Déportation in Paris. Author of the architectural design was Mirko Andovski, co-author 
was Nikola Boshku, and the consultants were Mimoza Tomich and Jasminka Namicheva. The 
web-site of the Holocaust Fund of the Jews from Macedonia states that the Memorial Centre 
aims to represent “a memorial, a museum, an educational and research center, a cultural cen-
tre, a place for changing exhibitions and regional centre for South East Europe.” (Iliev, 2010) 
The authors state that “the Memorial Centre is a multi-functional complex , under the motto 

“So it can’t happen again”, which shall educate healthy young generations”. (Andonovski & 
Boshku, 2005)

The Memorial Centre is divided into four functional units reflecting the events preceding 
the disastrous night of the deportation of the Jews from Macedonia to concentration camp 
Treblinka: “Part I: Main entrance with multipurpose hall and permanent exhibition, as an intro-

Figure 1: The ceremony of 
the arrival of the Urns in the 
Memorial Centre
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duction to the events, followed by documentary materials and the names of the victims; Part II: 
Connecting the memory of the toponym of David Street in peacetime, then painful expecta-
tions, the disastrous night and the silence; short stay at the Skopje Tobacco factory and transport 
to the camp of death! In this part, the history and culture of the Jews from Macedonia will be 
presented as an exhibition, through archaeological, ethnological and other kinds of museum 
exhibits; Part III: People is an indestructible category! Survivors of the Jewish Community with 
great optimism and strong willpower involve themselves into the resistance movement until 
evil was conquered. The third part, placed at the third level, is a space for research, scientific 
analysis and education; Part IV: Office entrance with premises for administration and common 
use, through the three levels of the building (from the South).” (Korneti, Tomic-Nestorova, 
Kolonomos, Cvetkoski, & Shami, 2011:5) 

A. The Place
We shall return to Pierre Nora in our discussion of the difference between milieu de 

mémoire and lieu de mémoire. In his view, the sites of remembrance are a “milieux”, the real 
environments of memory. According to Nora, in the present, lacking memory, we have to be 
satisfied with the lieux de mémoire, the sites that remind us of the past: “Our interest in lieux 
de mémoire where memory crystallizes and secretes itself has occurred at a particular histori-
cal moment, a turning point where consciousness of a break with the past is bound up with 
the sense that memory has been torn - but torn in such a way as to pose the problem of the 
embodiment of memory in certain sites where a sense of historical continuity persists. There 
are lieux de mémoire, sites of memory, because there are no longer milieux de mémoire, real 
environments of memory.” (Nora, 1989:7)

The site on which the Memorial Centre was built was selected for its symbolic value. It is 
located in the former centre of Jewish life in Skopje, so-called Jewish Quarter, whereas that 
particular location marks the connection between the past and the present. That transforms 
the site of the building into a lieu de mémoire. The building, on the other hand, has the char-
acteristics of both a monument and a memorial. 

The Memorial Center is located in the middle of a heavily developed site with a complex 
of new buildings. In front of the Memorial Center the emphasis is placed on the empty space 
which seems to suggest the loss, the void created by the deportation of Macedonian Jews and, 
as such, functions as a memorial. The elements of the design of the building, on the other 
hand, suggest it is a monument of a kind. The material used for the face of the building, a 
combination of stone plates and reflective glass is the initial lead towards such a conclusion 
(Fig. 2). The huge stone blocks, heavy and rough in their uniformity and strength, press on 
the observer and augment the feeling of anxiety. The face is anchored by several stone pillars 
that end in sharp points. The glass-covered parts of the face also grow, in several places, into 
pointed pillars. The stone and glass pillars extrude over the top edge of the building. The 
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sharp, pointed ends and their skyward orientation indicate their relation to the obelisk as 
a form. From the Assyrian “White Obelisk”, through the Egyptian obelisks, the obelisks of 
the Axumite Kingdom, to the Washington Monument, that form always indicate a monu-
ment and is a symbol of the ties between this world and the world beyond, the relationship 
between human and divine, the past and presence. On the other hand, the glass parts of the 
face of the building reflect the images of the surrounding buildings. Thus, the city of Skopje is 
symbolically incorporated into the composition and becomes an element of the remembrance. 
A line is drawn between the contemporary residents of Skopje and those that once lived in 
the empty space surrounding the building. As Michael Rustin (1987:33–34) argues, we need 

“some expressive relationship to the past” and attachment to particular territorial locations as 
“nodes of association and continuity, bounding cultures and communities”. (Rustin, 1987: 
33-34 Cited by Morley & Robins,1995: 87). The empty space and the obelisk, both power-
ful symbols with multiple meanings, in relation with the terrifying monumentality of the 
stone, suggests that this is “a special precinct, extruded from life, a segregated enclave where 
we honour the dead.” (Danto, 1985:152)

In that context, we would like to point out at another fact. Before the Memorial Center 
was built, the awareness of the genocide of the Jews was there, as a historical fact that had 
no concrete shape or form. The young citizens of Skopje who have not witnessed the so-
called “Old Skopje”, have heard in the process of education, but also from their parents and 
grandparents, personal stories and memories about the fate and the property of the people 
that lived in the aforementioned area before the war. The young generation usually accepts 
those memories as horrible stories that happened “someplace somewhere”, as educational tales 
about the dimensions the human evil can reach, and even fantastic, fairytale-like fables that 
carry some message in a fantastic tale. The building of the Memorial Center on the site once 

Figure 2. The build-
ing of the Holocaust 
Memorial Centre for the 
Jews of Macedonia
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populated by Jews gives concrete and spatial shape to those stories. The event has no longer 
happened “somewhere yonder” but here, very close to us, just a step away from our homes. 
Thus, using the so-called procedure for incorporation of identity to a location through the 
architecture (Osborne, 2001), a forgotten memory is actualized. In that way, the Memorial 
Centre becomes an object/mnemon (Halbwachs 1992), tied to the characteristics of the 
site, and it functions as a mnemonic device to construe the symbolic topography of the site 
through commemorative activity. 

B. Engaging emotional sensations
The conceptual organisation of activities of the Memorial Centre in Skopje aims, without 

“contributing to a fictional subversion of the historical sense” to engage the senses and cause 
emotional sensations which are as strong as the historical facts. The central position in the 

“exhibition space” is given to the artistic installation (Fig. 3) - digital picture frames, going 
on and off in sequence, present screens with photographs of the Macedonian Jews killed in 
Treblinka. It is a symbolic representation of the passage of life that can last only in our memo-
ries. That creation not only fits well in Danto’s definition that “memorials are often just lists of 
those killed”, but also performs the important function of a memorial which “as a collective 
cenotaph, situates the memorialized war (in our case: the Holocaust, authors’ note) in the 
consciousness of the nation.” (Danto, 1985: 152-153). Moreover, the artistic installation at 
the Memorial Centre aims not only to remember the individual victims, acting as a sort of a 
record, but also to provoke emotions. That is a specific way the “awareness of a nation” acts, 
not only through presentation of facts which, in this particular case, are only minimal. The 
manner in which the facts are presented, through art, provokes emotional response that don’t 
allow the visitor to be indifferent to genocide. Not all detailed historical facts are emphasised. 
The photographs offer very little information: they depict women, men or children. There are 
no names, no information on the social status, age, relatives, etc. Still, it is civilians that look 
at us from the photographs in the installation, portraits of ordinary people, likely done at 
common everyday occasions, during peacetime, intended to be a part of family memory. They 

Figure 3. 
Installation 
with photo-
graphs of the 
victims.
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are often smiling faces, or they are serious, sombre expressions, some faces have expressions 
of expectation, some are indifferent, ordinary people, usually in their best clothes, traditional 
or urban attire or in lawsuits that follow the dictates of the fashion of the age... The contrast 
between the mundane everyday stuff and the irrefutable fact of Holocaust victims creates 
a shock and emotional reaction for the visitor. The framed photographic portraits seem to 
carry the message that this world around us, the world that we know and feel close, is con-
stantly exposed to the danger of turning dangerous, monstrous and evil. The photographs 
are not archival lists that keep the memory of individual victims, they are warnings that if we 
forget about it, it might repeat itself. And if it does happen again, the frame is then opened 
for new contents and anybody could be framed in it. As an artistic and aesthetic whole, the 
installation is “free of the drudgery of being useful” (Benjamin, 1978:155). As a message, the 

“usefulness” of the photographs is seen is their ability to create many readings, interpretations 
which, depending on the background of the visitor, would provoke different emotional and 
aesthetic sensations and responses. The common point for the different interpretations is the 
fact that the visitor is drawn into the past which is re-actualized in the visitor’s reception. So, 
the past turns into presence, the historical fact from the past turns into reality. The photo-
graphs used in the installations are no longer a part of the memory of a single person or family. 
Together, they become element(s) of the collective memory.

The fact that these are portraits of real people that lived in a given space at a given time brings 
the artistic installation close to the function of memorials that “embody grief, loss, and tribute or 
obligation; in so doing, they serve to frame particular historical narratives.” (Sturken, 1991:120) 
They function as, according to Nora, archival memory that is based “on the materiality of the 
trace, the immediacy of the recording, the visibility of the image.” (Nora, 1989:18).

C. Artefacts of Reality
The urns with the ashes of Macedonian Jews that perished in Treblinka are exhibited in a 

separate room (Fig. 4). The urns arrived in Macedonia in 1961 and were exhibited in Bitola, 
Skopje and Štip. On the ground floor, to the left of the entrance, there are the film screening 

Figure 4. The urns with the 
ashes of Macedonian Jews 
that perished in Treblinka.
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room and the souvenir shop. The urns, silent witnesses of the crime, are valuable in their own 
right - they are possibly the only physical tie to the traumatic past, knowing that there were 
almost no survivors that came back from Treblinka. For that reason, they are sacralised objects 
that are used to pay respect to the victims. They are, it could be said, a “memorial within a 
memorial”. They are an indirect representation of a concrete body in absentia, “remains” of 
the forced, physical transformation of the body. Unlike the holy relics that don’t correspond 
to the nature (Gavrilović & Radojičić, 2007), here we have “present” disciplined bodies in 
their fatally terminal form – the missing bodies. Facing the urns means the ultimate confron-
tation with the disintegration of corporeal (existential) identity, the final confrontation with 
violent death. If the sanctity of undecomposed dead bodies, according to Gavrilović, “is the 
most obvious example of disciplining of nature and its devaluation of culture” (Gavrilović 
& Radojičić, 2007:59), the exhibition of the urns is a testimony to the action of culture of 
violence over the natural right to life. 

The main hall is used for exhibitions dedicated to the Holocaust and the history of 
Macedonian Jews. It also houses one of the railcars used to deport Macedonian Jews to 
Treblinka (Fig. 5). It is the original rail car and it was found in Sofia, Bulgaria. The railcar’s 
function falls within the classical definition of museum artefact, objects of most directly 
changed usefulness mentioned by Benjamin. The railcar is an iconic sign, present at the site 
of the absent event. Like the urns, it is silent witness of the crime. It is a museum artefact that 
is here, but out of time and space, performing a function “to remind, without much explana-
tion”. (Sturken, 1991:120) The railcar is an attempt to freeze a moment in time, but not, as 
happens often in museums, with the aim to conserve it, freeze it as a universal image, but to 
transform it into a collective memory, so that we don’t forget. This section of the Memorial 
Center places the emphasis on an individual object, the railcar that transported the Jews to 
the concentration camp that was turned into a “museum artefact”. That “privilege” was not 
bestowed upon it on basis of its intrinsic value, rather, it arises from the context: It is not a 
representative example (in terms of certain aesthetic criteria, as a visual shape or decorative 

Figure 5. The original rail car 
used in the deportation of the 
Macedonian Jews.
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form, it has no ethnographic, archaeological or artistic significance) of its age. It is a simple, 
everyday object that in the given circumstances, due to its historical meaning, became a 
museum artefact. The visitor observes the object (the railcar) in the context of genocide, it is 
a sign of veracity of the presented narrative. It is a detail from reality that functions as “prov-
enance verifier” for the presentation, which establishes a direct relationship between it and the 
other contents of the Centre. Although the exhibition gives the railcar the status of museum 
artefact, it alone is not sufficient; it means nothing on its own. Its meaning and value are 
extracted from the context of events. The railcar, just like the urns, grows into symbol of evil 
cause by deranged human mind. 

This section of the Memorial Center is used for exhibitions and workshops dedicated to 
the Holocaust of Macedonian Jews. Thus, the institution is, at the same time, a cultural and 
educational centre, a place where the communication between history/memory and the visitor 
is not one-way, moving from the former to the latter. Quite to the contrary, the workshops 
offer an opportunity for interaction between past and present. It is in the workshops that the 
visitor can directly relate to and “enter” the lieux de mémoire. The two-way communication 
contributes to greater emotional involvement in the events we remember. In the words of one 
high-school student after the workshop: “I felt like Anne Frank.” (Georgievska-Jakovleva & 
Pavlovski, 25/09/2014) This is especially important knowing that workshops are often held 
for students of elementary and secondary schools in Macedonia. The situation is similar for 
the exhibitions that are organized from time to time. The exhibitions often present draw-
ings and paintings of students, done for various competitions or to mark important dates. 
Therefore, the Memorial Centre is not just educational institution - it produces knowledge 
about the Holocaust. 

Virtual tour through the history of holocaust
The first floor exhibition is based on history: it is dedicated to the life of the Sephardic Jews 

after their expulsion from Spain in the Late Middle Ages and their contributions to the society, 
and to the spiritual, cultural and artistic life of the Jewish community which, as one of the 
more affluent, was involved in the social life all over Europe. The second floor is dedicated 
exclusively to the Holocaust, from the moment of the deportation to the events at Treblinka 
and the events in Poland in general – during the WWII, there were seven Nazi concentration 
camps in Poland in which several million people were killed. This is a more modest exhibit, 
consisting mostly of panels with reproductions maps and photographs. Still, it formally fits 
in the declared policy of the Memorial Centre.

The oldest material proof of Jewish presence in Macedonia dates from the 3rd Century B.C. 
The synagogue discovered at the archaeological site Skupi (several kilometres from the centre 
of Skopje) originates from that period. “A true wave of immigration of Jews to Macedonia 
came at the end of the 15th Century, as the result of the mass persecution of the Jewish popu-
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lation on the Pyrenean Peninsular and the violence they suffered at the hands of the Spanish 
Inquisition. The largest wave took place in 1492, when Spain adopted a law to expel all the 
children of Jehovah that didn’t want to convert to Christianity. [...]The Jews that moved 
in from Spain included a large number of educated people, and they brought with them 
significant amounts of capital and sense for trade and crafts.” (Павловски,	2006:437) The 
third wave of Jewish immigration into Macedonia took place at the end of the 19th Century. 
During that wave, it was mostly Polish, German and Russian Jews that arrived to Macedonia. 

On the deportation of Macedonian Jews during WWII, we shall quote an abbreviated 
version of the article describing that terrifying event published on the web-site of the United 
States Holocaust Memorial Museum: “On October 4, 1941, the Bulgarians enforced an 
extraordinary measure that prohibited the Jews of Macedonia from engaging in any type of 
industry or commerce. All existing Jewish businesses had three months to transfer ownership 
to non-Jews or sell their assets and close down. [...]On July 2, 1942, the Bulgarian govern-
ment demanded that all Jewish households hand over 20 percent of the value of all assets, 
including property, furniture, cash, and household items. Committees were established to 
assess the value of the Jews’ property. The possessions of those who did not have the money to 
pay the tax were sold at auction. [...]Though allied with the Germans, the Bulgarian govern-
ment refused to deport Jews residing in Bulgaria proper. Bulgarian authorities did, however, 
deport Jews without Bulgarian citizenship from the territories of Yugoslavia and Greece which 
Bulgaria occupied. They deported the Macedonian Jews in simultaneous actions that began 
in the early morning of Thursday, March 11, 1943. In Monastir, Skopje, and Štip, where 
there was a tiny population of Sephardic Jews, several hundred police and soldiers, as well as 
cart drivers with their carts, gathered at municipal police stations at 2 a.m. to receive instruc-
tions for the removal of the Jews and their belongings. In Monastir, Bulgarian military forces 
established a blockade around the city to prevent escapes. Between 5 and 6 a.m., groups 
fanned out into the ghetto to bang on doors and order the residents to leave their homes in 
one hour. The Jews were told that they were being transferred to other parts of Bulgaria and 
that after the war they would be returned to their homes, but this did little to ease the ter-
ror and confusion of this massive eviction. At around 7 a.m. the Jews were forced to walk to 
the railroad station, where a train was waiting to take them away to neighbouring Skopje; a 
temporary detention centre had been established at the state tobacco monopoly warehouse 
known as Monopol. (Fig. 6) The Monopol was chosen for its ability to hold thousands of 
people, and also because it was served by a railroad. [...] For the next 11 days the Monastir 
Jews, together with Jews from Skopje and Štip, approximately 7,215 in all, lived in crowded, 
filthy conditions in four warehouses at Monopol. The weather was cold, there was little food 
and few blankets, and the Jews were continually searched, beaten, and humiliated. Women 
and girls were raped. [...]Three railroad transports took the Macedonian Jews from Monopol 
to Treblinka. The journey typically took six days, and during this time the Jews were locked in 
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cattle or freight cars. Several Jews died during each transport, and the living had to endure the 
presence of corpses. On the morning of March 22, 1943, some 2,300 Macedonian Jews from 
Monopol were forced to board a train consisting of 40 cattle cars. Families journeyed together, 
and the transport included at least 134 small children no more than four years old, and at least 
194 children between the ages of four and 10. The train arrived at Treblinka six days later on 
March 28 at 7 a.m. Four people died on this transport. The overwhelming majority of these 
Jews were from Skopje. On March 25, German and Bulgarian soldiers loaded about 2,400 
Macedonian Jews onto a train made up of freight cars. All the Jews from Štip, who numbered 
551, were on this second transport, as were about 2,000 Jews from Skopje and Monastir. The 
last train carried around 2,400 Jews, approximately 2,300 of whom were from Monastir. The 
Jews began boarding the freight cars at 6 a.m. on March 29 and by noon the train was full. 
The departure of this train for the killing center at Treblinka signalled the final destruction of 
the Jewish community.” (Cohen)

Skopje vs. Berlin
If we compare the Holocaust Memorial Centre for the Jews of Macedonia with the Jewish 

Museum in Berlin, we shall find a number of similarities, but also a number of differences. 
The author of Berlin’s Jewish Museum, the Polish-Jewish architect Daniel Libeskind, devel-
oped the project around a three conception that formed the museum’s foundation: first, the 
impossibility of understanding the history of Berlin without understanding the enormous 
intellectual, economic and cultural contribution made by the Jewish citizens of Berlin, second, 
the necessity to integrate physically and spiritually the meaning of the Holocaust into the 
consciousness and memory of the city of Berlin. Third, that only through the acknowledge-
ment and incorporation of this erasure and void of Jewish life in Berlin, can the history of 
Berlin and Europe have a human future. (Libeskind, 1999) Skopje’s Memorial Centre has 
a humbler goal: To document the Holocaust of Macedonian Jews, i.e., to turn the former 
Jewish Neighbourhood into a lieux de mémoire. The Museum of the Holocaust of Jews 
in Macedonia wasn’t designed with such grand ambition like the Berlin’s museum, and it 

Figure 6. Macedonian Jews at the Tobacco 
Monopoly transit camp in Skopje
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certainly doesn’t have such economic resources available. It lacks that exclusive exhibits and 
artefacts like the Jerusalem Museum, and it doesn’t have the grand research facilities of the 
American Memorial Centre. Still, entering the Memorial Centre in Skopje, one enters a nar-
rative that is not less relevant in the context of historical discourse. The presentations of the 
Holocaust in this place of memory and remembrance, disturbing and stirs up emotions. It 
means that we can question Rosenfeld’s view that popular culture changes the understanding 
and the views on the Holocaust. The history, aiming at objective presentation of facts, doesn’t 
engage the emotions in the same way the art does. Or as popular culture does. It is either the 
film or the museum exhibition. One proof of that is the installation that greets us at the very 
entrance of the Memorial Centre. That is even truer of the railcar which, as a part of museum 
exhibition, loses its actual meaning and gains new symbolic value. It pulls us into the story, 
demanding our reaction. The facts, together with the visual impressions (the museum exhibits 
that etch into our memory as concrete pictures, not some form of abstraction) are an effective 
way to keep memory alive, to know and to prevent history from repeating.

Cinematic memory - Corrector of historical manipulation
When discussing the popular culture presentations of the Holocaust in Macedonia, we need 

to mention the feature film The Third Half, (Mitrevski, 2012) directed by Darko Mitrevski, a 
film that met with strong and fierce reactions in Bulgaria. On the other hand, it was greeted 
enthusiastically in Macedonia. “The Third Half is a deeply moving, life-affirming story of love 

Figure 7. Scene from The Third Half.
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during war-time and a country’s passion for soccer. In 1941 Macedonia, a young Eastern 
Orthodox, Kosta, and a wealthy young Jewish woman, Rebecca, fall in love, despite her 
father’s effort to keep them apart. With the war raging around their borders, the Macedonians 
remain cocooned in their world of patriotic pleasures, primarily concerned about getting the 
beleaguered Macedonia Football Club on a winning streak. Their manager hires the legendary 
German-Jewish coach Rudolph Spitz to turn them into champions. But when the Nazi occu-
pation begins and they start deporting Jews, Kosta and his teammates realize that the carefree 
days of their youth are over. As the Nazis try to sabotage the outcome of the championship 
game, and Spitz’s life is threatened, Kosta and his teammates rise to the challenge to protect 
their coach, with all of Macedonia cheering them on.” (Anonymous)

The Third Half offers a cinematic version of the history. (Fig. 7) At the same time, it is a 
lyrical story of love, football and cruelty, and the story of the genocide of the Jews is one of 
the narrative lines. The subtle intertwining of the three narratives elaborates the problem of 
guilt for the victims (both the Jews and the Macedonian footballers). The final scene – shot 
on site in the Urn Room of the Memorial Centre, takes place in the present. It represents the 
symbolic search for historical justice. 

In conclusion 
The Center is not a museum in that classical sense of the word, aiming solely to collect, 

safeguard and present to the public facts from the traumatic past of the Jews in Macedonia. 
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It doesn’t aim to be a place reserved for social elites. Quite the opposite: It is a place in which 
the ordinary people will want to spend some of their time. It is a place that not only conserves 
and creates knowledge, but also a place of active participation, conceived for active participa-
tion of the community in the processes of social marking, interpretation and even change. 
The visitor is not just a silent observer but an active participant (he/she reacts, creates, learns) 
in the common creation of knowledge. It contributes not only to the study of the Holocaust 
of Macedonia Jews (and the Holocaust in general), to round it up and overcome it, thus, to 
remember it. Remember it as a cautionary tale for the future. 
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FROM THE CONTESTED PAST TO THE 
NEGLECTED PRESENT: THE CULTURAL 
POLITICS OF MEMORy OF BELGRADE’S STARO 
SAJMIŠTE (THE OLD FAIRGROUND)3

 The Old Belgrade Fairground is a multiple layered keeper of memory and a paradigmatic 
space displaying Belgrade’s interrupted memories. However, cultural policy and memory 
policy have applied different strategies of forgetting regarding this space.
Aim of the research is to explore concepts and methodologies of cultural politics and 
curating memory through post memory (Hirsch) at the memorial site of Staro sajmište. 
The main research questions are: how to construct out of The Old Belgrade Fairground as 
a place of memory in an ideologically divided society? And what narratives and strate-
gies of memory to select for the new memorial centre settled in a space so “charged” with 
different, dissonant memories?
The paper is based on the analysis of previous politics of memory and forgetting 
(Connerton, Assmann), related to memorial sites and monuments of the Holocaust and 
wwii in general. the method of the research is comprised of document analysis (official 
documents related to memory policies), secondary analysis of literature related to the 
Old fairground (both historical and project related) and through participant observation 
during one year period of the work of the Committee for the future Memorial Centre at the 
Old fairground. Paper discusses the main outcomes of the work of this body related to the 
main policy and curating principles.   
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Introduction

City of Belgrade as such can be considered as the space and the place of memory. Its 
streets and buildings, its monuments and squares, parks and riversides, bridges and 
factories, all are telling to the competent „reader“ different stories about complex his-

tory of its development, ruining and reconstructions. But Belgrade is an exemplary city as a 
space/place of interrupted memory, as city governments never had coherent memory policy. 
Thus symbols and city bearers (Nas, 2011) do not communicate in any coherent narrative 
with its inhabitants or tourists. Most of the untold stories, events, and even some still existing 
monuments went to the oblivion.

However, there are many efforts of both public institutions and civil society to keep 
“memory storage” (Assmann) and to create narratives of remembrance. Belgrade city archive 
has collected numerous documents publishing them in form of books (selected archive 
materials) – thus creating conditions for a more consistent and elaborated memory policies 
in the future. Historical research exists and academic reviews such as Nasleđe are „hiding“ 
an important reflections about different layers of its historical heritage among its academic 
community.

Media also contributed to this collection and representation of episodic memories regard-
ing Belgrade past, thus a serial of 27 episodes Belgrade eternal city and Hundred Shadows over 
Belgrade in production of Skordisk company and RTS have gained large popularity. It has 
been published both as a book and a DVD aimed for broader audiences. One episode was 
dedicated to the fate of Jewish community of Belgrade (Diklić, 2014: 451-475).

Published project History of Private Life in Serbian Countries has brought six books among 
which History of Private Life in 20th century that has mostly used methodology of gathering 
family stories, artefacts, souvenirs (Popović et al., 2011).

There are numerous projects of civil society regarding collection of individual, private mem-
ories, often gained as post-memories, as in the Facebook project Humans of the past operated 
by Ognjen Cvijanović which collects visual images from people coming from all over the 
Balkans. It is mostly focusing on private family stories, but with a much wider significance for 
a new culture of memory which should be consistently developed in Serbia. Numerous old 
and new NGOs are active in this field from Association of Belgrade history amateurs to 
Forum for applied history which produced a book specifically devoted to the suffering of 
population and antifascist battles (Rëdle; Pisari, 2013).   

The Old Belgrade fairground is a “historical complex” (UNESCO, 1976) which provides 
a living presence of the past that it is formed, and presents a testimony of great importance 
for identities of peoples and communities. This historical site is a part of the everyday envi-
ronment of communities and society as a whole. Restoring the relevant values is at the core 
of ideas that lead to the sustainability of this place, which would contribute to the richness 
of cultural heritage of the world. With its multi-layered identities and meanings, the Old 
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fairground marked the rise and fall of the culture and the society of the time. This space 
contains so many different messages and all layers of memories in this space are intertwined 
parts of heritage (Rogač Mijatović, 2014: 144). “In only four months (December 1941 – 
March 1942) more than 7000 Jews were killed in the camp, and Serbia was the first country 
in Europe in which the ‘Jewish question was solved’. After the Jews were executed, the con-
centration camp at the Fairground became a killing field of captured partisan and chetnik 
soldiers, as well as civilians captured in areas where battles took place. By April 1944 around 
90 000 people had passed through, and around 40 000 were killed in the ‘Transitional Camp 
Zemun’” (Koljanin, 1992: 15).

Over time, The Old fairground has received numerous meanings; today it exists as a mul-
tiple symbol bearer - a place of remembrance of the genocide and of the loss of multicultural 
Belgrade; listed in history of Belgrade modernity (architectural, and as it was also a place of 
the first TV broadcasting before WWII); carries also a socialist narrative: artists in socialism 
have been seen not only as carriers of future times , but as “keepers of memories”, and thus 
were given the space the Old fairground... (Dragićević Šešić, 2008: 269).

In contemporary Belgrade, we often see the interplay of memories of victims and memo-
ries of perpetrators often belonging to the same community. Since the ’70, up to the presence, 
numerous stories, films, TV series were directed, from partisan movies to Ravna gora (2014) 
(ode to chetnik movement).

The past in the present: the interplay of memory and heritage
Theory of cultural memory deals with the processes of “cultural memorization” — the 

ongoing representation of the past and how it shapes the future (Assmann, 2006). Curating 
memory has become one of the main challenges of the changing relationship towards the past 
and historiography in general.

Through the concept of memory places lieux de memoire, Pierre Nora (Pierre Nora) indi-
cates that the mnemonic resources, as a kind of infrastructure of collective memory, are not 
devoid of ideology, but on the contrary, they are far from neutral and are full of value judg-
ments (Nora, 1998).

Unlike some other places of memory, traumatic places like this are multi-layered, with 
many meanings, filled with memories and different interpretations (Assmann, 2006: 287). 
This comes to be significant especially in terms of heritage “that bonds and divides” (Dragićević 
Šešić; Rogač Mijatović, 2014) - for places, sites and buildings which remain neglected as not 
used for community development and not actually present in the collective memory of its 
community and nationwide. Thus, post-memory is different in each socio-cultural settings.

Universal collective memory about the Holocaust should be complemented with particu-
lar memories (Zelizer, 1998:4) in each city and region, as everyone should participate in the 
production of memory. 
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Milija Gluhovic in his book Performing European Memories (2013) categorizes different 
memory aspects: the historical (relationship between historiography, individual and col-
lective memory), psychological (trauma, mourning and melancholia) and philosophical 
(subjectivity).

The concept of “post-memory” describes the relationship that the “generation after” 
bears to the personal, collective, and cultural trauma of those who came before-to experi-
ences they “remember” only by means of the stories, images, and behaviours among which 
they grew up. Post-memory´s connection to the past is thus actually mediated not by recall 
but by imaginative investment, projection, and creation (Hirsch, 2013). “Heritage now is 
often laden with sorrow and guilt. The past still awakens pride in origins and precursors, 
but victim-hood occupies centre stage. It is often said that history belongs to the victors; 
heritage is now the special province of the victims” (Lowenthal, 2000: 17).

Drawing on the UNESCO definition of cultural heritage as the legacy inherited from 
past generations, maintained in the present and bestowed for the benefit of future gen-
erations, it is clear that heritage is an inter-generational phenomena. On the other hand, 
heritage is valued in myriad ways and for myriad reasons – to build bonds around com-
munities, but also to differentiate from others; to construct identity and ensure continuity, 
and also to manipulate the present and send political messages. When it comes to the 
notion of universality in cultural heritage, it assumes that certain aspects of heritage 
are meaningful to all people, regardless of their cultural, social, political, and economic 
differences.

Why heritage matters to society? Is the key question in relation to the ways in which 
heritage contributes to achieving social and cultural sustainability that has found some of 
the answers in Faro convention (Council of Europe 2005). Heritage means interpreting, 
using and transforming heritage, as well as resilience to change, so therefore not merely 
preservation.

In the New Heritage concept heritage is seen not primarily as objects but as a process 
and the interaction between people and their world. It sees heritage as a process, and what 
is more, as a continuing process, of creating, constructing, using and modifying heritage 
(Fairclough 2008: 297). “Practicing heritage in these terms, as a way of understanding, 
rethinking and creating one’s own view of the world, implies active citizenship, inclusive-
ness, pluralism and participate decision-making over in which kind of society a person 
wants to live in.“ (Kisić, 2014: 89)

This means a democratic participation with greater concern for the local and the everyday 
in the ongoing process of defining and managing cultural heritage. This integral approach 
to heritage meets the idea of heritage being a driver for social change that it can contribute 
to better understanding, respect and promotion of diversity of communities, promotion of 
both shared and distinctive identities.
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Politics of memory and forgetting at Staro sajmište
In analyzing reasons for “weak” post-memory in collective consciousness about Staro 

sajmište, we were using Connerton’s (2008) typology of forgetting4 (oblivion policies) as well 
as notions of selective remembrance and episodic remembrance, important for understanding 
how policies of forgetting might be effective in fragmenting the ‘identity narrative’ (Ciuk 
and Kostera, 2010).

Several types of forgetting were applied in implicit politics of remembrance and forget-
ting within socialist and later transitional society. In most of the cases it was prescriptive 
forgetting that was on agenda, but also, maybe – forgetting as a shameful silence (Dragićević 
Šešić and Stefanović 2013). In history of the city there were no decisions that would justify 
to call this oblivion as repressive erasure, neither as structural amnesia (as in the same time 
was even a part of the past which was linked to Socialist working brigades and building 
of New Belgrade was „erased“), what definitely should not be expected during socialist 
Yugoslavia.

However, in parallel to this official policy of oblivion and in parallel to the archived mem-
ory, Belgrade citizens had kept, through their social encounters many individual stories which 
still could become part of a collective narrative. That of course only if public policies would 
help in engaging societal communication instruments or civil society would begin a strategic, 
more complex action in this sense.

In this non-memory policy, specific destiny expected institutions, monuments and heri-
tage sites linked to WWII and to a period of socialism. In the transition, lack of interest for 
this period of history made some of them abolished (like Museum of Banjica), or transformed 
(Museum of Revolution and working class movement in the Museum of the Serbian History, 
Tito’s museum in the Museum of the history of Yugoslavia), monuments had been removed 
(like Boris Kidrič monument). Festivities celebrating liberation of Belgrade on 20 October 
1944 had been cancelled, and city celebration removed from October to April, finding in 
the more distant history the „adequate dates“.5 Population has not yet accepted all of those 
changes, because transition had brought not only neglect for socialist heritage, but also a 

4 Repressive erasure (1) characterises both totalitarian and authoritarian societies with its numerous taboos and 
censorship. Prescriptive forgetting (2) is necessary oblivion for societies which just went through conflict. Forgetting 
as a necessity for a new identity (3) is a rare policy today, however applied in those who want to change socio-
cultural identity (like Macedonia who wants to change Slavic for antique identity). Structural amnesia (4) usually is 
applied to erase socially and culturally irrelevant moments for desired “constructed identity narrative”. Forgetting as 
annulment (5) occurred due to over-information. Forgetting as planned obsolescence (6) can be rarely found in con-
temporary societies. Forgetting as humiliated silence (7) is the most common in societies who went through humiliating 
events, dishonourable for “national” identity (defeat in war, acceptance of ultimatum, etc.) – and maybe relations 
toward NATO bombardment from some social actors might relate to this. To these seven, two additional types of forget-
ting might be added (Dragićević, Stefanović 2014): forgetting as shameful silence, and forgetting as confused silence.

5  However, in this year of 2014 a change could be seen. Military parade will be organized on the 20th of October  (in 
the honour of Putin›s visit and thus is not a convincing policy change).
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necessity for reinterpreting previously dissonant heritage. Thus focus transferred at heritage 
which during socialism was under repressive or prescriptive erasure.

New demands reappeared with government changes in 2001. Mapping memorial sites (8 
monuments) linked to WWII has become of extreme importance. As many different „revisionist“ 
forces wanted, mostly through media, but also through Parliament, to rewrite and reconstruct 
history, and give new meanings to historical events, new suggested narratives very different from 
explanations and interpretations previously approved by historical science. Those counter-attempts 
were done by City Archive as well as by numerous non-governmental organisations such as Rex, 
Centre for Cultural Decontamination, Bureau for Culture and Communication, etc. which made 
visible places of martyrdom of WWII and organized debates devoted to rewriting of history.

The Old fairground as a place of memory in the socialist yugoslavia
Within socialism, politics of memory and forgetting was not explicitly developed. Often, 

it was conducted ad hoc, according to the willingness and charisma of some of ex-partisan 
leaders who would lobby for a certain idea or a project (story about Jasenovac memorial could 
be significant in this respect). Thus, the Old fairground was in the first moment “out of sight” 
as a memory place.

Immediately after WWII the space of the Old fairground was used for Youth Brigades 
brought from all around Yugoslavia to build a new socialist city as a symbol of new, this 
time federal, country of Yugoslavia. After a few years, better and closer logging was built 
and those empty spaces have been offered to numerous young artists, who created in this 
space a place of encounters where even sometimes censored theatre performances happened, 
like Waiting for Godot, in Atelier of Mica Popovic (Dragićević Šešić and Stefanović 2013).

During ’60s and ‘70s, this space was slowly degrading, accepting more and more poor 
inhabitants of Belgrade. Artists were getting older and older together with their ateliers, usu-
ally not capable for investing in those spaces.

Since the ‘80s, Darko Tatić, Professor of Faculty of Drama and famous director, son of one 
of the three architects of the Fair started with his campaign for Staro sajmište as the City heri-
tage. His actions continued without any results until 2007, when he succeeded to organize a 
three-day conference devoted to this symbol bearer of Belgrade architectural modernism, but 
also of Holocaust, and, of socialist cultural policy. However, this conference has not achieved 
immediately its desired outcomes – the conference as advocacy and lobby tool could not 
convince political authorities about necessity for raising this issue as a crucial project for a 
new culture of memory.

In the meantime, different organizations lead their “battle” for Staro sajmište, from Subnor 
(2008)6 to the Municipality of New Belgrade.7

6  http://www.beograd.rs/cms/view.php?id=1304429 accessed 10 September 2014
7  http://www.beobuild.rs/forum/viewtopic.php?f=3&t=269&start=75 accessed 10 September 2014.
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The destiny of the Old Belgrade fairground was re-debated many times afterwards. It 
became finally a paramount task for city authorities, and the City established in 2012 a 
Committee for determining the condition of cultural heritage complex „Staro sajmište” lead 
by Željko Ožegović (with representatives of all relevant city secretariats and agencies)8. Both 
the Council and the Advisory Council for Culture of the Mayor of Belgrade will soon real-
ize that a group of researchers and cultural activists is needed to „curate memory“ – to give 
adequate meaning to this abandoned and destroyed space. The group members, who were 
suggested by Advisory Council for Culture and confirmed by the Mayor of Belgrade Dragan 
Đilas, included representatives of different communities (Jewish community, artists, his-
torians, cultural and media workers)9, but didn’t include representative of „present users“ 
– neither of inhabitants, neither of artists having ateliers in Central Tower. Both committees 
were intensively working – the first one on finding solutions for moving (offering them other 
places for ateliers) artists10 from Central Tower so that the Tower can quickly enter the process 
of restoration, and the second on the concept of the program which would give the sense to 
the Memorial site, while many issues have been at stake during this process.

One of the key challenges was crossing narratives – narratives which should be created or 
chosen from already existing, marginalized narratives, to enter in the central space of Belgrade 
and Serbian cultural life - as well as becoming the part of collective consciousness and collective 
memory of all generations. Secondary issue was a representational narrative which was to become 
a narrative for tourists, a narrative for Europe, although majority of the Holocaust museums and 
memory sites had been created in new democracies as part of processes of European integra-
tion. The committee put this issue as of secondary importance, not wanting to conceptualize 
this place of memory as a space for „dark tourism“, as a space for memorial mass war tourism.

The Committee also had to take into account that a nearby memorial site of a new fancy 
„non-place“ (Auge) was created – Shopping mall „Ušće“, and that new reasons for oblivion 
appeared in consumerist society obsessed with present, entertainment and simulacrum of 
luxury. Thus, the Old fairground’s neighbourhood is not something that Shopping Mall and 
its common visitors would perceive as desirable in its own neighbourhood.

Thus the Old fairground as dissonant heritage became also dissonant in its revitalization 
concept in the structure of New Belgrade developmental vision as a space without history. It is 

8 http://www.politika.rs/rubrike/Beograd/Dogodine-u-memorijalnom-centru-Staro-sajmiste.lt.html accessed 10 
September 2014.

9 Members of the group were: Milena Dragićević Šešić, president, historians Branka Prpa, Milan Koljević, Milan Ristović, 
Olga Manojlović Pintar and Jovan Byford; art historians Irina Subotić and Nikola Šuica, architect Zoran Đukanović, con-
servator Aleksandra Fulgosi, urban economist Miodrag Vujošević, media expert Veran Matić, representative of Jewish 
community Ruben Fuks, Željko Ožegović as president of the City Committee for Old Fair and artist Rena Raedle.

10 Currently, there are 16 artists ateliers in total to be relocated, while there used to be almost 100 of them in different 
pavilions. See: Spisak prostora i korisnika ateljea u Kuli na Starom sajmistu vezano za raseljavanje i dodelu novih ateljea 
u zakup, 6. March 2013.
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not only the Old fairground that has been erased from New Belgrade context – this also relates 
to Hotel Yugoslavia, residential complex pavilions, although the complex Fontana was suc-
cessfully defended. The urban features of New Belgrade have been forgotten, such as demand 
to have schools without fences, House of culture and Student city without fences, sports 
playground without fences... Now, all those fences have been built – changing the crucial idea 
of openness to the community of this new Corbusier built city (Blagojević, 2007). “In the 
wasteland, out of the buried sand in the swamp, a new city - a modern urban complex was 
constructed. It was conceptually based on the international idea with   close ties to urbanism, 
architecture and constructivism. Modern solutions, with the use of reinforced concrete, glass 
and steel, represented a new aesthetic cubic shape. Lawn, alleys, parks create a natural-organic 
architecture that was consistently created in the concept of a free and open construction of 
New Belgrade interwoven with vegetation. The harmony of architecture achieved through a 
harmony between the man and the space that surrounds him. We fight with stereotypes and 
assert: New Belgrade is a city worthy of people.” 11

The vision of New Belgrade as a city oriented towards rivers, sun, and greenery had been 
replaced by cheap commercial architecture simulating prosperous city of XXI century. As it 
was left to oblivion for 50 years now it has to be constructed as a place of memory through 
post-memory.

What is the vision for the future of “Memorial Centre Sajmište”?
The proposal of the Committee members for determining the programming of the future 

Memorial Center on the Old fairground is
1. Memorial Center Sajmište, as the newly created institution of culture would encompass 

the entire space provided by the decision of the Belgrade City Assembly from 1987 that 
designated the Old fairground as a cultural heritage site. Memorial Center is to be dedi-
cated to the victims of the camp Sajmište, who were abused, depleted to death and killed 
because of religious and national identity, patriotism, belief or opposed the brutal regime 
of occupiers and their collaborators. The primary purpose of the Center shall be to mark 
in an appropriate way the place where previously the largest Nazi concentration camp in 
occupied Serbia was located and, through memorial, educational and scientific research 
to keep the memory of all who died in the camp between 1941 and 1944.

. 2  Due to the importance of the place that the camp Sajmište occupies in the history of the 
suffering of Jews in Serbia, the Memorial Center has to the center the musealisation of 
the Holocaust with an adequate representation of both the specificity of the Holocaust 
as an historical event, and the unique destiny of the Jews, victims of Nazism. Within the 
activities of the Memorial Center, defined as the systematic persecution and annihilation 

11  From the online catalogue of the exhibition: New Belgrade - or the Sun, the Space, Greenery, Belgrade City Archive, 
18. April 2007.
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of Jews in Europe by Nazi Germany and its collaborators between 1933 and 1945, there 
will be formed a separate organizational unit for the “Holocaust”.

3. In addition to nurturing the memory of the victims of the camp Sajmište and the 
Holocaust, the Memorial center should actively work on fighting anti-Semitism, anti-
Roma sentiment, racism and all forms of intolerance and discrimination and to educate 
through their activities on the values   of human dignity, democracy, equality, solidarity 
and freedom. Education about the reasons and prerequisites which can lead to genocide 
should be one of the guiding principles for the design of the program. Therefore, it is 
important that the results of historical science are used entirety and that the history of 
the camp is represented in all its complexity.

4. Memorial Center should have three basic elements: exhibition, education, research 
and documentation. Each of them will be provided a separate organizational structure 
within the Memorial Center, in accordance with modern principles of work of similar 
institutions in the world.

5. Memorial Center should endeavour to cooperate with similar institutions in the country 
and the region, and to incorporate the existing international network of institutions 
dedicated to the memory of the Holocaust and WWII. Doing so, it will contribute to 
the memory of the victims of this part of the world in international presentations, exhibi-
tions and memorials, commemorative ceremonies, conferences, etc.

6. When planning the memorial center, it is necessary to take into account the whole com-
plex of Old fairground, with the awareness that currently the City has jurisdiction only 
over the central tower, Czechoslovakian and the Italian pavilions. The three buildings 
should be subject to further elaboration in order to, as the backbone of the future com-
plex, be immediately restored and put into operation for the Memorial Center Sajmište 
in the establishment. The Complex of the Memorial Center should be treated as a inte-
gral unit. The history of the camp Sajmište and specificity of the Holocaust should be 
presented in the context of well-designed, multimedia settings, which in current circum-
stances is realized in a reduced scale. Within the Memorial Center in the establishment, 
a smaller space for visiting exhibitions and similar events shall immediately be provided.

7. Due to the current space limitations of the future Memorial Center, the first exhibition 
should be created through multimedia solutions and, apart from the traditional form of 
exhibition (photos, documents, etc.), to maximize the potential of audio-visual presenta-
tions and interactive content. Also, the space between the pavilions should represent a 
unique ensemble with the exhibition.

8. In line with modern trends in the field of memorization of the Holocaust and other 
sufferings during WWII, the history of the camp Sajmište and the fate of the Jews 
under Nazism should be displayed through narratives of individual human destinies, 
both victims and survivors. A prominent place in the setting needs to be given to the 
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audio-visual recordings of memories of survivors and other witnesses, as well as personal 
documents, letters and photographs of the victims, and similar archival material.

9. In the selection of visual material (photos and video), which featured the sufferings 
should be taken to protect the human dignity of the victims and sensibilities of visitors 
of the exhibition, children in the first place, but also to preserve the authenticity of the 
camp Sajmište as a place of suffering and death.

10. The focal point of activities of the Memorial Center presents memorization of the vic-
tims of Nazi concentration camp at the Belgrade Fairground. It should be taken into 
consideration that the camp itself, and not the place where it was located, is the main 
object of memory.

11. In the section devoted to the Jewish Memorial Center Camp Zemun (Semlin Judenlager, 
1941-1942) except for a detailed analysis of the functioning of the camp and the suffer-
ing in it, the main topics related to the history of the Holocaust should be presented: 
insight into the life of the Jewish community in Serbia in the period before WWII, anti-
Semitism as the backbone of the Nazi ideology, escalation of anti-Jewish policies in Nazi 
Germany, the implementation of anti-Jewish measures in Serbia in 1941, the Holocaust 
in Serbia in the context of the Nazi plan for the “final solution” and occupying policies, 
sufferings of Jews on German and other occupied territories of Serbia, specificity of fate 
of the Jews in relation to the suffering of other ethnic communities in Serbia procedures 
of the “righteous”, rescuers of Jews as an example of individual courage, generosity and 
integrity. In this part of the settings the subject of the suffering of Roma during WWII 
should be adequately treated.

12. In the part of the memorial center dedicated to the detention camp Zemun (Anhaltelager 
Semlin May 1942 - July 1944), its role as the main distribution center of forced labour 
manpower from the territory of Yugoslavia should be pointed. Through the documen-
tary material the fate of each different group of detainees - the Currier and other parts 
of the ISC members and sympathizers of the NOP, group of prisoners brought to the 
Fairgrounds from various parts of Yugoslavia and the Balkans after the capitulation of 
Italy, smaller groups of Chetniks, should be evoked. In this part of the settings the sub-
ject of deportation and forced labour needs to be addressed.

13. Within the setting, the history of the camp Sajmište should be placed in the context 
of the entire network of Nazi camps, which stretched across the occupied Europe, and 
should point to their interconnection through the transportation and relocation of 
detainees. In addition, it is necessary to introduce the topography of terror in Serbia, 
through the presentation of other camps and extermination on the territory of Belgrade 
(Banjica, Jajinci, Topovske sume), as well as in other parts of Serbia and Yugoslavia.

14. Part of the exhibition should be given to the establishment and development of the 
Expo space from the opening of the First Belgrade Fair 1937 to 1941 and the post-war 
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fate of the fairgrounds. Showing Belgrade fairgrounds during the period 1937-1941 is 
important, as an illustration of life in Belgrade at the time when Europe was preparing 
for WWII, and the ways in which the growth of German influence in Europe in the late 
thirties of the twentieth century reflected the Yugoslav politics and society. The exhibi-
tion will also present material related to post-war reconstruction: Youth Brigades, art 
colony, settlement and monuments that were erected on the Fairgrounds in 1974, 1984 
and 1995. Through the description of events on the Fairgrounds after 1945, the question 
of why the camp that was there, despite its historical importance, for decades occupied 
a marginal place in the social memory, should be addressed.

15. The contents of the future Memorial Center Sajmište should be directed towards the 
creation of a new culture of remembrance of the Camp Sajmište and the Holocaust 
which will focus on the victims and be based on historical facts. Therefore the Memorial 
center is an opportunity to overcome the numerous failures of the past, and create 
a memorial and educational institution worthy of the victims who died in the camp 
Sajmište during WWII.

 Conclusion: from implicit to explicit memory policies
The task of curating memories in a memorial space devoted to the Holocaust, but also to 

other memories of communities and space which had happened in this area, is an extremely 
complex and “dividing” one. This attempt to curate memory of one complex Belgrade sym-
bol bearer, which we have explained, has not yet achieved its approval, although brought 
unanimously.

Unfortunately, before the official adoption of the Proposal, the Committee was dissolved 
abruptly (and the new one was created), without any information by temporary city govern-
ing body which provoked the revolt of the Jewish community. Under public pressure, the 
decision to dismiss committee remained while the other part of the decision, the creation of 
a new Committee for Old Fair Memorial was annihilated and decision about the new team 
was postponed – in order to wait the results of premature City elections. This new Committee 
with a new president will keep some members of the previous one, with concern of restorative 
justice, however having in mind different injustices. In spite of a huge ideological difference 
in approach, the work of the Committees would be an attempt to start a process of a restor-
ative justice in a society which developed strategies of forgetting in order to delete atrocities 
from collective memory, but also to erase shameful past, negation and responsibility. In the 
first case the focus was on the Holocaust, on Jewish victims who were taken from the Old 
fairground to their graveyards in Jajinci, then to Roma community and all other victims of 
German occupation and of the terror of so-called Independent State of Croatia. The second 
Committee, as it has been announced, will be debating more Serbian (more numerous) vic-
tims who were brought there from the other parts of the country, to be executed as partisans, 
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or just as Serbs from rebellious regions of so-called Independent state of Croatia during 
WWII. This Committee has not yet come to a new document on the future memorial Staro 
Sajmište. Thus, we will just try to summarize and explain meaning of the first proposed com-
plex and comprehensive document.

The work and the research generated knowledge to support restorative justice as a part 
of cultural memory policy through the museological lenses. The first exhibition hall of the 
Memorial Old Fair will be installed in the Tower as a benchmark for future development of 
the site. Forgotten, but preserved images, artefacts & even post-memory documents (fam-
ily testimonies, films, etc.) will be returned back to collective consciousness and collective 
memory. Atrocity photos will have to become “a lasting iconic representation” (Zelizer 
B. 1998: 1) asking for explanatory narratives, thus becoming intertwined in a collective 
memory. Collective memories are “unpredictable, often appearing when least expected. 
Because they are not necessarily stable, linear, rational or logical, memories take on pieces 
of the past in unanticipated ways” (ibid, 3). It is even truer with a post-memory, which in 
this case, unfortunately, due to disappearance of the direct victims will be a predominant 
form of museological expressions.

The relation in between image and the meaning of event the image represents, is a 
complex, intertwined tissue, depending on multiple possibilities of selective, sometimes 
very arbitrary re-contextualization of the event. Thus the Document in 15 points proposed 
national, regional (Yugoslav) and European contextualization, pointing also to the neces-
sity of networking among different memorial Holocaust sites, creating a framework and 
platforms for the inclusion of stories and images of Old Fair, but also of the Holocaust 
in Serbia, in a new memory narrative to be used within new, more complex and more 
just policy of memory (not excluding responsibilities of Serbian occupation governmental 
forces in those events).

Our capacity and ability to remember and understand even the shameful past could be 
raised only by competent and accessible public institutions, “arranged” public memory sites, 
memorials and monuments. Thus, Memorial Centre Old Fair could contribute to a new, 
different culture of memory which would integrate individual episodic and social selective 
remembrances as well as “group” or minority remembrance (even the lost one, nonexistent 
as memory but as post-memory) into a collective memory of Serbian (majority) population.
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THE ART OF RADIO DRAMA AS A 
REPRESENTATION OF THE HOLOCAUST: 

“SEARCHING IN ASHES”, RADIO BEOGRAD 
(1985)2

Insofar as we perceive radio drama both as literary genre and as art form of radio as 
medium, it is obvious that the word has it about the most autochthonous art type, after 
the motion pictures in the 20th Century. Basically, arise as the product of technical capa-
bilities; radio drama expressed its full capacity during its existence, to follow up with the 
most important social events, artistic motions especially in literary domain and audi-
tive, acoustic artistic expression. Merge of these three elements is seen in numerous 
radio-phonic accomplishments, but herewith we would like to outshine Radio-drama 
Searching in ashes (Traganje po pepelu), by Djordje Lebovic, as the script writer and Boda 
Markovic, as the director, realised within radio programme of Radio Beograd in 1985. that 
was awarded with the distinguished award during the prestige festival Prix Italia. The 
drama is with dominantly existentialism approach, allocation of characters to utterly 
good and bad, faced with the necessity of moral choice, conservative drama structure, 
hence about the piece of art wherein literary essence strongly depicts atrocities of the 
Holocaust which are part of the personal experience of the very scriptwriter, Djordje 
Lebovic. Personal experience of the Holocaust transpositioned into artistic expression 
of the radio resulted in the top-artistic value testified by prestige international rewards. 

1 nikolicmirjana66@gmail.com
2 This paper has been created as part of the project Identity and memory: transcultural texts of Dramatic Arts and 

Media, executed at the Faculty of Dramatic Arts in Belgrade (project no. 178012).
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Most Western people today would readily agree with the proposition that the 
Holocaust was a tragic, devastating event in human history. Surely it was and is. 
One implication of my discussion, however, is that this perception of its moral 
status is not a natural reflection of the event itself. The Jewish mass killings first 
had to be dramatized – as a tragedy.

Jeffrey C. Alexander 

Besides film, radio drama is the most autochthonic artistic genre of the 20th century. 
Although the most important point for the generating radio drama is the technical 
base, it capacitated vastly in sending important social and historical events, and artis-

tic movements, especially in the field of literature.
Blend of these three elements is seen in numerous radio phonic art works, but in this 

paper we shall outshine radio drama Searching in ashes by Djordje Lebović and Slobodan 
Boda Markovic who directed the drama broadcasted in 1985 in the production of the Drama 
programme of the Radio Belgrade.

Before we focus on the analysis of the artistic process that the authors of this drama used 
to approach the phenomenon of the Holocaust, I would like to make a comment on the 
concept of memories and the ability to incorporate personal memories into art or media texts. 
This question is particularly interesting especially when we talk about an artist who uses his 
personal and traumatic experience as a member of Jewish Community in German concentra-
tion camp, throughout the process of the creation of his artwork. The first issue is, does this 
represent the way in the process of creating an authentic artistic work or is it a document, a 
personal note of memories. The other, more complex and more universal issue is whether it is 
possible to use artistic devices in the field of audio-visual arts and media to make a representa-
tion of genocide, the Holocaust for example?

With regards to this topic, there is a confrontation between two groups of theorists; Gerard 
Weissman and Elizabeth Panjo) consider that it is impossible to make a representation of 
genocide, even if the most explicit visual material from the Nazi death camps is used. 

On the other hand, Jacques Rancière (along with Georges Didi-Ibermanom and Jean-Luc 
Nancy) in the discussion „Is there something which is non representable?“, believes that „non 
representability as trait of event doesn’t exist. There are only decisions.“ The event itself cannot 
be non representable, it comes from authors, artists, depending on their own minds whether 
and what they want to present. Similarly to Rancière, Ray Gene notes that the artists always 
make an effort and „although weak and accused, art remains one of the last points of the 
imaginary resistance against barbarism“. (Ray, 2005: 130). 

I would like to agree with the thesis that art, audiovisual works and media, have capacities 
to present and defend humanity, values   and the truth. In the context of the representation of 
the genocide, the Holocaust, artwork can be a testimony of personal or family trauma, suffer-
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ing, but also an universal testimony that preserves memories, rendering something responsible 
and important for a sustainable future. The artwork or the media text is a filter, a buffer which 
introduces the audience (readers, listeners, viewers) with terrible doings, but at the same time 
protects them, because even the most naturalised form of artwork is softer and more moderate 
than the reality which it represents.

In 1985, Radio Belgrade had produced radio drama Searching in ashes (Radio Beograd, of 
49 minutes duration, Cast: Rade Markovic, Đurđija Cvetic, Mihajlo Vitorović, Eugen Werber, 
Dejan Cavic, Milutin Butkovic) by the author Djordje Lebovića, directed by Slobodan Boda 
Markovic. In the following year 1986, this drama made great success since it was awarded 
with the the Prix Italia award. Interestingly, the same year, Claude Lancman realized his 
documentary film too, called Shoah (France, duration 9,5 hours) that had a very similar 
theme. Both artworks can be used to test the thesis of non/representability of the traumatic 
Holocaust images.

Djordje Lebovic, who was both the witness and a victim as he was a prisoner n the 
Nazi concentration camps during the Second World War (1944-1945) began to deal with 
Holocaust as a theme, as a co-author of drama „Nebeski odred“ (Himmelkomando), with his 
co-author Aleksandar Obrenovic. Afterwards he wrote the play „Hallelujah“and „Victoria“, 
which with “Nebeski odred“ round up his “camp inmates“‘ trilogy (Selenić 1977: XXV). 
Unlike his previous works, Searching in ashes is the script that was initially written with the 
aim to be transposed into a radio drama. The starting point in this drama is Lebović’s per-
sonal remembrance which is supplemented by number of real characters of war, occupation, 
genocide and the Holocaust.

Searching in ashes belongs to the hybrid genre of auto-docu-drama dominated existentialist 
approach to display the atrocities of the concentration camps that were part of the writer’s 
personal experience. The dramaturgical structure of the characters is divided on the utterly 
good and bad, although they all share a moment of confrontation with moral choices.

During 50 minutes, which is the duration of the drama, the author makes a connection 
between the present, where they found the artefacts of the crime, and the time in which geno-
cide was committed. Manuscripts hidden in military vessels or jars were buried in the ashes 
at the places where serious crimes were executed. When those manuscripts were discovered, 
they became painful evidence of the last days of the victims - women, children, and the elderly, 
who died just because they were Jews.

On one hand, we have testimonies of two Polish Jews Gradovski and Lemental, members 
of the Sonderkommando – Special work units of the Auschwitz Camp, who made notes 
and left „trails in the ashes“ of the suffering in the gas chamber from which „the only way to 
freedom is through the chimney of the crematorium ...“ On other side there are the memo-
ries and testimonies of high SS officer Rudolf Hess, commander of the concentration camp 
Auschwitz and Johann Paul Kremer, a MD and PhD in philosophy, who talks about beauty of 
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everyday life. Kramer described cheap and quality meals in the camp; cultural and entertain-
ment facilities of the camp in which some prisoners could enjoy, bugs in hotel room which 
are like „Jews who are killed every day, and there are more and more“. 

Morbid chronicle continues by many cynical testimonies. From those we learn that 
the prisoner can contribute with the rational use of ash and hair..., trouble with the bones 
which are not burnt enough, experiments with human body parts, a statement that mothers 
shouldn’t be parted from their children, but they should be both executed. Above all, one of 
the most monstrous advices that Kremer gave to a young woman who wanted to meet with 
death in the gas chamber as soon as possible was: „Breathe deeply“.

Except for verbal testimony, the sound images of this auto-docu-drama are complemented 
with numerous audio elements that simulate authentic atmosphere - suffering, terror and on 
the other side success, victory, normal life in which there was space for concerts, nice meals, 
watching movies.

Considering radio-phonic means of expression, echo is used to evoke these confessions 
of a witness of a certain time period. There are also numerous songs and phrases, from the 
occasional artistic music through associative “Lili Marlene“ to Rabin songs and compositions, 

„Prayer for the Dead“ by Shalom Kap, which he performed during the excavation of the grave, 
and then in front of the German officers who were so ecstatic about the artistic beauties of 
these compositions, that they recorded it. In the drama we meet numerous sound effects 
which are unavoidable and evoke symbolically mementos like – mental condition, ambience 
- sirens announcing the bombing, greeting to Firer “Sieg – Heil“ sinister and blunt blows, a 
countdown clock, a gun salute, fire, guns, footsteps ... .

The end of this radio drama doesn’t bring a dose of relief because it is clear that this is just 
one of the testimonies of inhumanity. Looking at it as a media script it indicates two things. 
Firstly, it shows that the representation of genocide by audio resources in this case, radio 
dramas is possible, and that success depends on the creativity of the author and his decision 
to present the atrocities and preserve memories. Djordje Lebović, as victim of the trauma, 
decided to make an artistic interpretation, so it will not be forgotten. Another question is that, 
even if the author is ready to be objective and to keep a distance between his emotions and 
the necessary interpretive and artistic control, just how he or anyone else can be objective, as 
a victim of a certain trauma.

After the analysis of this very specific radio drama, we could turn to the dilemma of the 
early work concerning the different theoretical views on possibilities of representation of the 
Holocaust in the field of audiovisual media and ethical aspects of this procedure. On the one 
hand we have the views of non-representability - inadmissibility of intolerance and explicit 
presentation and representation of the Holocaust while receiving the ultimate atrocities, a 
definite form and turn into the past (Weissman). Other theoretical framework that advocates 
Rancière himself starts from figuration theory affirming the process “of condensation and 
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displacement,” which enables the transposition of the past into the present and awakens a 
sense of empathy.

What differs the case study presented in this paper from the aforementioned theoretical 
framework is that it explicitly deals with auditive artwork and the way in which it is repre-
sented by the atrocities of genocide and starvation in one of the Polish concentration camps 
during World War II. Is there a substantive difference between the auditory and audiovisual 
representations of suffering and atrocities of the Holocaust? I would say that there is a differ-
ence, and they are primarily related to the essence of radio as a “blind” media that does not 
offer a comprehensive representation of any event, but provides possibility to the audience 
to receive content, interpret and supplement in the manner and under self-arisen conditions. 
Therefore, there are no “captured” and presented images but only diversity of sounds, noise, 
music causing by each individual -specific expression, and representing opposite to oblivion 
and clearly helps in preserving memories.

The remembrance of every sort of genocide and the pain and trauma caused by it, have to 
be preserved with an optimistic wish that these and similar forms of inhumane casualties will 
not happen again and therefore not artistically transposed. 
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One of the main problems of research and representation of the Holocaust is closely 
linked with the idea of the original source. The original source is usually considered to 
be a visual or textual testimony and/or document of the actual historical event. However, 
we are always-already dealing with the multitude of complex (re)presentations mediated 
through the post-situation of a heavily layered knowledge and also with the segmented 
character of broken, suppressed debris of memories and traumas. The Holocaust seems 
to inscript itself in the very core not only in the memory of that occurence, but also in 
the memory of the whole period before, which was the primary aim of the project „The 
Portraits and Memories of the Jewish Community of Serbia Before the Holocaust“. Further 
approach to the problem reveals two parallel stories (one of before- the Holocaust past 
and one of the Holocaust past) that eventually become one – the one that becomes the 
actual source of knowledge of the Holocaust in the present, the source we are dealing 
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with when we try to present, interpret and speak about it. The implication of multimedia 
environment of the internet and its mediation of such conflicted discourse is an interface 
through which we receive this complexity of knowledge. This paper deals with these 
many problems of the inscriptions and re-inscriptions of the knowledge of the Holocaust, 
as well as with the issue of opening the questions of the further construction and media-
tion of a Holocaust-related discourse. 

The Holocaust in its Post-memory Complex

A s we look deeper into the problem of memories, it suddenly transforms itself to 
its essentials – the problem of transmitting the memories and turning them into 
the „translatable“ document – a sound, a picture and, in the end, a readable and 

decipherable text. It appears that a memory complex is not as nearly smooth and even 
as some imagined narrative would be, which is especially prominent when we talkabout 
the Holocaust. Mostly being a trauma, a greatly hidden place in the corpus of personal 
memories and also communal memories of Jewish Community in Serbia (as elsewhere), the 
Holocaust remains a cryptic space laid very deep under the layers of later interpretations, 
reinterpretations, narrations and various metanarrations which sometimes aim towards 
remembering, sometimes towards distorting or masking a memory, and sometimes towards 
forgetting or hiding from it. 

Either way, it seems that the Holocaust reveals itself as a cluster of loss – a personal loss, 
a communal loss, a loss of everything that constituted the reality for the individual before it, 
even a loss of identity, and finally, a loss of memory itself (Laqueur & Tydor Baumel 2001, 
122; Köhler 2003; Davis 2007; Hutton 2005), which leads to the traumatic point of not hav-
ing anything to uncover, not anything to recover (Laqueur & Tydor Baumel 2001, 121). Or, 
as Collin Davis puts it, „...their truth lies in the fact that their truth will never be revealed“ 
(Davis 2007, 102). In this sense of the word, the Holocaust remains a dreadful, perhaps 
unfathomable void (Laqueur & Tydor Baumel 2001, 122). But is it really so?

One of the main problems of the Holocaust testimonies is that they are often given 
under the pressure to remember something that the subject, the witness doesn’t quite want 
or can not remember, due to the trauma or to the different posttraumatic attempts to 
erase or to rewrite the traumatic event (Laqueur & Tydor Baumel 2001, 123). Also, there 
is another dimension of the testimony that tears up the traumatized subject – the need to 
speak about it (but about what, if „there was so much to say, so little that could be said“ 
[Laqueur & Tydor Baumel 2001, 625]?), the need to find the words that would fill the gaps, 
the cesures, the blank points created by unconsciously suppressing the traumatic event or by 
the conscious activity of the subject itself, willing to forget and trying somehow to forget, to 
overpass the trauma. The witnessing subject is thus often found in the conflict state within 
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himself/herself which brings the need to remember,3 and also a need to remain silent.4 But 
silence here doesn’t necesseraly means inexpressivity – on the contrary; silenceis often as 
expressive and as informative as words (Lang 2005, 17) and although they are untranslat-
able into an intelligible sentence, they nevertheless produce meaning. As Giorgio Agamben 
noticed, „...here the value of testimony lies essentially in what it lacks“ (Agamben 1999, 
34, cursive added). So, if the horrors of the Holocaust can not be said – because of the 
posttraumatic effect, or because of a lack of words that could be lined with the traumatic 
experience, or just because those who saw the Holocaust in its most tragic and uncompre-
hensible form (those who experienced the death in the Holocaust) are not here to give the 
testimony and on the other side, those who lived couldn’t testify for them (Agamben, 1999, 
33; Felman, Laub 1992, xvii, Faurisson 2003) in which case the very notion of witness and 
witnessing comes into the question,5 then the focus of the Holocaust research and the (im)
possibility of representing the Holocaust lies exactly in what is (or seems) untranslatable, 
in what always remains unsaid or untouched, what floats in the both witnesses’ minds and 
in the minds of generations which listen to the witnessing as something quite unsayable 
or untouchable (Davis 2007, 102; Hutton 2005, 35). So what is important is a continual 
trying to locate, to decipher, to define these elsewheres, these empty traces within the text 
which we are left to grapple with (Rashkin 2008, 1, 16). 

In the numerous transcripts of interviews done during the realization of the project 
Portraits and Memories of the Jewish Community in Serbia before the Holocaust which we 
used as a case study for this theoretical paper,6 we discover all kinds of personal grappling 

3	 Besides	the	need	to	bring	back	the	memories	in	order	for	the	traumatized	subject	to	create	the	consistent	story	that	
would	help	her/him	fill	in	the	tearing	gaps	(Hutton	2005,	26;	Kohler	2003,	91),	there	is	also	a	reason	often	cited	by	the	
witnesses who were willing to speak about their memories and experiences in the Holocaust which leads to the point 
of having the need, even the urge to remember and honour the dead, and also to prevent further possible ignoring 
or forgetting the Holocaust. The main line of the urge was not to forget so it would never happen again (Laqueur & 
Tydor Baumel 2001, 206).

4	 As	some	of	the	survivors	stated,	„I	couldn’t	talk	about	it,	I	couldn’t	say	anything,	and	besides	people	wouldn’t	have	
believed	me,	they	would	have	thought	I’d	gone	mad.	So	like	the	other	deportees,	I	kept	quiet.“	And	also:	„Even	if	I	were	
to	tell	you	all	this,	and	much	more,	you	would	still	know	nothing;	luckily	for	you,	all	of	this	will	remain	remote	from	
you, because only we can ever know what our life was like“ (Hutton 2005, 6).

5	 „Testimony	takes	place	where	the	speechless	one	makes	the	speaking	one	speak	and	where	the	one	who	speaks	
bears the impossibility of speaking in his own speech, such that the silent and the speaking, the inhuman and the 
human	enter	into	a	zone	of	indistinction	in	which	it	is	impossible	to	establish	the	position	of	the	subject,	to	identify	
the ’imagined substance’ of the ’I’, and, along with it, the true witness“ (Agamben 1999, 120).

6 The project Portraits and Memories of the Jewish Community in Serbia before the Holocaust is a research, educational 
and art project of Federation of the Jewish Communities of Serbia. The project is launched in 2014 and it focuses on 
the period before the Holocaust, aiming at collecting the information about Jewish life in Serbia between the two World 
Wars. The project will result in the public online archive with all the interviews, photographs and video material col-
lected, and also with the art exhibition of the photographs and important items from that period which are connected to 
the Jewish community in Serbia. There is also an educational dimension to the project, which will offer the educational 
material to the school teachers and the others interested in better preparing for seeing and understanding the exhibi-
tion.	The	project	is	supported	by	the	European	Union	(EU	Support	to	the	Office	for	Cooperation	with	Civil	Society).	
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with memories – both of the person interviewed and of the person interviewing, and 
there’s a third one – a grappling of a person that reads the transcript after the interview 
is done. These personal grapplings in reception of the memory as such, these frictions of 
unsaid, covered and uncovered dimensions of the spoken text sometimes provoke a very 
painful, phantomic effect – and I shall borrow the term phantom from a theoretical-psy-
choanalytic approach that Esther Rashkin develops using the theories of Louise Kaplan and 
Judith Kestenberg who speak exactly of the phenomenon of the Holocaust when they are 
explaining it (Kaplan 1995, Kestenberg 1982, Rashkin 2008). So the phantom in this sense 
would be a kind of the unsaid trauma which, quite paradoxically, interpolates itself into 
the spoken text through the ruptures, through fragmented segments and voids in speech 
(and memories also!) and that is, besides to the person that originally witnessed that what 
is unspoken (and perhaps unspeakable, as seen!), also transmitted to the listener – to the 
receiver of the text that represents the memory for the recepient. 

As the recipient here can be either the interviewer or a child of a Holocaust survivor, we are 
talking about the whole next generation, the post-Holocaust generation that is working with 
the Holocaust not as with a part of the history line, but as with a collection of scattered and 
shattered debris of memories which, in the end, are not the Holocaust itself and cannot ever 
represent the horror of the Holocaust situation as such. So we are left with the need to under-
stand what is somehow denied to us and what we inherited in the form of crypt – mostly not 
by purpose, but by the unability of the witnesses to transmit the witnessing. Or, to go back at 
Rashkin’s definition of a phantom, what is inherited is „a traumatic situation or drama that has 
actually occured and that cannot be undone. Too shameful to be put into words or integrated 
within the parent’s ego, yet too central to the parent’s experience to be expelled or foreclosed, 
the drama is silenced and buried alive along with the shame attached to it, and transmitted 
cryptically into the child’s unconscious. (...) In phantomic transmissions the parent transmits 
to the child not only the unspeakable content of the secret, but also the unstated obligation to 
keep the secret invisible and unreachable and to prevent anyone from discovering it, including 
the child“ (Rashkin 2008, 106). So the phantom is a kind of other within the self (Rashkin 
2008, 94), an empty yet hauntingly meaningful alien not exactly within the subject with 
the initial trauma, but within the next generation subject, the subject who inherits it, who 
is trying to listen, to see, to feel and to liberate the parent (and in the same time himself or 
herself!) from the weight of shame which was induced by departing the initially traumatized 
subject from his/her old self in the situation of trauma and by later unsuccesful attempts (or 
running from the attempts) to connect these departed selves (Hutton 2008, 10). What is 
especially frightening in the exact case of the Holocaust is the proximity, the nearness, the 
friction and the often inexpressible unity of the victims and survivors, of the dead and alive. 
In the Holocaust memory complex (and in the subsequent postmemory complex that a sec-
ond, third or even fourth postHolocaust generation discovers and creates for themselves) the 
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boundaries between life and death have been erased – everything that represented the core of 
the subjectivity for those who survived died in the Holocaust – their dignity, their identity 
as parents, children, sisters, brothers – it all vanished with their families which were killed, 
tortured, humiliated in the concentration camps and other places. In the same time those 
who died continued living within the survivors who relentlessly tried to pick up the shattered 
pieces of their lives and their subjectivities irreversibly shattered during the trauma of the 
Holocaust. „I died in Auschwitz and no one can see it“, Charlotte Delbo said in Mesure de 
nos jours, as cited in Davis 2007, 101. The death is thus incorporated into the living,7 forming 

„perfect image of this survival-in-death and death-in-survival“ (Davis 2007, 100). So after the 
Holocaust the death is always-already within the life of survivors (and the next generations), 
and the endurance of the dead, of a memory of their life incorporates itself within the silence 
of the living.8

The experiences of both the victims and the survivors, of the dead and of the living are 
thus unexpressible; they are mute and, in the same time, they need speech (textual – visual, 
spoken, heard or other representation) to be understood. So the speech – the text – is the only 
thing that we are left with in the attempt of understanding, representing and not forgetting 
the Holocaust. As Walter Laqueur and Judith Tydor Baumel point out, if there is a way to 
speak about the Holocaust, if there is a way to potentially understand the situation and the 
consequences of the Holocaust for the generation that is already distant from the Holocaust as 

7	 We	could	find	a	similar	state	of	subject’s	relationship	with	his/her	body,	life	and	death	in	the	example	of	musselman 
in	Agamben,	1999:	„One	hesitates	to	call	them	living:	one	hesitates	to	call	their	death	death,	in	the	face	of	which	they	
have no fear, as they are too tired to understand“ (Agamben 1999, 44).

8 „I am returning from another world
 in this world
 that I had not left
 and I do not know
 which is true
 tell me have I returned
 from the other world?
 For me
 I am still back there
 every day a little more
 I die again
 the death of all those who died
 and I no longer know which is true
 of that world
 of other world back there
 how
 I no longer know
 when I am dreaming
 and when
 I am not dreaming.“ 
 Charlotte Delbo, a part of the poem Une connaissance inutile, cited and translated in Davis 2007, 98.
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a historical event in time, it would be through the producing of the text about it, of the text of 
it, through it as a text (Laqueur & Tydor Baumel 2001, 127) – through the speech, through 
the art, through the communication that would search through the archive of the memory and 
postmemory complex, through the complexity of relations between said and unsaid, sayable 
and unsayable, between the possibilities and impossibilities of speech and understanding.9

As already explained, the initial aim of the project Portraits and Memories of the Jewish 
Community in Serbia before the Holocaust was the mapping of the period before the Holocaust, 
which is also the period of flourishing of the Jewish community in Serbia. The primary idea 
of this project in the beginning was to shed some light at the period before the Holocaust as 
at the period which always seemed somewhat pushed behind, somewhat covered by the pre-
dominance of the Holocaust experience itself. So the old photographes from the period before 
the World War II were drawn out of the closets in order their owners to tell the stories, the 
interviews began and led us exactly to the point of not being able to get past the Holocaust, of 
not being able to create a memory that is completely free from the Holocaust experience and 
the Holocaust knowledge, even if the memory itself represents the period before the Holocaust. 
What was particularly striking in that sense was the way that the Holocaust incsribed itself 
retroactively into the memories from the time before. In the other words, after the Holocaust, 
there was no memory that could be conceived outside of it. It was just like it was systematically 
pervading all the existing memories of the person that witnessed it, which also had its share in 
the next generation’s knowledge about themselves and their personal and communal histories. 
So the memory exposes itself not in the means of a continual, linear line, but as an intertwined 
assemblage of stories, impressions and not-quite-speakable affects which position the time of 
Holocaust, the time before the Holocaust and the time after the Holocaust one by the other, 
one inside the other uncovering only one (attempt of a) story – and we are suddenly facing 
the Holocaust itself in all its post-memory dimensionality that in the same time turns us back 
to the questions of the (im)possibility of its representations. Or, to put it in different words , 
what appears to be the one of the main challenges is how to work with this broken pieces that, 
in an attempt to reconnect, cut one into another recalling the painful void (of the Holocaust!) 
instead of a cohesive story. So, as a post-Holocaust generation in the widest sense of the term, 
we are finding ourselves, if I may say, locked into a post-memory situation in which we don’t 
find the Holocaust as such, and we don’t really find the time before or after the Holocaust 
either without the Holocaust itself, which swirls us into a specific vortex made of the attempts 
to know the Holocaust through its representations – through the signs that practically stand in 
the place of the Holocaust instead of the Holocaust, and not as the Holocaust as such.

9 According to Agamben, the relation between the archive and the testimony are analogue to the relation of the con-
cepts of langue and parole. Thus the testimony, however partial or incomplete or fragmented it would be, recovers 
much more of a total memory archive structure – even with its inconsistencies and even with its silences which are 
also the vital part of the memory archive complex (Agamben 1999, 146).
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So the history and the memory are not the same in the case of the Holocaust (Hutton 
2005, 18); the source is not quite existent; it is eternally hidden, unapproachable, unat-
tainable. The source is a happening, an impression, an affect and/or act which can not be 
recreated by any other means or representations which can only stand in the place of it, not 
as it or as they were it and this is what keeps the Holocaust studies at the complex side of 
the problem spectrum. But, on the other side, if the representations – the attempts to deci-
pher the Holocaust and to translate it to some intelligible form (a speech, a written text, an 
image) – are the only thing that the Holocaust has left us with, then this is exactly what 
we should work with. In the post-memory media representation contexts the Holocaust is 
nothing but the textuality, but on the other hand, as any reception of act or an affect quickly 
petrifies into a (flexible) textuality in an attempt of the subject to understand it in an intel-
ligible way, it may be that the Holocaust memories are not entirely lost – on the contrary. 
Although we are not touching it in its form of an imagined source, it is the presence of its 
textual representatives – interpretations and representations – that keep the knowledge of 
the Holocaust vivid; and as the textual dimension of the Holocaust evolves, the knowledge 
about the Holocaust broadens, provoking the continuity of further discussions, further ask-
ing questions and searching for the possible answers relevant for the present time and space, 
which is precisely what keeps the Holocaust from not being forgotten. It is only by the con-
tinual speech – continual production of the textuality of any kind that keeps the platform of 
any knowledge alive – and the Holocaust knowledge is certainly an important, actual and 
relevant knowledge not only for the Jewish history of a certain place, but also for a wider 
social history, thus becoming a great responsibility.

Communicating the Holocaust
In this part of the paper we shall discuss some of the questions that come with this kind 

of Holocaust representation and research being based on the Internet as a digital archive, 
a database of personal memories and documents structured for the viewing public. The 
questions I want to ask are: what specific aspects does the media form of the Internet bring, 
and secondly, how can we position such a representation within the contested field of the 
Holocaust Studies today? 

From the start we are faced with the issue of defining this project. Is it an archive? It cer-
tainly is that, but one with addition of structured ways of interacting with these information. 
We could then call it a database, as Lev Manovich explains, “a collections of items on which 
the user can perform various operations: view, navigate, search” (Manovich 2002, 194). Both 
of these terms have value for analysis, archive as a significant part of the answer to the ques-
tion why this project exist in this form. Modern society has been drawn to archives, especially 
photographic archives ever since the rise of this technology. Database on the other hand is 
relevant to the ways in which we organize much of our information today, especially on the 
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Internet. When we talk about this project it is important to stress that the medium of the 
Internet is specific in as much, as Sarah Cook writes, it is „both where and how the work is 
made and displayed“ (Cameron & Kenderdine 2010, 117). 

The database itself is structured in the way of providing us with people as historical sources 
of information about Jewish life in the Kingdom of Serbs, Croats and Slovenians, who 
through interviews available in video, audio and text on the website in turn provide informa-
tion about themselves and others who are no longer present, as historical persons. The core 
of the research is set in photographic documents of these people lives. The interface of the 
database with tagging software (like Facebook offers) presents us with profiles of people with 
photographs of their lives, timeline of their birth, work life and residence, together with short 
texts, stories, describing their everyday experiences. The general idea comes with making 
accessible the material gathered for researches all around the world, as well as a structured 
online presentation aimed at a viewing public.

Our understanding of the Holocaust has mostly been guided by searching for collective 
memory of this event. Anne Whitehead quotes Wulf Kanesteiner in his definition of collective 
memory as a „shared communication about the meaning of the past“ (Whitehead 2009, 130). 
Many authors have rightly questioned the probability of success of this goal or even its legiti-
macy. It is this sort of universalizing the Holocaust that the Internet on the first look invites 
us to consider, that we must avoid in our reading. By presenting a collection of memories 
and photographic documents of Jewish population in Serbia what we get is only part of the 
story of destruction and trauma, closely tied to the contexts of Yugoslav and Serbian society. 
The Internet even more further develops the idea of universal Holocaust memory or history, 
gives voices to the many different opinions and consequences of it. It opens up a space that 
turns away from the shrine-like memorial type of the Holocaust representation to different 
and less controlled public reception and creativity. What is perhaps global about this project 
is the usability of its material outside of Serbian context. What we see here are two separate 
forms of usability which come from the Internet mediation, one which is an uncontrollable 
and unsystematic dissemination and re-usage of material for many different purposes, and 
the other which presents the digital flow of the research material over the Western world 
and beyond. Not only can others now take these materials for their own Holocaust memory 
research and projects, they by default share the ownership of it. It is this open source logic and 
practice that has proved most successful in recent explosive development of technology. Even 
though this database is set on the Internet, it is presented in Serbian language and therefore 
intended for Serbian reading public. This is important aspects that along with the issues that 
come with digital divide undermine the idea of the Internet as a universal medium. On the 
Internet we cannot pinpoint a specific geographical space we would call Serbian Internet, yet 
such a space can be conjured up through accessibility of the online material regarding both 
language and local contexts. Today’s Web is a social space in which regardless of accessibility of 
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information social rules and interests dictate dissemination and recieval of information. The 
digital archive called Portraits and Memories of Jewish Community in Serbia before the Holocaust 
is made specifically for this part of cyberspace, motivated by dealing with collective memory 
and politics of memory in Serbia. It is perhaps by analyzing the impact, dissemination and 
reactions to this material on the Serbian Internet space that we can learn more about the pos-
sibilities the Internet as a medium offers in dealing with subjects such as traumatic memories 
as well as better understanding the motions and themes of Serbian cyberspace. 

Serving as both archive and structured multimedia presentation of information, this proj-
ect brings us into a contested world of museum and artistic practices affected by new media 
technologies. Museum practices have been strongly affected by two dominant discourses in 
using digital technologies - that of Jean Baudrillard (Baudrillard 1982, 1994) and Walter 
Benjamin (Benjamin 1970), of loss of aura as authenticity of an original work of art and the 
world of simulacrum, of copies without referent, hyper-reality spectacle. There is a still present 
dichotomy between the real and the copy in context of contemporary museum practices. As 
Fiona Cameron who was particularly interested in analyzing this pair writes: „Digital histori-
cal objects are (still, my emphasis) tied up with the fantasy of seizing the real, suspending the 
real, exposing the real, knowing the real, unmasking the real“ (Cameron & Kenderdine 2010, 
69). There is an intention to transfer some of the original photographs into a Jewish Historical 
Museum archive for preservation, but most of these documents will continue to exist solely 
in their digital form. Still the importance of the physical space and objects still being present 
in any exhibition are felt in this project as well. The main focus is put on an exhibition of 
the photographs collected and stories behind them. We can tie this to some extent to the low 
development of digital culture by most institutions in Serbia, but nevertheless the prevalent 
focus is that of presenting the physical object in a designated exhibition space. Museums and 
other cultural institutions worldwide are only now coming to terms with situation where their 
visitors can now get hold of information and knowledge online and doing so in an inherently 
interactive manner.

When dealing with Internet as place of exhibition what Gordon Fyfe calls „institutional 
claims of authority“ gets lost in uncharted vastness of cyberspace, at least for now (2010, 
52). Sarah Cook similarly writes that in dealing with online projects artist manage to „resist 
both political and economic agendas in the creation and distribution of their site-specific art-
works...“ (2010, 128). This is true in as much as the Internet is still politically unclaimed field, 
and this fact can be particularly significant when dealing with such pressure saturated topics 
as is the question of Holocaust remembrance in Serbia. What we experience on the Internet 
is the primacy of the social use of both technologies involved and subjects any online project 
deals with. The Internet is a people (social)? medium; it does not address a single group. Nor 
can anything placed on the Web be kept in a fixed frame of meaning. Even though there 
are many programs that focus on the Holocaust education and remembrance in all public 
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spheres, they are always presented with a challenge of bridging the gap between their already 
informed, goal oriented platforms and often disinterested public discourse. When we free 
the Holocaust from the many institutional frames we find ourselves in an environment that 
more than representing starts to deal with these many different contexts of the Holocaust on 
a much larger and diverse scale. 

It should be noted that questions of preserving digital material of any sort has only recently 
gained significance. Preserving what is dubbed digital heritage is tied closely with issues from 
hardware and software out datedness, ease of deleting whole archives in matter of seconds, 
loss of technical knowledge and institutional management problems (2010, 245-261). It is 
therefore a problem in its own right keeping in function for a longer period of time any digital 
archive. This kind of preservation work will most likely not be conducted in its online space, 
but will present a challenge for Jewish Historical Museum in Belgrade that will harbor the 
immense size of digital material gathered during the project research phase. What actually 
characterizes the online part of the project was best explained by Wolfgang Ernst when he 
says: „...media analysis indicates that the future cultural emphasis will be rather on perma-
nent transfer. There is already an implosion of storage into processual data flows, a different 
economy of the archive as dynamic agency online“ (Ernst 2013, 98).

Okwui Enwezor writes in his analysis of photographic archives that it is the photograph 
itself within the archive that always carries a certain surplus value and that surplus value is 
what moves further creativity (Enwezor 2008). When dealing with an archive, especially the 
one on the Internet, it is always the person reading these images that is controlling and creat-
ing meaning of what is encountered. We cannot of course view any archive as a random and 
meaningless collection without any presupposed value, this value is there from the very start, 
when we decide what is worth making an archive of. New media term user has been particularly 
useful in illuminating this form of relationship that any subject has when dealing with online 
material. On the Internet, we as viewers of content are also active participants not only in 
consuming the information as such, but in our ability to make further use of digital material 
offered. Images, and I would add all sorts of digital information in the information age, as Ron 
Burnett writes, seizes to be „purveyors of meaning and become contingent spheres of influence” 
(Burnet 2004, 59). This is perhaps the most alarming aspect of Holocaust representation in 
cyberspace. Images and stories of people who lost their lives or suffered trauma that never left 
them, to which we give open access to all users of the Internet. What can possibly become 
of those images doesn’t have to all follow the dictum phrased by Terrence Des Pres: “The 
Holocaust shall be approached as a solemn or even a sacred event, with a seriousness admitting 
no response that might obscure its enormity or dishonor its dead“ (Copley 2010, 3). 

Robert Eaglestone spoke widely of history being the dominant form of the Holocaust 
representation in the past (Eaglestone 2004). By the rubric of history we can also count in 
survivor testimonies, photographic, video and musical documents left over from the Nazi 
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regime. This sort of material has been used for decades in attempts to respectfully convey the 
personal horror and stories of both Holocaust survivors and those who are dead. Yet, it wasn’t 
long before many art and fiction creations dealing with the subject of the Holocaust came to 
life, bringing with it discomfort and questions of Holocaust representation with most media 
and voices. This stream provided stronghold and legitimity to historical and documetary dis-
curs on this topu, within institutional, media and genre framework. These worries far from 
creating the enormous wave of creation inspired by the Holocaust, opened up the academic 
discourse to taking seriously many unorthodox Holocaust representations in the past decades. 
I would argue that both these different forms of Holocaust representations and representa-
tions we can find today on the Internet share something in common. 

I want to take some points Jessica Copley makes when she speaks about the Holocaust 
representation in world famous comic by Art Spiegelman Maus and short animated video 
Silence by Orly Yadin and Sylvie Bringas (Copley 2008). Art Speigelman’s Maus is an autobio-
graphical comic book fiction that describes the relationship of Art with his Holocaust survivor 
father Vladek, and many issues with post-memory, as well as ruptures of memory fabric that 
he encounters. The short animated movie Silence presents us with a collage of impressions in 
different animation stiles of a life story of another person dealing with Holocaust memory, 
a child survivor Tana Ross. Tana Ross was saved as a baby from Theresienstadt ghetto and 
brought to Sweden after the war where she was asked to remain silent of her experience. 
Jessica Copley illuminates for us that these much criticized examples of the Holocaust repre-
sentation offer different, individual ways and aspects of dealing with the Holocaust memory. 
As she writes: “while a conventional narrative creates a level of mediation between the narrated 
events and their reader, the comic book has an almost filmic quality which plunges the reader 
inside the text, bringing them face-to-face with the events portrayed“ (2008, 3). Also when 
analyzing Silence she writes that animation „...facilitates the exposition of the psychological 
effects of the war from a child’s perspective in a manner which a more ‘realistic’ film tech-
nique could never achieve” (2008, 8). Comic book format as well as animation techniques 
provide tools for communicating these many layered experiences and thoughts. Both Maus 
and Silence in their different approaches express their own inability to fathom or understand 
the Holocaust. As was discussed in the first part of the paper, we can hope to come to better 
understanding of its impact on our societies. only through these many and diverse texts about 
the Holocaust Internet with its hyperlinked and disseminative characteristics makes possible 
producing, sharing and reusing these texts on a much larger scale. As Ron Burnett writes 

“...as a sphere of influence, networks create the `possibility` of interaction and exchange of 
information and meanings“ (Burnett 2004, 62). Internet forces us to reconsider our views 
and uses any representation offers. Wolfgang Ernst in his study of digital archives and their 
relation to memory notes: „Although the traditional archive used to be a rather static memory, 
the notion of the archive in Internet communication tends to move the archive toward an 
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economy of circulation: permanent transformations and updating. The so-called cyberspace 
is not primarily about memory as cultural record but rather about a performative form of 
memory as communication“ (Ernst 2013, 99).

The first generation dealing with Holocaust memory was faced with importance of com-
memoration and respect towards the deceased , the second generation was left with the burden 
of collective memory, dealing with it in multiple and mostly personal ways. Today, many 
of us are two generations a part from the Holocaust memory, and I would suggest that our 
perception is also changing. As I already mentioned, one of the problems with Holocaust rep-
resentation on the Internet comes with uncontrolled environment where every information in 
subjected to manipulation and further use. The possibility unimaginable for our grandfathers 
of the memories of their loved ones being copied and reused in many different ways has become 
our reality. One must be aware, that by entering the digital flow of the Internet, context of 
this form of Holocaust representation becomes a networked flux of ever-changing information 
and at most time is subject of superficial attention. For more than half of the people living in 
the Western world this kind of mediation of information and meaning has become a strong 
rooted reality. Anna Reading in her own research of the early Internet days showed that out of 
75 young people, most of them found their information about the Holocaust online (Zelizer 
2001, 323-340). It is therefore this discourse that has a potential of being a dominant discourse 
of the Holocaust representation in the future. As neither Internet nor the Holocaust, indeed 
for very different reasons, are well understood fields, documenting and tracing the impact 
and reception, or better said, the significance of the information judged by Internet users and 
its dissemination, will constitute an important body of work for the future research. As Ron 
Burnett writes: „More often than not, information produces a series of encounters, clashes, and 
conflicts, all of which extend into potential spheres of knowledge and understanding“ (Burnett 
2004, 63). Also the nature, if you allow, of digital archive such as this one is such that it only 
reaches its use in relation to the user, their interaction. The digital space of the Internet brings 
about the opportunity for Holocaust memory being put through the lens of hyperlinked and 
many-faced discourses of the Internet, bringing about many new forms of understanding and 
knowledge about this issue. The question I’d like to leave with is: Are we on the verge of stop-
ping to talk about representing and start talking about communicating the Holocaust?
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IMAGES OF JASENOVAC: RETHINKING USE 
OF ARCHIVE FOOTAGE AND VOICE OVER 
NARRATION IN DOCUMENTARy FILMS
 

The aim of this paper is to analyse what happens when past meets present in appropria-
tion documentary films that draw on voice-over narration and archival materials about the 
Holocaust during the Second World War (audio-visual images, photographs, documents, 
etc.) to induce meaning and create new, alternative and revisionist understanding of his-
tory, or more importantly, misreading of the history. Archive footage in appropriation/
compilation documentary programs concerning history and memory can help its bet-
ter understanding, but if it is used just as audio-visual illustration regardless of their true 
meaning it can produce “the archive effect” (Baron, 2014). In documentary programs “the 
archive effect” is generated through intentional disparity and temporal disparity, when 
archival audio-visual materials are appropriated into new texts and the viewers conceive 
them not as images of one historical event, but as a trigger to provoke their emotional 
experience of it. In this paper I shall try to argue that in documentary programs made 
by Serbian Television between 1990 and 1995, archival footages about tribulations in 
Jasenovac concentration camps, a place where many Serbs, Jews, Roma and a number 
of Yugoslav partisans found death and suffering during the WWII, were reformulated not 
as evidence of Holocaust in the Balkans during WWII, but as propagandistic spectatorial 
experience aimed at bringing fear and homogenising, mobilising and brutalising Serbian 
population for war in ex-Yugoslavia. 
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Introduction

We learn more and more about historical events such as Holocaust through his-
torical, political, social and cultural processes (new documents and witnesses 
emerge; new evidence and discoveries are revealed; etc.). Consequently, every 

new documentary or historical film about the Holocaust during WWII should open new 
chapters in understanding relationship between visual culture, memory and trauma and 
bring new enlightenment of this historical event (Rosenthal 2002: 297-307). Unfortunately, 
the misuse of archive footage, photographs, experts, witnesses, voice-over narration and 
the misquotation of documents (legal documents, newspaper headlines, quotations from 
books, etc.) can influence the way history is framed in documentary films. Jaimie Baron in 
her book The Archive Effect: Found Footage and the Audiovisual Experience of History (2014) 
examines the problems of appropriation of archival audio-visual footage in documentary 
programs and analyses the way in which the meaning of archival images and documents are 
modified when they are placed in new texts followed by different contexts. She (re)thinks 
the notion of archival audio-visual documents .the viewer’s relationship to the past they 
represent and portray in terms of reception and the spectatorial experiences it generates. 
Baron argues that archival audio-visual documents can produce “the archive effect” for the 
viewers when they are appropriated into new texts and that this process can change our 
understanding of history2.

In order to investigate the process of appropriation and the viewer’s experience of inten-
tional and temporal textual differences instead the term compilation documentary films, 
which are those films that are comprised of various audio-visual materials, Baron uses the 
term appropriation films. She argues that through a process of appropriation previously 
recorded audio-visual footage these films “give rise to the viewer’s experience of “the archive 
effect” – a sense that certain sounds and/or images within these films come from another 

2 In documentary programs political, social, cultural and historical processes are mediated through correlation on the 
one side, the assembling and appropriation of images, and on the other side, spectator’s reception, cognition and inter-
pretation	of	the	film.	“Visual	media	are	often	central	to	the	recreation	of	memory	and	spaces	of	commemoration	with	
the	emphasis	on	simulations,	replications	and	virtual	experiences”	(Lennon/Foley	1999:	47).	In	this	way	visual	culture	
mediates	the	ways	in	which	“we	see,	believe	and	make	meaning”	(Ibrahim	2009:	95)	creating	the	spaces	for	collective	
identification.	While	watching	documentary	films	that	lean	onto	fidelity,	authenticity,	verisimilitude	and	objectivity	of	
presenting	historical	events	such	as	the	Holocaust	(Kerner	2011)	the	viewers	are	positioned	between	their	general	
historical knowledge and the partial lack of it which they notice during the projection. In parallel processes, the specta-
tor conforms the existing knowledge, acquires new knowledge and revises the old knowledge, which means that when 
watching	a	historical	documentary,	our	knowledge	of	the	past	can	be	confirmed,	changed	or	annulled.	Vivian	Sobchack	
in Toward a Phenomenology of Non-Fictional Experience (1999), points out to the fact that the term documentary, “along 
with	the	obvious	nomination	of	a	film	genre	characterized	historically	by	certain	objective	textual	features,	the	term	
also	–	and	more	radically	–	designates	a	particular	subjective	relation	to	an	objective	cinematic	or	televisual	text”	
(Sobchack 1999: 241), thus highlighting its mode of reception and experience. This has major implications on what 
audiences perceive and believe to be true about history while watching documentary programs.
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time and served another function” (Baton 2014: 11). Baron believes that the viewer’s 
experience of “the archive effect” is generated through intentional disparity and temporal 
disparity. For her, these two disparities in appropriation films occur when the footage 
taken from one context of use is placed in another e.g. a difference between the “then”, 
the original meaning of the footage, and the “now”, the production of the new text that 
incorporates this footage as archival footage giving it different context for example through 
use of voice-over narration. 

In contemporary culture the relationship between truth and authenticity is a problem-
atic one, because there is a general notion that “seeing is witnessing, and witnessing then 
makes it real” (Ibrahim 2009: 106). That is why, in the ongoing debates on historical and 
documentary films about the Holocaust being “window onto the past” (Kerner 2011: 15) 
artistic depictions are often questioned for authenticity. The archival images, photographs 
and documents are not just seen by the spectators as visual representations of historical 
events such as Holocaust, but can also be perceived as “witness” (Van Alphen 2002) and 
they become “primary markers of memory” (Zelizer 2002: 699). Bill Nichols regards archival 
video footage as indexical images and argues that its meaning always depends on how the 
archival images are appropriated and contextualised within one text due to the fact that it 
affects multiple interpretative frameworks and understanding of past events represented by 
the archival images (Nichols 1994). For spectators archival audio-visual images can “stand 
in for the larger event” (Zelizer 2002: 699) which they represent, but sometimes, because of 
its indexical meaning, they can become aides in concretising memory and conventionalising 
and simplifying complex historical events. 

International Disparity in Appropriation Documentary Programs
Jasenovac Concentration Camp was a complex of five sub-camps on both banks of the 

Sava River and they were the largest extermination camps in the Independent State of 
Croatia during WWII. It was established by the Ustasha regime in August 1941 and was 
closed in April 1945. During this period many Serbs, Jews, Roma, a number of Croats 
who were opposing the Ustasha regime, Yugoslav Partisans, Communists and antifascists, 
as well as their family members, who found death and suffering in Jasenovac as a measure 
of retribution. After the Second World War, on the location of Croatian Ustasha genocide 
camps, a Memorial Site was built together with the Memorial Museum and an education 
centre. The activities of the Memorial Site include gathering, researching, processing, and 
exhibiting documents; helping production of various documentary programs; organising 
exhibitions, publications and commemorative events to honour the Jasenovac victims. 

Images of the Jasenovac camps as Images of the Holocaust in the Balkans during WWII were 
used until 1991 for memorial and commemoration purposes and from 1991 to 1995 in Serbian 
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media these images were reformulated3 as a warning to Serbian population in Yugoslavia that 
what happened in Croatia during WWII could happen again. Within this period TV Belgrade 
(Serbian national television) produced around 60 various documentary programs about the 
Jasenovac Concentration Camps such as: prime time evening news reports, additional news 
programs (so-called Dnevnikov dodatak) and documentary programs Why do Jews Flee Croatia 
(Zašto Jevreji beže iz Hrvatske),Who is Killing the Truth (Ko ubija istinu), Ethnic Cleansing (Etničko 
čišćenje), Terrorists (Teroristi), Serbs, Croats and Yugoslav destiny (Srbi Hrvati i sudbina Jugoslavije), 
Serbian Volunteers Guard (Srpska dobrovoljačka garda) and two documentary series: Yugoslavia at 
War 1941-1945 (Jugoslavija u ratu 1941-1945) (14 episodes, of which 4 episodes were dedicated 
to NDH- abbreviation for Independent State of Croatia), and Genocide over Serbs, Crimes of the 
Croatian Ustasha State (Genocid nad Srbima, zločini hrvatske ustaške države) (3 episodes). 

Prior to 1990 and 1991, in prime time evening news of TV Belgrade, the Jasenovac 
Concentration Camp was mentioned to mark an important anniversary or via the news on 
the construction of a Memorial Centre, etc. However, during 1991, the year the war broke 
out in former Yugoslavia, Jasenovac camps are mentioned in a completely different context. 
For example, during the period from August to December, while bombing of Dubrovnik and 
the Vukovar Siege was taking place (Croatian town with mixed population at the border with 
Serbia) on 9th October 1991 in main evening news report about war in Croatia is shown. 
Right after it, additional news (Dnevnikov dodatak) broadcasts this same contemporary video 
material compiled with archive images of Jasenovac from WWII. Then, in another example, 
on same evening a TV report about the war in Croatia was broadcast in the main evening 
news and after it a documentary series Genocide over Serbs, Crimes of the Ustasha State was 
shown, which highlighted the parallel between 1941 and 1991. 

The beginning of the documentary film Vukovar, Final Cut (Vukovar poslednji rez, Janko 
Baljak, 2006) shows a compilation of a number of TV reports during the summer of 1991, 
after the war in Slovenia, and before the war in Croatia. The film reveals the mechanisms of 
TV reports pointing to Serbs from Croatia fearing for their lives and generating even more fear 
for Serbian population in whole Yugoslavia. One of the reports from 1991 shows how a group 
of Serbian nationalists and intellectuals, including Brana Crnčević, want to go to Croatia from 
Serbia, to a commemoration in Jasenovac. However, the borderline had already been estab-

3 In the late 1980s and early 1990s all mainstream media were controlled by the political parties of Serbia and Croatia. 
TV	Belgrade	changed	its	name	to	Serbian	National	Television	(RTS	-	Radio-televizija	Srbije)	and	referred	about	the	
war in Croatia as “defending centuries-old Serbian hearths and protecting the Serbian weaklings from yet another 
genocide	by	the	fascist	Ustasha	forces”	(Kurspahić	2003:	84).	TV	Zagreb	changed	its	name	to	Croatian	National	
Television	(HRT-	Hrvatska	radio-televizija)	and	for	them	“the	war	was	defending	homeland	and	a	way	to	realise	a	
thousand-year	old	dream	of	independent	Croatia	where	there	is	neither	place	nor	sentiments	for	civilian	Serbs.”	
(Kurspahić,	2003:	84).	Both	of	these	televisions	aired	documentaries	programs	where	“our”	soldiers	were	heroes	
and	defenders	of	“our”	unprotected	civilians	who	were	attacked	by	“their”	armed	killers	and	followers	of	Croatian	
Ustashas, and Serbian Chetniks from the Second World War.
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lished and they are sent back to Serbia, and Crnčević states that “Serbs have this misfortune to 
have their greatest graveyard in the neighbouring state” (Main evening news, RTS, 1991). The 
formula was – first to broadcast a documentary with 1941/1991 parallels, thus causing havoc 
and fear among Serbs in Croatia, and then a TV report is made on how Serbs in Croatia are 
frightened (as some sort of confirmation that there is fear, which, in turn, generates even more 
fear). In these examples we can find the use of intentional disparity in appropriation documen-
tary programs in which audio-visual archive footage generates the dominant sense of coming 
not only from some other time, but it is also used for a different intent. In these documentary 
programs the archive material is not used as remembrance of Holocaust in the Balkans, instead, 
they were intended to point to what was happening the last time in the history when Croatia 
was independent, leading to the implication that the viewer’s spectatorial experience is changed 
from a commemorational to a disturbing emotional experience.

The following year, in 1992, when the war in Bosnia started, the TV stations such as CNN 
and BBC in their reports also started to use comparison of Holocaust images during WWII and 
the war in ex-Yugoslavia juxtaposing recently recorded images from the war-devastated Balkans 
with footage of Nazi persecutions during WWII. Through using “the archive effect” they created 
the viewer’s experience which was a combination of memories and fear that “ethnic cleansing 
in Bosnia” had happened and that we had allowed the Holocaust to happen again (Shandler, 
1999). In August 1992, the British news station ITN made a report of a detention camp in 
Bosnia, showing the images that many viewers found alarmingly similar to images of Nazi 
concentration camps. This news segment raised much controversy, because they were filmed 
by Serbian TV crew, and their footage shows a wider space of the camp than the one shot by 
the British crew which was shooting only a small area partially enclosed by a fence. It has been 
verified by international institutions such as the International Criminal Tribunal in The Hague 
and the International Red Cross in Geneva that it was not the group of Muslim men that were 
surrounded by barbed wire, but rather the British and Serbian reporters (Hicks 2007). The fact 
that it was the reporters that were surrounded by barbed wire can be seen in documentary film 
Judgement (Presuda, Mihailo Ilic, 1997) which demonstrated that the images of Trnopolje deten-
tion camp were visually manipulated (cropped, centred, desaturated to white and black, etc.). In 
2000, the High Court of Justice in Britain ruled that the news reporter did not deceive the pub-
lic in this TV report. This report, like many others after it, caused a general feeling of “another 
Holocaust” amongst the audience, and that we have allowed for the Holocaust to happen again. 

“This analogy has also generated an extensive discussion on the power and problematics of the 
Holocaust as a paradigm” (Shandler 1999: 240).

Interpretative Frameworks of Archive Footage 
The responsibility of remembering Pierre Nora delegates to the archives and for him “mem-

ory is, above all, archival. It relies entirely on the materiality of the trace, the immediacy 
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of the recording, the visibility of the image. (…) The less a memory is experienced from 
the inside the more it exists only through its exterior scaffolding and outward signs” (Nora 
2004: 237). What exactly is “archive footage”, how is it created and how does it shape our 
experience as well as our understanding of the past and history? The genesis of how certain 
audio-visual footage becomes archival material starts form a realistic course of events, then it 
is transformed into its presentation in a TV news report containing basic information about 
the event (where it takes place, who the participants are, what the consequences of such an 
event are, etc.). The viewer finds the context of this event clear, because it is his or her present. 
In the next phase, this audio-visual footage is processed into documentary TV program or 
feature documentary film. In this chain, the TV news report only tells us what has happened 
and how, and a documentary film can aim to tell us why it has happened4. However, the more 
distant we are from the moment when the event occurred, the context in which we observe 
it and interpret it becomes wider (political, historical, social, etc.). This can bring additional 
positive complexity in a documentary, yet it can also be illusive and misinterpreted5.

In September 1942, the Independent State of Croatia (NDH – Nezavisna država Hrvatska), 
created and supported by the Nazi Germany, made a propaganda film about the Jasenovac 
Concentration Camps. The film contains footage of Vjekoslav “Maks” Luburić, visiting and 
inspecting the ground, which was under his command and which he was in charge of. He is 
shown kissing a white dove as a symbol of peace. In May 1945, soon after this concentration 

4 Some historical events, for the various reasons (lacking archive materials, documents, witnesses, etc), cannot be 
represented	by	conventional	documentary	methods.	For	this	reason,	filmmakers	use	hybrid	docu-fiction	forms	such	
as fact-fiction (fiction faction)	films,	reality-based drama, docudrama, etc, where there is textual interplay of documen-
tary	and	fiction	footage.	“Their	highest	goals	are	to	present	powerful,	enthralling	drama	that	nevertheless	also	gets	
as	close	to	the	truth	as	possible”	(Rosenthal	2002:	277).	This	has	raised	certain	questions	about	representation	of	
the facts in historical programs, because the basis of documentary is its relationship to truth and the main task of 
docudrama is to tells a real yet altered story, to evaluate the facts and organise them into a solid, dramatic struc-
ture,	which	opens	up	an	area	in	which	fiction	is	presented	as	fact.	This	offers	tremendous	scope	and	challenge	in	
docudrama,	because	fictionalisation	of	historical	events	is	a	process	that	requires	rethinking,	reconceptualising	and	
understanding	how	to	find	“a	focus,	an	angle	or	a	strong	line	central	to	the	plot”	(Batty,	2006).	One	of	the	dangers	of	
fictionalisation	is	selectivity	(‘what	really	happened’,	‘what	I	want	my	film	to	be	about’)	and	focusing	on	one	or	two	
aspects of real story (LaMarre and Landreville: 2009).

5 Archive material can be fascinating and captivating but it can also be tremendously misleading and untrue. Alan 
Rosenthal	adds	that	viewers	of	historical	films	are	watching	“visual	history”	(Rosenthal	2002:	304)	and	its	visual	
materials at hand are archival audio-visual footage, photographs, documents, location shooting at historical and 
archaeological	sites,	reconstructions,	witnesses,	etc.	In	these	films	few	dilemmas	surround	archive	footage.	Often,	
visually most interesting archive footage (war troops in the move, explosions, etc.) may also be historically irrelevant 
for	the	topic	of	the	film	and	may	provide	little	insight	into	the	deeper	meaning	of	events.	Also,	the	very	absence	of	
audio-visual footage may lead to a serious distortion of history, because footage of one historical event can be 
used	as	illustration	of	another	or	the	sheer	(non)existence	of	archive	material	may	dictate	the	story	of	the	film,	
because	one	can	exclude	important	historical	event	for	which	there	is	no	audio-visual	material.	Another	difficulty	
for	Rosenthal	is	the	misuse	and	misquotation	of	archive	film	footage	such	as	the	Nazis	footage	of	camps	prisoners	
which	are	”now	used	as	an	objective	news	record,	without	acknowledging	that	the	footage	was	shot	to	provide	a	
negative	and	degrading	picture	of	those	slave	populations”	(Rosenthal	2002:	305).
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camp was liberated and SFRY was founded, the seminal documentary film Jasenovac (Gustav 
Gavrin and Kosta Hlavaty) was made. This film appropriates parts of the Ustasha propaganda 
film from 1942 and creates intentional disparity of archival footage because the footage recorded 
for one purpose is appropriated in this text and has a different purpose. Nevertheless, docu-
mentary film Jasenovac is an important piece of record and original source of documentation 
of genocide committed by Ustaša against Serbs, Jews, Roma and Yugoslav Partisans. Because 
it was made in the first days after the end of the war this film records it with minimum bias, 
subjectivity, manipulation and distortions of the evidence6. Still, one cannot deny the fact that 
the film was shot for the needs of the newly-formed communist authorities in SFRY, aiming 
to tag the criminals and traitors in the WWII, which gives this film a specific historical context.

Compilation/appropriation documentary films made after the film Jasneovac are Jasenovac 
1945 (Jasenovac 1945, Bogdan Žižić, 1966), Gospel of Evil (Evanđelje zla, Đorđe Kastratović, 
1973), Blood and Ashes of Jasenovac (Krv i pepeo Jasenovca, Lordan Zafranović, 1984), Tower 
of Death (Kula smrti, Vladimir Tadej, 1988), God and the Croatians (Bog i Hrvati, Krsto 
Škanata, 1993), The Sun and Barbed Wire (Sunce i žica, Simo Brdar, 2006), And the God Was 
Silent (A bog je ćutao, Simo Brdar, 2007), etc. These films are comprised of almost identical 
archive materials, personal testimonies of the survivors about what happened in Jasenovac, 
interviews with experts, voice-over narration (which affects the viewer’s emotional and ideo-
logical stands), as well as the original recorded footage for each of these films. What is very 
important for all of these films is that in each new film, the originally recorded material from 
the previous film is appropriated as archive material. More often one uses different voiceover 
for the same images in different films. 

Due to the lack of the video footage photographs are used in all of these films. Nataša 
Mateušić, in her book Jasenovac Concentration Camp, Photography Monograph (Jasenovac, foto-
monografija, 2008), establishes a methodology of how a photograph can become historical 
source and a document. She analyses, researches and compares 127 photographs that were 
taken or are considered to have been taken in Jasenovac during WWII7. Matešić investigates 

6 Film Jasenovac is a record of camps made just after the liberation of the camp prisoners. This has been the case with 
other well-known documentaries: Death Mills (Billy Wilder, 1945), Majdanek, cmentarzysko Europy (Aleksander Ford, 
1945), Nazi Concentration Camps (George Stevens, 1945), The Nazi Plan (George Stevens, 1945), Memory of the Camps 
(Alfred Hitchcock, 1946, 1985), Seeds of Destiny (Gene Fowler Jr, 1946), Nous Continuous (Moshe Bahelfer, 1946), The 
Nuremberg Trials (Roman	Karmen,	Yelizaveta	Svilova,	1947),	etc.	The	similarity	of	these	documentaries	does	not	lie	
merely	in	the	fact	that	they	were	shot	in	the	first	months	after	the	end	of	the	war,	but	in	the	fact	that	the	shots	that	
were	originally	made	for	these	films,	were	an	important	archival	source	for	documentary	film	authors	that	are	made	
today, but also for theoreticians, historians, sociologists, etc, who tend to delve in this topic. Thus, these documen-
tary	films	contain	footage	that	has	become	synonym	of	genocide	in	concentration	camps	during	the	WWII.

7	 Nataša	Mateušić	points	out	that	many	publications	about	concentration	camps	of	Jasenovac	and	Stara	Gradiška	
include a number of photographs which were, unfortunately, often cropped, incomplete, had the wrong captions 
and comments or used as a mere illustration of the text, regardless of their true meaning. In the same way as the 
voiceover	narration	changes	the	meaning	by	influencing	viewer’s	perception,	so	does	the	photos	description.	The	
same photograph, with a changed caption is given a completely different meaning.
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many examples where meaning of the same photograph is completely changed with a caption 
or description such as photograph marked in her book as F-18 described with 5 different 
comments. The original of this photograph is archived in the Croatian State Archives and 
its description does not determine either the time or the place “Ustashas slaughtering over 
a pit – collective grave”. Then, in the book The First Year of the Liberating War (Prva godina 
NOR-a, Istorijski arhiv u Karlovcu, 1971), photo is described as “Ustasha bestiality in Lika, 
1942”; in the Milan Bulajić’s book Ustashas’ Crime of Genocide (Ustaški zločini genocida, 1988) 
same photo is described as “Ustasha slaughterers are preparing to kill another inmate in 
Jasenovac, 1942”; Antun Miletić in Concentration Camp Jasenovac 1941-1945 (Koncentracioni 
logor Jasenovac 1941-1945. Dokumenta, Knjiga I-III, 1986) describes it as “Jasenovac Ustashas 
at work”; and in the catalogue of the exhibition Jasenovac, the system of Ustasha death camps 
(Jasenovac, sistem ustaških logora smrti, 1994) made by Jasenovac Muzej Vojvodine from Novi 
Sad and Museum of Genocide Victims in Belgrade, the caption says “Summer 1941, pits in 
Eastern Herzegovina are filled with thousands of killed Serbs”.

Temporal Disparity in Appropriation Documentary Programs 
Temporal disparity of archive footage in documentary films generates “the archive effect” 

by juxtaposition of images perceived as produced at very different time period (Baron 2014: 
17-30). In his canonical Holocaust documentary Night and Fog (1955) Alain Resnais adopts 
the poetic strategy of contrasting black and white images of the Auschwitz concentration 
camps shot during and just after the Third Reich and contemporary colour images of the 
abandoned camp shot ten years later. In 1983, Lordan Zafranović made a documentary film 
Jasenovac, Blood and Ashes8 about the Jasenovac Concentration Camps, the biggest death 
camps conducted during the period between 1941 and 1945, in the Independent State of 
Croatia. This appropriation documentary film uses temporal disparity of archival footage in 
two sequences of complex parallel montage. One scene contrasts images of a serene village of 
Jasenovac and the archive images of the victims floating down the Sava River. The other, very 
long scene contains a parallel montage of archive shots of Hitler with entranced masses and 
horrible crimes perpetrated by the Third Reich during the WWII. The scene ends in archive 
material of Ante Pavelić, Croatian fascist leader, meeting Adolf Hitler and Hermann Goering 
on June 6, 1941. 

While many documentary films about the Holocaust appropriate video footage from Nazi 
Germany propaganda films as the archive illustration, Resnais and Zafranović in their films 
manage to uncover a much more complex historical and ideological context of the time of 
this footage by using temporal disparity. In the films Night and Fog and Jasenovac, Blood and 
Ashes there is the constant alternation between the present, which is depicted in colour foot-

8 Jasenovac, Blood and Ashes can also be found on the Internet under the name Jasenovac, The Cruelest Death Camp of 
All Times.
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age, and the past, which is black and white footage. Lordan Zafranović returns to Jasenovac 
40 years later to record the remains of the camp, just like Alain Resnais returns to Auschwitz. 
Zafranović, like Resnais, contrasts colour footage of the village pastorals around the place 
where used to be the camp with the black and white archive footage of the same place at 
the time when the camp was in full operation. The result of this powerful contrast is a deep 
emotional identification and understanding the tragedy that took place there. In these two 
documentaries, archive footage is not used only to represent the past, but to warn to future 
danger of history repeating itself.

Contrary to this use during the 1991-1995 period in TVB/RTS documentary programs 
and TV news reports archival images from Jasenovac were used as an illustration and they 
very compelling for viewers because of the temporal disparity of audio-visual footage which 
created the “the archive effect” for the viewers. In these programs the montage makes an 
especially powerful connection in a cross-fade between black and white and colour images, 
cutting back and forth between footage from recently recorded footage of war in Croatia and 
vintage images of World War II. Thus, temporal disparity in these programs occurs between 

“then” - tribulations in Jasenovac in The Independent State of Croatia during WWII, and 
“now” – 1991, there is the war for the independence of Croatia and the same can happen 
again. By selectively adopting and manipulating memory markers from our collective past 
we could (re)frame collective memory and mislead memory users into ignoring or transform-
ing personal knowledge and memory according to renewed set of representations from our 
collective past9. “Collective memory is not history, though it is sometimes made from similar 
material. (…) It can take hold of historical and socially remote events but it often privileges 
the interests of contemporary. It is as much a result of conscious manipulation as unconscious 
absorption and it is always mediated” (Kansteiner 2002: 180).

The “Problem” of Trust and Power in Documentary Programs 
The terms trust and power are the basis of the appropriation documentary film about his-

tory and “the selection and half-truth are cornerstones of documentary propaganda, and it 
is a psychological fact that half of the truth serves just as well as the whole truth in bring-
ing the film illusion of reality” (Furhamer and Isakson 1992, 125) Between 1990-1995 in 
Serbian and Croatian media documentary programs were serving the horrific assemblage of 
the engineered war and ethnic cleansing. The topic of Jasenovac tribulation was a frequent 
source of manipulation in both media. The Croatian mainstream media removed this topic 

9	 	Focus	of	many	memory	studies	is	the	representation	of	specific	events	within	particular	historical	settings,	without	
reflecting	on	its	audience	and	their	specific	social	collectives	and	historical	context.	In	History as social memory 
Peter Burke remarks that “neither memories nor histories seem objective any longer. In both cases we are learning 
to take account of conscious or unconscious selection, interpretation and distortion. In both cases this selection, 
interpretation	and	distortion	is	socially	conditioned”	(Burke	1989,	98)
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altogether, and the Serbian mainstream media was at the time a machine for the production 
of documentary programs that forged history. The number of victims who died in Jasenovac 
was exaggerated, and the events were interpreted without objectivity, with politically incorrect 
comments (Milovanović 2014: 7-10). 

The media in Serbia and Croatia easily influenced the spectatorial experience by awaken-
ing forgotten fears and hatred, leading peaceful neighbours to doubt and clashes. “Television 
was an instrument of control over what was allowed for the public to know and what the 
authorities want the public to believe” (Kurspahić: 2003, 95). One TV film, about the 
secretive armament of Croats changed the rules of the media game. On January 25, 1991, 
in prime time evening TV news, a secretly shot film was shown where General Martin 
Špegelj speaks of Croatian plans regarding Serbs and Yugoslavia. This was followed by a real 
shock and acceleration of distrust between nations in SFRY. Seduction and desire to find 
out and to know more arisen. Serbs went back to the past, wondering where they had not 
been told the truth, or where the truth had been hidden from them for the sake of brother-
hood and unity. At that time, in documentary programs the meaning of archival images 
was frequently influenced by how the voice-over narration describes them, points to certain 
details, etc. For example, in the images from the Jasenovac Camps, something hidden was 
sought, something we could not have been told. Through the voiceover narration the TV 
viewers were called upon to seek beyond the archival image, and the images were used not 
to bring to light the complexities of the past and history, but as a mere illustrations aim to 
cause “the archive effect” and influence the spectatorial experience of the viewers and their 
further actions. 

Raising questions about ethics of appropriation of archival images in documentary pro-
grams is connected to exploration of power and the importance of trust in documentary 
programs. In his work The Subject and Power (1983) Foucault takes perspective on power 
in terms of its effects on the actions of individuals and conceives it as a mode of reaction 
on the actions of others. Nataša Jovičić in her text Jasenovac as a sign: a death camp, memo-
ries and reminders (Jasenovac kao znak: logor smrti, sjećanja i opomene, 2008) argues that 
before and during the war in former Yugoslavia “images of Jasenovac were directly used as 
ideological arms for the sake of war (…) which points to the unique misappropriation of 
remembering the crime, where commemorating of the crime (not the victims) becomes the 
seed and excuse for the new planned crime. The innocent Jasenovac victims have served 
only as the seed of hatred; we have seen how the victim is “used” to become a weapon” 
(Jovićević 2008: 229). Memorial and commemoration role of images of Jasenovac tribula-
tions was reformulated into propagandistic spectatorial experience aimed at bringing fear 
and mobilizing for war in ex-Yugoslavia and “the site of Jasenovac, had to be the place 
where one has to think the following: Never Again” (Jovićević 2008: 330) 
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Conclusion 
This paper brings to light the complexities of the appropriation of archival footage and 

use of voice-over narration and examine the power and the importance of trust in the 
context in which the archival footage is used in documentary programs. The meaning of 
archival images in documentary films may sometimes be influenced by various reasons 
(audio-visual manipulation, the misquotation of documents, misappropriation of archive 
footage, etc.) which may lead to production of ideologically charged version of the past, a 
serious distortion of history and propaganda. A big challenge for using the archive mate-
rial is its appropriation from one text to another, because archival material can be of big 
importance to reveal historical complexity, but can also produce “the archive effect” for the 
viewers when it is used as an illustration, regardless of their true meaning. Archival audio-
visual documents could be conceived not as images but as spectatorial experience when they 
are influenced by intentional and temporal disparity of archive footage e.g. a difference 
between the “then”, the original meaning of the footage, and the “now”, the production 
of the new text that incorporates this footage as archival footage giving it different context 
through use of voice-over narration. 
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THE ANTHROPOLOGICAL AND IDEOLOGICAL 
READING OF HOLOCAUST IN “HRANJENIK” 
(THE FED ONE)

The work proposes an anthropological and in direct relation to that, ideological reading 
of a movie dealing with the representation of the Holocaust. The powerful moral and 
symbolical potential of the Holocaust is used as a backdrop of ideological (in terms of 
the cold-war clash of the opposing ideologies of capitalism and communism, at the very 
peak at the time when movie was created, in the 70’s of the xx century) deconstruction 
of morals and civilization of the society that has rendered such atrocity as the Holocaust 
possible. In an overtly communist (or, such is our intention to argument so) reading of 
the complex phenomenon such as the Holocaust, the analysis proposed is based in an 
anthropological methodology, focusing primarily of the sacrificial mechanism.

The Holocaust is historical, sociological and anthropological phenomenon that has pro-
foundly marked the second half of the twentieth century in the context of the western 
European civilization (and its numerous post colonial off-springs that are still closely 

tied to Europe, as such are Unites Stated of America, Australia etc.). It is an event (again, in 
western European terms) that has so profoundly marked the society in question that it has 
created it, to a certain extent, impossible to continue its existence– at least in a form in which 
it was thus far known. The basic premise of this attitude is that a society where such an event 
could have occurred is deeply and essentially flawed, immoral, and even evil. The necessity 
of a detailed questioning and deconstruction of the aforesaid society has taken place in the 
second half of the twentieth century. 

In that respect, the Holocaust (among the many ways one can approach to such a complex 
phenomenon) is a moral “ground zero”2 of the west European society. It is also possible to 
propose, that it is the “point zero” (in the Barthian sense) of civilization as such – the very 

1 boris.djordje.petrovic@gmail.com
2	 The	term	originally	signifies	the	site	of	the	September	11th	attacks	in	New	York,	NY	–	as	taken	out	of	the	context.	
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end of the civilization as we know it, but at the same time, the very beginning. The notion 
of the end of European civilization has been present as of the end of the World War I. The 
feeling of cultural, technological and scientific superiority of Europe (and European offspring 
states and societies) over the rest of the world was seriously disturbed when European coun-
tries witnessed a carnage never seen before. The World War II expanded on that notion – not 
only with numbers of dead soldiers and civilians, but more so with the Holocaust – a sys-
tematic extermination of Jews, Slavs and Roma peoples. From that perspective the end of the 
(European) civilization is being speculated – it is no longer morally justified or possible. It is 
an anchor point, a “moral negative”: thus, the Shoah must be taught because, as Berenbaum 
says: “The Holocaust has become the negative absolute in American society. In a world of 
relativism, we don’t know what’s bad, and we don’t know what’s good, but the one thing 
we can agree upon is that this is absolute evil, and it has become the standard by which we 
judge evil and, therefore, the standard by which we begin to establish values (Interviewed in 
Anker 2004).” (David H. Lindquist, 2011: 26) Also, furthering that notion, and even more-
so important: “The Holocaust, therefore, is more than a typical historical event that can be 
studied in terms of time, place, activity, and result. It is a vehicle by which the central essence 
of the human condition can be examined. The importance of asking fundamental questions 
about the nature of humanity can be juxtaposed against the contemporary tendency to refrain 
from taking substantive positions on ethical matters in the guise of being fair-minded and 
nonjudgmental.” (Ibid., 27)

Yet, we also talk about the beginning of a civilization that is fused with its end, and there-
fore introduce the anthropological approach to this analysis. The idea is closely related to 
the notion of sacrificial mechanism – the idea that every civilization stems from the ritual 
of sacrifice that on its own account exists as a way of rationalizing violence in its excessive 
and primal form. The term of “initial terror” is used to explain this phenomenon: So what 
would be the term for the work on the mythical figure? The complete aesthetification, that 
erases to the very last traces, from the archaic bases of the terror that gave it its specificity 
and its tension to the “lightness” of myth? Blumenberg wrote: Without the memory of the 
terror and the difficulties that the freedom of myth in its specificity had to overcome - like 
the joy of variation and the power of the repetition – said freedom is incomprehensible. The 
aesthetification achieved, does it not erase all the “memory” of terror, so well in fact that one 
could effectively say that myth “brought to its end” becomes purely “literary”. (Parizet, 2008: 
172, translation by Boris Petrovic). 

The notion proposed here for further development is that every beginning of the society 
(here linked with the idea of ritual and myth, as birthplaces of arts, but also philosophy, laws, 
science and all other aspects of human endeavour), the beginning of a sacrificial mechanism 
stems from the “initial terror”, a horror so great that it needs to be rationalized, explained and 
expulsed at the same time (and in that manner, controlled) by a society. Freud proposes the 
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same notion when analyzing the creation of taboo – according to him, the very foundation 
of the civilization and the system of laws and rule. Pierre Brunel suggests the same notion 

– sacrificial mechanism, as a way of rationalizing the horror (and terror) of violence, is the 
stem of society and the beginning of civilization – even more important, it is the essence of 
morals, of the system of values upon which the said civilization is built up (Brunel, 1992: 58). 
In that manner, the violence, the rationalized “initial terror”, has the double meaning and a 
double function – much like taboo itself. In words of Freud: “For us, the taboo represents 
two opposed meanings: at one hand, the meaning of the sacred, consecrated: at the other, 
the meaning of the unnerving, the dangerous, the forbidden, of the impure.” (Freud: 2001, 
35, translation by Boris Petrovic). As well as: “The goals achieved by taboo are of different 
order. The direct taboos are supposed to: a) protect the eminent persons, like the chieftains, 
the priests, and the objects to which one gives a certain value, against all possible prejudice; b) 
protect the week ones- women, children, men in general- against the powerful Mana (magical 
force) of the priests, the chieftains, etc.” (Ibid., 27, translation by Boris Petrovic)

Following Freud’s proposition, it is clear that taboo, the buffer zone that surrounds the 
violence incarnate, serves two purposes – to elevate said violence from the community and 
to protect the community from it. According to Freud, every figure of authority (a tribe’s 
chieftain, for example) draws the power from violence, and said violence creates the taboo sur-
rounding him. That is, from the violence capacity of said figure of authority. Taboo separates 
the figure of authority – in the context of this movie and the micro-universe of a concentra-
tion camp, the Kappo3 – from the rest of the community. The separation is done, as visible, on 
all accounts – Kappo not only wears different clothes and eats better food (in greater portions, 
which is an important fact for this particular narrative) but is also physically separated from 
the rest of the camp inmates. 

Like the mechanism of taboo suggests, the separation is complete and necessary – the 
Kappo, as the bearer of violence and thus a figure of authority, must be isolated from the 
rest of the community as every approach to him results in exercise of the aforesaid violence 
that he bears and incarnates. In this particular film, every time Kappo Gusti (the name of 
the character) interacts with his fellow inmates, it results in violence over them – be it verbal 
abuse, psychological abuse (demeaning mathematical questions, offensive in their simplicity), 
physical abuse (intense exercises after an already exhausting work in the quarry, especially 
given the meagre nutrition) and beatings. 

Thus, the figure of authority is elevated and rendered sacred (Lévi-Strauss, 1962: 297-
298). This notion of sacredness is directly connected to that of violence. Like Rene Girard 
proposed in his famous study The Violence and the sacred (La violence et le sacré), the notion of 

3	 A	figure	of	authority	amongst	the	detainees	of	a	concentration	camp	–	himself	also	a	detainee	and	a	Jew	(or	a,	Slav,	
or	Roma)	ultimately	facing	the	same	outcome	as	the	rest	of	his	fellow	inmates,	but	with	certain	privileges,	somewhat	
better living conditions and a level of power over his fellow inmates. 
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sacred, like taboo with Freud, stems from violence. Claude Levi Strauss makes the same con-
nection: “The mythical system and the modes of representation it employs serve to establish 
homologies between natural and social conditions or, more accurately, it makes it possible 
to equate significant contrasts found on different planes : the geographical, meteorological, 
zoological, botanical, technical, economic, social, ritual, religious and philosophical. The 
equivalences are roughly the following: Pure, sacred: male: superior: fertilizing (rains); bad 
season. Impure, profane: female: inferior: fertilized (land): good season One can see at once 
that there is contradiction embedded in this table which sets out the canon of native logic 
In fact, men are superior to women, the initiated to the uninitiated and the sacred to the 
profane. On the other hand all the terms on the top line are treated as homologous with the 
rainy season, which is the season of famine, isolation and danger, while the terms on the lower 
line are homologous with the dry season during which abundance reigns and sacred rites are 
performed”. (Lévi-Strauss, 1962: 123)

As the first line suggests (pure, sacred, male, superior – bad season) all these attributes are 
linked to the bad season; drought, famine, thirst, death and destruction. Those are intrinsi-
cally linked to the notion of sacred and the notion of vertical elevation. 

The notion of verticality is important – said figure is above the rest of the community. 
What elevates him is not only the taboo, but also the fact that he is the one in control of all 
of the community’s resources. He monopolizes resources of the community – he controls 
the food (in the example proposed by Freud, all of the resources of a community, including 
women – which, incidentally, can also be connected with this movie where Kappo Gusti is 
the only one to actually interacts with a woman). 

In this manner, going back to our initial thesis that the civilization is being “reset” in 
the Holocaust, the figure of authority is also “reset” to its basic function, dissimulated and 
demystified to its basic form – exercise of violence. As a place where civilization dies and is 
being reborn it also starts from scratch – by pealing of off all the layers (aestheticizing the 
initial terror, as suggested in the colloquy organized by Sylvie Parizet (Parizet, 2008: 172) and 
going back to the source. This notion of the initial terror, the birthplace (a Petri’s dish of the 
sort) of civilization is underlined in the film by overabundance of violence in the camp. As 
it as in the beginning of society, violence is not contained; it is not controlled, but instead 
roams rampant. Even following the rules set up by Kappo does not protect the inmate from 
the violence – he can be humiliated and even brutally beaten up (like Pjesnik, the Poet, is) 
on an irrational Kappo’s whim. It is in this atmosphere where the basic flaw of civilization is 
inspected, criticized and denounced – ideologically speaking, from a communist perspective4. 
The film is, as we shall try to argument, a communist reading of a capitalistic society. 

4	 Film	was	made	in	the	communist	Yugoslavia,	at	the	heyday	and	the	very	zenith	of	the	socialistic	regime	–	1970,	when	
Yugoslavia	was	at	its	best	and	before	the	inner	turmoil	and	the	rise	of	different	nationalisms	would	tear	the	country	
apart. 
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Such atmosphere (the mentioned Petri’s dish of society) is the background of the movie’s plot. 
A group of inmates is terrorized by a cruel Kappo. Although himself an inmate, he demeans and 
humiliates his fellow men. Difference between the Kappo and the rest is visually underlined by a 
choice of a heavy set actor who plays the Kappo and the very meagre looking group of inmates 
(something one would come to expect from concentration camp detainees). After a failed assas-
sination attempt, taken by the strongest member of the group (aptly named The Strong One 

– Jaki), the inmates decide to abstain from their already meagre portions, so they could feed of 
the strongest amongst them, Dugi (The Long One). This is done at the great expense on their 
health – one of them, Pjesnik (The Poet) pays this investment with his very life. After Dugi has 
gained enough strength, the Kappo Gusti is found beat up and humiliated – he is no longer 
Kappo – and it is discovered that the plan was denounced to the Nazis. After the now former 
Kappo Gusti has been ruffled up the inmates (but ultimately spared), it is discovered that the 
traitor of the plan to Germans was The Fed One himself, Dugi (The Long One). He is also, as 
the strongest amongst them, the new Kappo; he plans to be as cruel as the former one. In a very 
bitter turn of events, the inmates decide to now invest their food in the old Kappo Gusti, so that 
he could take on the new one, their former champion. 

Let us take on a closer look on two key points of this examination. Why is this narrative 
the image of sacrificial mechanism? Also, how does that relate to the ideology of communism 
and that of capitalism? 

The notion of separating one person from the community, creating a hero, is essential for 
the narrative of the sacrificial mechanism. Hero of the community, one marked by violence, 
one capable of murder, is at the same time the scapegoat of the community – its sacrificial 
offer. The very fact that the hero is marked by violence (that he carries the capacity for mur-
der, the necessary strength to commit it) separates him from the community – he must be 
killed, or expelled from the community (which would also necessary mean death). If not, the 
violence the sacrificial victim embodies would infect the rest of the community and lead to 
its dissolution5. Thus, one of the ways of separating the hero (that is the sacrificial victim, the 
symbolical scapegoat) is to surround him by taboo and separate him from the community by 
rendering him the figure of authority. In this particular case, we see inmates – the community, 
investing all of their resources to “breed” their champion – their sacrificial victim6 that is to 
be offered to the Gods, the one hero to rid them of their plague. In this respect, The Fed One 
is to play the same role as any scapegoat, as any sacrificial offering – he is to divert the anger 
of the gods and to reinstitute the community in their favour. This is to be done by the killing 
of the cruel Kappo, Gusti. 

5 For more on the subject, see The violence and the sacred by	Rene	Girard.	
6	 It	is	a	very	common	case	for	the	sacrificial	offerings	to	be	well	fed	and	kept	in	all	around	pristine	condition	–	to	be	

offered	exceptional	comport,	luxury	even,	to	be	treated	as	deities	sometimes,	before	the	ritual	sacrifice.	This	movie	
is no different – limited by their means, the inmates are doing the same with their champion. 
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This notion (only regarded on a macro plan, on the level of an entire nation) is underlined 
by both Northrop Frye and René Girard. Speaking of the position of the tribe of Israel in the 
Old Testament, Frye suggests: “Having said that, it seems that, as the God declares: Israel is 
my son and my first-born (Ex 4,22), he gives the Israel one extremely ambiguous honour, by 
allowing the possibility that he be either chosen as the sacrificial victim, or ousted and exiled, 
or both.” (Frye, 1984: 225, translation by Boris Petrovic). 

René Girard proposes a notion very much in the same line: “In Exodus, obviously, it is 
the entire chosen people that identifies with the emissary victim faced to the Egyptian society. 
By causing the sacrificial crisis that plagues the Egypt (the ten plagues), Moses stands assur-
edly as the figure of the emissary victim, and with him, the entire Jewish community around 
him. There is therefore something extraordinary in the foundation of Judaism. For normal 

“functioning”, in the sense of myths we talked about so far, the Exodus narrative should be an 
Egyptian myth: this myth would show us the resolution of the sacrificial crisis by expulsion 
of the ones who caused the troubles; of Moses and his companions. Thanks to this expulsion, 
the order in the Egyptian society shaken by Moses would be reestablished. This is the model 
with which we’re dealing with, but displaced towards the emissary victim who is not only 
rendered humane but will ultimately represent a community of an entirely new kind.” (Girard, 
1978: 176, translation by Boris Petrovic). 

The Long One Dugi, on the micro-plan of this small community, plays the same role as the 
Moses played for the tribe of Israel (or even the entire tribe of Israel towards God). He is the 
cherished one, the most important of them all – it is important for a sacrificial offering to be, 
due to God’s favour can only be won by a very precious gift7. In that manner, he is also the 
identity of the community – a notion underlined by Northrop Frye and René Girard, but also 
Anthony D. Smith and Anna Makolkin: “Even in complete isolation, the individual victim 
is still the identity of those who reject it.” (Girard, 2010: 212) Also: “A group is awaiting an 
individual who may embody the most desired collective features, become an icon, a symbol 
and a password for identifying the nation.” (Makolkin, 1992: 91) 

The situation given by this particular film, where an individual (The Long One, Dugi) is 
distinguished by his community to become the strongest one of them, and to ultimately rule 
them, is perfectly represented by Anthony D. Smith, in all of the aspects thus far presented: 
the right of the rule (that is secured by power , the capacity for violence), the notion of sacred-
ness, the notion of taboo – only on a macro plan of the entire society (this micro plan of a 
concentration camp is, however an entire society in a nutshell): “Hierarchy, in the generic 
sense of a form of sacred order, can characterize most kinds of community and state, but 
is more specific meaning it denotes a sanctified order insofar as it is believed to mirror and 

7	 In	this	respect,	René	Girard	suggests	that	the	very	beginning	of	Judaism	comprised	the	sacrifice	of	the	first	born	
children,	as	they	were	seen	as	the	most	precious	“possessions”.	The	narrative	of	Abraham	is	a	mythical	dissimula-
tion	of	a	progress	Judaism	made	past	the	point	of	sacrificing	the	first-borns.	
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embody the celestial order on earth. There are two sub varieties of this kind of sacred order. 
In the first, the ruler is himself a god, and he is assisted by orders of priests and nobles who 
share some of his sanctity. The prototype here is ancient Egypt: the Pharaoh was regarded as 
a god and embodies Ma’at, the Truth, and over long time spans of priesthood, notably that of 
Amun-Ra, exercised immense influence over Egyptian society. In the second and more com-
mon subtype, the king is god’s representative on earth, receiving his authority to rule from a 
god, and issuing commands in his name, though he might subsequently be accorded divine 
honours.” (D. Smith, 2008: 76-77) 

Thus we come to the ideological aspect of this narrative that is inextricably linked to the 
anthropological one. The very notion of hierarchy (necessarily vertical), as Anthony D. Smith 
suggests, is linked to the capitalistic society. The situation presented in the film is an image 
of that society and of that social order. Capitalism in its most simple and basic form is the 
amassing of resources in one singular spot; as opposed to communism, which is the equal 
distribution of resources among the members of the community. Amassing of resources (such 
as Freud suggests the initial patriarchs performed by monopolizing the food and the women) 
is shown in this movie also. The Kappo to be, Dugi, is fed by its fellow inmates. The only 
resource in the concentration camp (the only one of any value, in this particular case) is the 
food. The inmates amass the food – the only capital they have –into one figure, The Fed One. 
The resources concentrated elevate the Fed One, Dugi, above the community; they give him 
strength over his companions, and therefore, ultimately, the rule over them. The concentra-
tion of power is equal to the concentration of resources. This notion is visually represented 
from the start of the movie. As already suggested, the first Kappo, Gusti, is played by a heavy 
set actor (verging on fatness), implying directly that he possesses and consumes much more 
food (the only resource) then the rest of his community of inmates. 

We come again to the notion that Holocaust is the “ground zero” of the European civi-
lization – that is for its better part, economically organized capitalistically. This economic 
organization of society, the capitalistic division of goods is therefore denounces as essentially 
evil and morally abject. The presence of this situation in the concentration camp, the site of 
universally recognized evil, is therefore ideologically used to denounce capitalism as a neces-
sarily amoral order. It is also important, for better understanding of the aforementioned, to 
go back to the notion that the sacrificial mechanism is not only the foundation of the law 
(via taboo that is the first law) but also the foundation of morality. Civilization based in such 
morals is, again, necessarily morally abject as much as the concentration camp that forces that 
situation upon its dwellers. 

For further comprehension of this perspective, it is important to know the context it is 
developed from. The context in question is the one of Yugoslav communism and autoges-
tion, a very particular variant of this ideology, closer to the Bakunin’s vision of anarchy (as 
the horizontal social order, not as the chaos as absence of order). The basic idea of Yugoslav 
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model, economical and ideological, of autogestion (self-management) was to have resources, 
factories etc. belonging to the workers. They were also the ones deciding trough the bodies 
of syndicates8. Anthony D. Smith suggests the same: “Conversely, demotic, ethnic move-
ment in the eastern half of Europe and the Middle East turned towards a more ‘territorial’ 
conception and a ‘civic’ model. As we saw, Ataturk and his party turned their backs on ethnic 
pan-Turkism and its adventures, and attempted to build a territorial nation – with a compact 
territory, citizenship rights, a common code of law and a secular, political culture or civil 
religion – on specifically Western lines. So, in a sense, did Tito. Though they recognized the 
ethnic distinctiveness of Yugoslavia’s six nations, and institutionalized it, the Communists also 
tried to bind them together in a territorially defined ‘Illyrian’ homeland, with its common 
division of labour, common citizenship rights and common laws – and even a shadowy com-
mon culture of ‘Yugoslavism’, with its non-alignment, self-management and confederalism.” 
(D. Smith, 1995: 149-150).

The ideological stance of this particular situation is present in the denouncement of any form 
of authority. In Yugoslav self-management, the Communist party was supposed to have but a 
transitory role (similar to the Lenin’s notion of the Vanguard party) (Lenin) until the proletariat 
is fully ready to assume the power. After that, it was supposed to be but a moral compass. From 
this position, any and all authority is seen as necessarily evil – as capitalism is unfair and down-
right evil on account of the unfair division of resources (from this communist perspective), so is 
the following division (or the lack there of ) of power and authority. This notion is underlined 
in the film when a fellow inmate, The Professor, asks the new Kappo will he be the same as the 
old one, ruthless and sadistic. His sardonic response was: “What else would you have me be, 
professor?” (Mimica, 1970, 01:14:30). The message is clear – any and all authority is necessar-
ily evil by default. The line that follows confirms: “Dugi, you are a huge piece of trash”. (Ibid., 
01:15:00) To further underline this notion of the evil of the authority based in violence and 
death, the shot moves from the image of the new Kappo to that of the smoking chimney of the 
crematorium where inmates are being burnt (Ibid., 01:17:50). Following words of The Professor 
take us back to our notion from the beginning of the work – that of the “ground zero” or that 
morally abject civilization. He says: “One day, there will be a trial for this. Individuals, perhaps 
entire nations will be on trial. But all should stand accused. Everything we consider to be “moral” 
and “civilization”. (Ibid., 01:20:10) Again, the moral (stemming from the sacrificial mechanism) 
as well as the entire civilization (reposing on capitalistic division of goods) is by default evil – the 
perspective is clearly the communist one. 

The film ends on a fatalistic note. The inmates start the cycle anew, with the old Kappo that 
they feed so he could take down the new one – instead, as it would be ideologically deemed 

8	 As	explained	here	–	http://blog.b92.net/text/7457/Edvard-Kardelj%3A-na-tridesetu-godisnjicu-smrti/	,	Dejan	Jovic,	
last	consultation	18.09.2014.	This	model	was	devised	by	Edvard	Kardelj,	the	second	most	important	figure	in	
Yugoslav	communist	party	after	Tito.	
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correct, to unite themselves against the Kappo instead of forming a champion to represent 
them9. To further the bleakness, the film is ended on a pseudo-documentary note that all of 
the inmates, except the new Kappo Dugi, have lost their lives in the camp. He, who is rep-
resented as the morally most abject, is the only one to survive and to continue his life under 
a new identity, thus furthering the evil in the world after the Holocaust. The film therefore 
brings us a rarely powerful and ideologically charged message, especially if we consider the 
symbolic charge of Holocaust in all its implications.
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THE HOLOCAUST AND THE CULTURAL MEMORy: 
THE ROLE OF THE MEDIA AND THE ARTS IN THE 
HOLOCAUST PROFILING

This exposition considers the cultural memory in interaction with the Media and the Arts. 
Bearing in mind that some authors insist on reconciliation among people, thus giving a 
‘neutral’ dimension to the Holocaust, it seems that the problem is multidimensional, and 
the key dilemma is how to position and evaluate it in the cultural memory of humanity – 
not only among the victims and the perpetrators.

The focus of this thesis on culture and arts – as Archimedes’s point (generally taken), 
was cultural memory and cultural identity orbit the key Modus Vivendi or, what the 
previous schemed “matrix” would take into consideration, that is to say what puts it 

in function – is the Holocaust phenomena . The Holocaust phenomena perceived as an inhu-
man catastrophe. Knowing that the term Shoah is a biblical term which means catastrophe 
on Hebrew, started to be used towards the middle of the twentieth century as marking of the 
Jewish Holocaust (and was subjected, on the other hand, to numerous critics since Holocaust 
is an evil which encompassed million of other non-Jews). Firstly, we should present some facts 
about the Holocaust. It represents not only the symbol of evil (after the WWII) or the symbol 
from the Bible (in his Hebrew meaning) – but it also represents symbol of paying respect 
to the God (in the ancient Greece it means scapegoat-arson, totally burned or òλόκαυστος 
– holo-kausots, even in a Greek translation of the Book of Leviticus, still its meaning it is not 
the same)… The problem of the Holocaust is more complex, since there are indications that 
it can have mystical meaning for the Third Reich: Germans called for “cleansing the world“ 
in the name of the Aryan race ( as the ideology of Nazism was based upon the conception 
of the Aryan race being a master race) and about the question or concept? of God – they are 
attached towards a warped version of Nietzsche’s Übermensch. What does it mean? Keeping 

1 radomir108@gmail.com
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to the occult, the Nazi’s didn’t deny existence of some “higher creatures”, and about the 
question of God, in its Biblical meaning – they stated, gently said, with the reserved belief. 
According to the Biblical codes it means one thing: pact with “dishonest forces”, pact which 
is not according to the Christianity. Therefore, we have sufficient relevant arguments for 
problematization of the source of Nazi’s morality. In addition, we shouldn’t identify Germans 
as the nation of “Nazis” since it was just a powerful political part of the nation. A kind of 
identification would be fatal and morally invalid. So, the basic question – the question of 
morality – we have encompassed enough as a key factor, positioned as a very important and 
negative vector, support for national-socialism – and together with the aforementioned the 
Holocaust. However, things do not end here, but the society is attributed, motivated and 
moved from stronger “arguments”, such as the motive of capital as a power. Of course, even 
the political options which are in a raw in-between depending on the conditions (also as the 
cause of these conditions) are overlapping in their inner self fight. Complex social structure 
radically is being reduced due to a monetary de-constellation of the economic structure 
within capitalism. As the result hereby we would emphasize neo-liberalism and explain sur-
rounding atmosphere. So to say, neoliberals are solving the issues inherited from fascistic and 
communist dictatorships, and at the same time their methods (in solving the capitalism’s 
crisis) – again, on the threshold of the 20th to 21st century is falling into new crisis. What 
is it all about? The mass of unemployed is similar to the unemployed who were ideologically 
manipulated during the period of classical capitalism for plebiscitary legitimacy of dictator-
ships (those fascist and communist regimes which ideologically influenced and manipulated 
with the masses). Communism found the solution the ones capitalist classes had “found” in 
removal of the capitalist social classes. Fascism, having problems with different fractions of 
interest of civic pluralist democracy (whom with they were in a conflict), had found solution 
in dissolution of political pluralism with use of force. The question to be raised is, could a 
contemporary neoliberals avoid “entrance” in the state capitalism or ideologically incinerated 
totalitarian system (and if they can – How?) through particular monetary medium in whose 
framework de-constellated creation of the capitalistic economy is to solve the existing crisis of 
the capital?! Previous objections, of course were in the context of a depiction of reasons which 
caused the Holocaust by the Nazi’s, economic profile was represented in the function for 

“gaining power” which lead to phenomena of national-socialist movement in Germany and 
(temporary) success of its fearsome government that ruled over the whole Germany. Simply, 
we have noticed that it is unacceptable the whole nation to become immanent evil! It is also 
unacceptable other nation (or nations) to put on a burden of immanent evil for humankind, 
its “uselessness” or “bending over” !! 

Politic posses skills in the scope of life within the social world in order to provide impor-
tance of tasks which are independent from the political acting and could not be compared to 
it: it comes out from the special form of political acting as a tool of power, but it also mani-
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fests: circulus vitiosus. As stated by Davor Rodin: “Politics as action in a auto generative way 
transcends its own institutional achievements and with that, changing everything, creates a 
new sensibility for genuine political segment of reality which under the impact of political 
actions – changes itself ” (Rodin 2013, 13). 

Cultural memory and the Holocaust 
Cultural memory represents a very complex matrix which generally, is a result of ratio 

between the culture and the memory, and which reappeared in the last decades as an 
essential question of interdisciplinary researches, covering in interaction, interrelationship: 
history of art, sociology, philosophy, theology, literary and media studies, psychology, and 
lately neurosciences. Cultural memory is changing and going deeper with its perceptions 
opening up the field of a kind of interrelationship between the cultural and social perspec-
tive. The growth of complexity brings to intensifying of controversies even to the cultural 
memory itself. In that condition it expands the perimeter of phenomenon as a possibility 
of criterion increasing – certain objects to fall under the umbrella of studies on cultural 
memory, including the individual acts of remembrance, taken in the social context of group 
memory (in particular family, friendships, veterans, witnesses, etc.) – an increased perim-
eter stating that studies of cultural memory are not restricted, telling that needs a bigger 
attention in interpretations. In the beginning it is noticed that Holocaust is remembered 
as an event without precedence, over which power of the capital had an impact, hence the 
Hitler’s party benefited from the circumstances and in heinous way took power in Germany. 
Also, it is noticed that among theoreticians the dilemma on whether it is all about the mys-
ticism and the occult is still not solved – and what stands behind the activities of Nazism 
and its primary principle: principle of the supremacy of the Aryan race. In that direction, 
we would emphasize “Ahnenerbe” society. It is confirmed with certainty that this society 
was closely joined by elaborating the project “Fau 1” and “Fau 2”. Of course, in the con-
text of extermination of Jews in the concentration camps, unseen genocide, it is extremely 
important to notice inhumanity of acts “ones with medical purpose” were undertaken 
over the campers. For example SS doctor August Hirt, no matter that he had friendly rela-
tionship with the commander of concentration camp Bergen-Belsen, was provided with 
the “live human material” without any restrictions. The list of scientist is unprecedented 
– criminals, among them Sigmund Rascher from the Dachau concentration camp , who 
had experimented with freezing the people (where he discovered that a frozen person can 
be only defrosted only with the heat of other body). These fanatics without a morality and 
with sick ideas believed that the “Act of Creation” is not finished and therefore they are 
called to fix all these “mistakes”. In that context, one of the key reasons – very powerful 
in the sense of the propaganda sense, inside in the national-socialist order – is the propa-
ganda of necromantic – rulers of camps, who stimulated mass murders. One of the very 
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important was the Thule Society with the maggot Karl Haushofer, then, Guido von List, 
Herman Wirth, first “master” of so called “Teutonic Order“ – Heinrich Himmler. 

The problem of Holocaust is important for cultural memory exclusively – there are even 
experts according to whom totalitarian systems of the type such as fascism and communism 
cannot be repeated (as it is previously noticed) – especially because of its moral devastation. 
In that context, very essential researches such as well known Viktor E. Frankl, who applied 
the results into logo-therapy and due to his profession, “scanned” almost everything: that 
humans are just numbers, that when you suck out all the reserves and remain function only 
they would have become cannibals – but from all those beastly acts and conducts of “superior” 
he couldn’t understand the irony, and especially indifference. Indifference, that was present, 
according to Frankl in all “from the other side” of a barbwire. It is possible that Germany was 
subjected to many factors of influence (parts are listed), factors that are really in the focus of 
research taken by the cognitive sciences, and through them, indirectly, the studies of cultural 
memory. 

The victims of Holocaust in Macedonia 
Jewish people are present in Macedonia more for than thousands of years. Fact telling us 

about exclusively noticeable authentic culture, which this nation has been seeded in these 
parts of the world, contributes essentially for the multicultural profile in Macedonia. What 
happened during the WWII is without precedence in these territories: in Skopje’s “Monopoly” 
7148 Jews were arrested, who were captured under inhuman conditions, waited and got 
transported to Germany. These Jewish people mainly from Bitola, Stip and Skopje, were 
deported in “Treblinka 2“ – and not a single one could survive that horror of the Holocaust 
and return to home. There is a lot of data for poly centennial presence of Jewish people in 
Macedonia, and as an argument we would like to state the following citation by the author 
Sofija Grandakovska: “The oldest archeological trace related to excavations in the ancient city 
Stobi speak of the earliest presence of the Jews in Macedonia, which points to a continuous 
existence of a Jewish community on this territory from the I – V century A.D. When speaking 
of community, it can ascertained that the century-long sedentary continuity discloses a well 
organized profane and sacral life of the Jewish onthos, which implies an affirmation on the 
active presence of the cultural, religious, linguistic, construction and socio-economic practices 
of the Jewish people in Macedonia. The discovered, but still not fully processed findings under 
Synagogue I dated from II century A.D., refer to their origin a century earlier. In the late III 
or IV century A.D., above Synagogue I Synagogue II was erected, which was transformed into 
a basilica in the V century A.D., and the century-long continuity of the Jewish community 
was stopped” (Grandakovska 2011, XXVIII). On the other hand, we cannot deny that 7148 
Jews were executed, nevertheless, that figure cannot be considered just as a number. it carved 
the culture of hundreds and hundreds of thousands, even more – millions of activists of their 

THE HO-
LOCAUST 
AND THE 
CULTURAL 
MEMORY: 
THE ROLE 
OF THE 
MEDIA 
AND THE 
ARTS IN 
THE HO-
LOCAUST 
PROFILING



93

culture (before them). In addition, even in the theoretical sense the fundamental problem 
is the problem of non-existence of alive witnesses, however the profile of crimes it is identi-
cally percept almost in the whole world: through other victims , more cruel camps, through 
captured Germans who cooperated, through direct entrance in the camps which Germans 
did not have time to leave and to destroy evidence and proofs... etc. Grandakovska further 
notices: “Bearing in mind the importance of the civilization and cultural stakes of the Jewish 
people invested in the development of the world culture, the discussion remained opened 
to the challenge for taking semiotic position of reading the Jewish discourse, including the 
categories of broader range of academic discussion: oral history as an introduction to histo-
riography, archival-documentary approach, the questions and solutions of the socio-cultural 
archeological, political, linguistic-literary, artistic, sacral and memory practices, as well as 
their discursive (theoretic) location, framing and functioning” (Grandakovska 2011, XXIX). 

As previously stated, represented sphere ranged sufficiently and leveled so that realization 
of media stories and pictures was possible. When it comes to the art of the Holocaust, it is 
specific, unless it does not represent only engaged art, but during the classification falls under 
the framework of popular art. However, could we deny particular artistic activities “from the 
above”? Isn’t the Holocaust probably the most striking example upon which the humanity 
must and should learn, practically using the ethics? Latter, regardless of the globalization and 
new media which provide transliteration of the information it is not inappropriate just to 
make effective in that direction, but also performances of elitism arts. When it comes to the 
new media and new technologies, it is evidently that NSA can directly approach to companies 
like “Apple”, “Google”... work that is not known even in Europe. Namely, EU is developing 
a project “INDEKT” capable of collecting information – not only from the publicly avail-
able part of the Internet, social networks, data networks of state institutions – but from the 
surveillance cameras. On the first sight this “goes out of the context”, when it is about the 
morality and practicing the morality by the world politicians, it is easy to emphasize that even 
in period of modern (when the warped morality is done by the corpus of agents) – the situ-
ation is not improved and morality “turns in the circle” with bigger chances again to reach 
some of ruined or critical points. 

Conclusion 
In addition to previous thesis we shall notice that problem of Holocaust, instead of “closing 

issues” ethically problematized – these issues are becoming more actual and numerous. In addi-
tion to this commentary it is enough to be reminded of Syria, Egypt, Iraq, Chechnya… Bosnia, 
Kosovo, even Macedonia. Everywhere it burst a situation similar to the one in Germany: even 
a person who managed to survive Dachau, a decade and a half lost his life in a camp identical 
(maybe even cruller) from those of WWII – in Croatia, camp of Croatian Zengas. Different 
linguistic identities of Holocaust and mass murders (genocide) of Jewish people provided that 
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event of symbolic sequence which actually was necessary to the trauma of the Jewish people 
to become generally human trauma. We would like to state that Jeffry C. Alexander calls this 
phenomenon the “metaphor of bridge”. By that he wants to express the paradox generaliza-
tion of the tragic drama whose are about the traumas caused by the Holocaust in which this 
event actually starts to mark any kind of evil: for example abortion, endangerment of human 
rights, AIDS etc. Basically, even with ethic kindness of those comparisons, an additional prob-
lematisation during the sociological matrix of research, explanation and penetration in the 
cultural-moral processes, as aspects of Holocaust (Alexander 2003, 20-100). Artistic achieve-
ments named for the Holocaust are unbreakably connected with ethics, and when it is about 
for their artistic “aura” – there is a specific which differs them from other arts: that specifica-
tion is made with deep pain and sorrow, with unrest, tears… however it is very difficult to fit 
in the Beauty, cheerfulness, humor (except in some diametrical collaterals or when it is about 
for so called “ black humor”) etc. Finally, between the Holocaust of Jewish people and holo-
caust of other ethnicities there is a sign of equality: namely, it is about for equal evil. With the 
comments that Jewish people differ in that they were destined to total extermination, because 
they only did not adjust to Neue Ordnung (new order) of Satan of 20th century- Adolf Hitler 
(who is not, as in the Bible is mentioned only Satan, but his comrades as well: Stalin, Franco 
and others – they are not behind him and righteously carry the same “title”). About the 
question of Holocaust in Macedonia discussions are permanently taken, books are published 
and other printing material, operas are performed, poetry is written, and the event never lost 
its intensity in the cultural memory in Macedonian space. The only thing that needs to be 
continued with activities is annual conferences to be held, and in the near future a more rep-
resentative monument to be built for the victims of the Holocaust, also to modernize, enrich 
and improve the managing of homonymous museum in Skopje.
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REMEMBERING THE NOVI SAD RAID: FILM 
“THE MONUMENT” By MIROSLAV ANTIć 
REMEMBRANCE OF THE NOVI SAD RAID2

The theoretical point of this work is based on the theory of memory by Aleida Assmann 
and jan assmann. the case study is a short film by Miroslav antić, the Monument 
(Spomenik) from 1967, which was based on a mixture of collective and personal/indi-
vidual memories of the Novi Sad raid conducted at the time of the Second World War.
The work attends to map, systematize and analyze memory to the genocide committed 
on the territory of Bačka occupied in 1942. the task of this paper is to explore the ways in 
which feature content is interlaced with the documentary one, and to point out that the 
memory of the noted historical event participates in the formation of collective identity 
and transcultural memory.
Special attention was paid to the areas of the memory (lieux de mémoire) and their inter-
pretation as a kind of trauma places.
the aim of this paper is to show that the film, as an isolated, fictional microworld, has a 
relevant role in the institutionalization of memory on one hand, and it combats collective 
forgetfulness , on the other.

The Novi Sad raid

The raid in southern Bačka in 1942 was carried out by the Hungarian occupation forces 
during the period from the 4th to the 29th of January. The aim of the raid was a mass 
extermination of Serbs, Jews and Roma in the territory, which was annexed by Hungary 
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after the end of the April war. The raid was conducted in the area of Čurug, Gospođinci, 
Šajkaš, Đurđevo, Mošorin, Titel, Lok, Gardinovci, Vilovo, Žabalj, Bečej, Srbobran. The big-
gest extermination of non-Hungarian population was carried out in the territory of Novi Sad 
during conducting of the Novi Sad raid between 21st and 23rd of January. 

Under the pretext of conducting a police raid, the Hungarian armed forces formed death 
columns along Miletić Street, Danube Street, Rumenačka Street and many other streets of 
Novi Sad. They used trucks to take the bodies to the Danube, and by the river, they killed 
people and pushed them under the ice. 

Data on the total number of victims vary depending on the source, hence contains infor-
mation that 2,500 to 10,0003 people suffered. According to the Ognjanović (Deca buntovne 
ravnice, 1984), 3,309 people lost their lives in Novi Sad (Ognjanović according to Veljić 2010, 
19) while Anthology books of Matica Srpska (Živan Kumanov, Bačka u anrodnooslobodilačkoj 
borbi, 1960) state that in Novi Sad more than 2,000 people were massacred within three days. 
(Kumanov according to Veljić 2010, 20). Historian Zvonimir Golubović (Racija u južnoj 
Bačkoj 1942. godine, 1992) said that 3,874 people were killed in South Bačka and 1,246 
injured in Novi Sad (Golubović according to Veljić 2010, 23). In recent years, during com-
memoration in memory of the victims, the number 4,500 people that were killed in South 
Bačka was mentioned, while it was stated that in Novi Sad 1,300 (RTV 2013) people were 
executed. This is the worst crime ever committed on the territory of Vojvodina. 

The analysis of the ways in which the memory of the Novi Sad raid is kept, led to the conclu-
sion that the places of memory of this event have long been neglected, and the question arises 
whether it is only retrospectively been a recognition of the crimes during the Novi Sad raid. 

Monument to the victims of the raid was erected on the quay of Novi Sad in 1971, nearly 
three decades after the horrific crime. It is a four-meter-high bronze composition, The Family 
(Porodica, 1971), the artwork of the artist Jovan Soldatović. This monument has been fol-
lowed by the various controversies over the years. One of them refers to the fact that the 
aforementioned artwork was dedicated to the city of Kragujevac, but it was rejected, and 
then donated to Novi Sad, causing the public outcry. Also, a monument was revised in 1992, 
when Soldatović added 78 bronze plates with information on the raid, and engraved names 
of the victims, which brought out the copyright issues. Over the years, the monument has 
undergone certain modifications caused by the theft of bronze elements. 

Finally, the question is why it took so long to mark such important historical event. Also, 
as one of the problems, there is the fact that the labeled memorial place is not the crucial point 
of death, because most of the victims were thrown into the Danube from the beach – Štrand, 
which is located a few hundred meters upstream. This raises the question whether the location 
of the erected monument indicate a predominantly tourist, not a memorial function. 

3 During the raid the entire families were gone missing, therefore there was no possibility to come to the exact number 
of missing persons.
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Highlighting the authentic place where the mass crime was committed not only maintains 
the memory (because it exists wherever feature is located), but also the symbolism of the 
marking of the authentic place – the area where at the same time lived the occupier and the 
victim. (Martinoli 2012: 6). Aleida Assmann (Duga senka prošlosti, 2011) points out that the 
visit to authentic places of remembrance participates in corroborating the identity, and that 

“certain sites form a zone of contact of the present and the past.” (2011, 282). 
Until 2013, there was no memorial at the authentic scene. Only then, more than seven 

decades after the Novi Sad raid, a memorial plate on the Štrand was placed. It was a gift of the 
sculptor Ljubomir Šćepanović (2013) to the city of Novi Sad. The form of a cube symbolizes 
orientation on all four sides and harmony among all people and the location where it is set 
represents the place where more than 70 years ago, the entire generations of Novi Sad citizens 
were killed. It is engraved on the black granite cube: “Here at the popular swimming place, 
forces of the fascist invaders during Novi Sad raid threw the citizens of Novi Sad under the 
ice. For most victims the only crime was that they were born as Serbs and Jews. 01/23/1942 
– 23/01/2013. Novi Sad remembers.”.

The monument on the Štrand, unlike the memorial on the quay, has a different dimension, 
found only on an authentic scene, which is reflected in the fact that such sites are more than 
any other – “multilayered, multifaceted, and filled with various memories and interpretations.” 
(Assmann 2011: 287). 

Short film the Monument (Spomenik), directed by Miroslav Antić was created in 1967 at a 
time when the victims of the Novi Sad raid still did not have a memorial. The film critically 
examines the problem of long-term forgetting and lack of adequate memorial to the casualties, 
during one of the most heinous crimes committed in the territory of Vojvodina. 

By mapping certain documentary and feature film segments, we shall try to point out how 
individual memory participates in the formation of collective identities. Special attention is 
paid to the areas of Novi Sad as places of commemoration of a terrible crime. One of the 
problematic issues contained in the paper refers to contradictory values “that are valid for 
the same space, to one area levels between the place of favorites of Novi Sad (today) and the 
one of trauma, as an indication that at the same place ‘people exemplary suffered’ in the past” 
(Assmann 2011: 285). 

The Monument, Miroslav Antić (1967) 
The film Monument combines individual and personal memories of Novi Sad survivors 

of the Second World War, and also gives an overview of the collective memory of the Novi 
Sad raid. 

Spaces of memory function as the point where past and present connect. In this case, it is 
the area of Novi Sad and January 1942. The main problem this work deals with is a long time 
period between the historical event and marking the place of trauma. 
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In the film, mnemotops Pierre Nora (lieux de mémoire) are overlapped and doubled and 
the places of memories of Aleida Assmann (lieux de souvenir). Pierre Nora thinks of the 
memories that are the bearers of cultural and/or historical significance, while Assmann refers 
to places of memories whose importance is reflected in the personal and private associations, 
further on implying mixing private and subjective, cultural and collective (2011, 152). 

Today, Novi Sad and the Štrand for the majority have positive value. However, thanks to 
an adequate symbol it is possible to preserve the memory of the victims during the Novi Sad 
raid, and to add a dimension of cultural memory to these areas. By finding the appropriate 
symbolic figure, the memory is attached. By placing the monument in an authentic place, it 
is possible to confirm the identity of family members, as well as members of the same group 
victims come from: “Their suffering has a positive sign and can be converted into an instru-
ment for forming collective identity” (Assmann 2011: 285). 

The film Monument was made by interweaving of history and fiction, feature and documen-
tary content. By alternation of confessions of people who survived the genocide in Novi Sad 
raid, and the story of a Serb whom he had met with disapproval of the community because of a 
relationship with a Hungarian, the author sends us a pacifist and anti-fascist message. 

Antić puts into the focus the problem of the lack of monument which would mark the 
suffering of innocent people in January 1942. Information pronounced at the beginning 
of the film on a naturalistic level talk about the victims and the lack of monument and it 
symbolically indicates poor and degrading strategy of politics of the memory: “In this bloody 
Danube – he says, in 1942, more than five thousand men, women and children were thrown 
under the ice, you have set a memorial plates even where they held some kind of meeting of 
the district committee, and for the last 25 years there are no monuments nor to your father 
or others. Happy 25th birthday to you, Srđan my son, he says – and say that at your meeting 
if you have any sense.” (Antić 1967). 

Personal memories of Miroslav Štajner in the first confession, which are complemented 
by biographical data (address and age), imply his direct involvement in the raid. Štajner said 
a number of location names such as Petar Drapšin Street, the Cultural Centre, Post, Railway 
Street, Radnička Street, overpass, Štrand – which unequivocally confirm the identity of Novi 
Sad. Bilingual names of certain places, such as the Cultural Centre and overpass point to the 
symbiosis of two national identities – of Hungarians and Serbs. At the same time, Štajner’s 
story functions as a contradiction in the image on the cohabitation of the two people, because 
it evokes memories of the pseudo police raid carried out by the Hungarian armed forces of 
the non-Hungarian population. 

Film enables for listed place names to be recognized not only as the famous parts of Novi 
Sad, nevertheless it means they can evoke a new memory that this region is associated with, 
the delicate feelings caused by the crimes were committed at these spatial points; therefore 
names of these place are identified/labeled as sites of trauma. 
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Aforementioned areas today do not contain any trace of forming a column of people who 
lost their lives in the Novi Sad raid. The exception is the area of the Štrand, which only in 
2013 received the memorial. 

In other confession figures of memories are registered affecting the intensification of feel-
ings as a result of direct testimony and personal loss. Specifying a relative who was killed in 
the Novi Sad raid, as well as the children who survived thanks to the empathy of a Hungarian 
soldier indicate a personal loss of a woman whose confession we listen to. At the same time, 
this personal memory is transformed into a collective, because it shows the suffering of an 
entire nation. The problem of oblivion is one of the most frequent opponents in preserving 
memories. Suppression, postponement, assembly, releasing, are only a few of the techniques 
for a great historical event to experience complete degradation. Therefore a witness to this 
tragedy repeats: “It can never be forgotten, nor in 25 years, or in 100 years it should not be 
forgotten.” (Antić 1967).

In the third confession, we see Uspensko groblje cemetery losing its primary meaning of 
memory space. The function of the cemetery as a place of memory of the deceased (mate-
rialized sacred place of remembrance) is not sustainable in the present case, since dozens of 
people in Novi Sad (collective memory), including a husband of a woman-witness (personal 
memory) were not buried, but thrown into the Danube: “Land was so frozen to dig in order 
to bury them, subsequently they took them to the Danube and threw them all into the 
Danube.” (Antić 1967). Uspensko groblje cemetery is not a place of remembrance of the 
victims, but a place of remembrance of the cruel treatment of the bodies of killed ones. That 
is why Uspensko groblje cemetery operates as a place of trauma, because each new meeting 
initiates the memory of sacrilege.

By mixing collective tragedy with the personal, collective identity based on suffering is 
created. One of the witnesses, Toša Slankamenac (fourth confession), states the number of 
victims of about 4,000 people from Novi Sad, which is complemented with the information 
from his personal memories relating to his personal loss – 22 people in the family, and Ljubica 
Petrović (fifth confession) remembers the death of her four brothers aged 16 to 30 years.

In the final confession the lack of materialized memory trace is problematized. Miroslav 
Čonkić remembers the Novi Sad raid from the period when he was a third grader and now as 
a grown man of 36 years, highlights the problem of the lack of monuments on the Danube.

Memories of witnesses in addition to direct information gleaned from personal experiences, 
are followed by a series of emotionally-expressive elements (sighs, pauses, confusion), but 
are interwoven with others’ memories (we’ve heard, they told us...) which shows how memory 
arises from constant exchange with members of the same collective. Unlike communicative 
memory, which is shorter and never exceeds more than three generations (Assmann 2011), 
memory materialized in the form of a memorial creates a long-term trace of memory that is 
held solely by means of symbols, and therefore becomes the sacred.
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A documentary content occupies the central part of the movie, while the introduction 
and the end are designed as a kind of fictional framework resulting in a cyclic structure of the 
film. Documentary part is presented in the form of testimonies of persons who are shown 
in close-up, which on the one hand intensifies facial expression and emotion of the narrator, 
and on the other hand it emphasizes the content of the confession, while the reduced image 
is in the service of highlighting the said. In contrast, the beginning and the end of the movie 
shows the dynamic scene of a lovebirds whom we assume to be the narrator and his girlfriend, 
a Hungarian, who are on the snow reminding the recipient of the cold and the winter of 
January 1942.

Fictional part of the film centered around the main character Serb and his Hungarian girl-
friend demonstrates the power of love, regardless of their nationality, and their intention to 
attempt to renounce the material (flat) and build a monument to commemorate the victims 
of the terrible spelt, tells how this act (participation of members of the oppressed and the 
occupiers) maintains and institutionalizes the memory of both nations.

The voice of the narrator at the end refers to the idea of Antić’s film embodied in the mes-
sage about unconditional love and cohabitation, regardless of nationality and religion, and 
such a discourse corresponds to the visual content of the documentary – the shot of people 
who, on their own, light candles and lay wreaths in the icy Danube and thus preserve the 
memory of the Novi Sad raid victims. 

Here, we realize how the Danube, although jagged and unstable, has a function of the only 
monument at that moment and of a place of memory in which personal and private associa-
tions are connected to one of the greatest crimes in the history of Vojvodina. 

Conclusion
The areas of Štrand beach are, by receiving a memorial to the victims of the Novi Sad raid, 

publicly recognized as a place of trauma. It combines earlier magic, authenticity and recon-
struction, palimpsest character, ambivalence (Assmann 2011: 289-292).

However, if we go back a few years ago, we shall register a very long period of our history 
without adequate memorial.

Miroslav Antić’s film opposes to tendencies of the time in a way that he incorporates the 
memories and remembrance of this heinous crime unprecedented in the history of Vojvodina. 
By problematizing the lack of Novi Sad raid’s monument and the need of a certain social 
class to stay silent, to forget, and edit, and suppress, Antić keeps memories by materializing 
it through film.

The Monument is a fictional world (with realistic elements), which in addition to contain-
ing informative value of the event in recent history, also awakes “mnemonic energy” (Assmann 
2011: 289). It is important to emphasize that the film, just like every place of remembrance, 
contains dimension of “multiperspectivity” (Assmann 2011: 292), and its symbolism depends 
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on the perspective of the recipient4. However, taking into account all possible perspectives, 
the reference point of the film Monument is to maintain the memory of the Novi Sad raid, 
regardless of how the recipient experiences the particular place of suffering. By combining 
all these features of the film, and also by adding it deep and altruistic message, we see that 
the monument Family on the Quay of Raid victims, and a monument on the Štrand, was 
preceded by an equally relevant memorial, embodied in Antić’s film from 1967, which also 
represents paper trail of the request of Novi Sad to restore the right to the memory.
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REPRESENTATION OF THE HOLOCAUST IN 
COMICS AND GRAPHIC NOVELS

Art Spiegelman’s graphic novel Maus is one of the most creative and most striking graphi-
cal representations of the Holocaust. Maus is also considered as a groundbreaking work in 
the history of comics. under the influence of spiegelman’s success, other authors, includ-
ing those from ex-yugoslav countries, felt encouraged to deal with the difficult issue of the 
Holocaust. Their narrative strategies and their relation to Spiegelman’s work are valuable 
subject for further discussion and research. In this paper, I shall present two achieve-
ments on the topic of Holocaust, done by Serbian authors. First is The letters of Hilda 
Deitch, drawn and written by Aleksandar Zograf, published in the Vreme magazine. The 
other is Triangle rose, drawn by the illustrator Milorad vicanović, in cooperation with the 
writer Michel Dufranne, and published in France.

Although comics are usually considered as a form of media frequented with entertain-
ing content, the fact is that a special place in every comics encyclopedia is dedicated 
to Maus, written and drawn by American author Art Spiegelman. According to many 

comics historians, the Maus itself was a tipping point for acknowledging comics as a medium 
equally important as other forms of media and competent enough to handle complex and 
more serious topics.

Maus is a comic book about the Holocaust. In USA, they would probably use the term 
“Graphic Novel” instead of a “Comic Book”, to make a difference between the traditional 
and modern approach in comics. Anyway, Art Spiegelman brings us a story about his 
parents, Vladek and Anja Spiegelman, both the survivors of the Auschwitz concentration 
camp. The structure of Maus consists of two narratives – one story is depicted in the past, 
following the experiences of the Author’s father Vladek: from his peaceful life in pre-war 
Poland, throughout the imprisonment in Auschwitz, until his liberation and relocation 
to America. The other narrative is placed in a present day, and is focused on the Author’s 
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relationship with his father, especially on the difficulties in everyday life, faced by the Jews 
that had survived the Holocaust as well as their families .

As I have already mentioned, with the appearance of Maus, the representation of the 
Holocaust became related to comics history. In recent time, a couple more graphic novels 
appeared, covering the topic of the Holocaust, and all of them were more or less under the 
influence of the the Spiegelman’s famous work.

In the first chapter of this paper, I shall give an overview of the most important foreign 
graphic novels about the Holocaust, with the retrospective on the difficulties faced by the 
illustrators and writers. In the second chapter, I shall present the comics achievements on the 
topic of Holocaust, drawn and written by Serbian authors.

One of the key rules in the representation of the Holocaust is the imperative of realism. 
The challenges that comics authors face are similar to those faced by the authors in film 
industry, which is not surprising bearing in mind the similarities between a comics medium 
and a film medium. The American Holocaust scholar Terrence Des Pres, has noticed several 
dominant features in the representation of the Holocaust on film: “1. The Holocaust shall be 
represented, in its totality, as a unique event, as a special case and kingdom of its own, above 
or below or apart from history. 2. Representations of the Holocaust shall be as accurate and 
faithful as possible to the facts and conditions of the event, without change or manipulation 
for any reason — artistic reasons included. 3. The Holocaust shall be approached as a solemn 
or even a sacred event, with a seriousness admitting no response that might obscure its enor-
mity or dishonor its dead” (Des Pres, 1988: 217). In his study about the Holocaust on film, 
Aaron Kerner believes that the literal following of such codified norms, may lead to a form 
of dogmatism (Kerner, 2011: 2).

When it comes to approaching the Holocaust topic, comics artists are put in the unen-
viable position. The fact is that comics are not recognized as a serious enough medium by 
the wider public. Derogation to the widely accepted rules of representing the Holocaust 
presents a risk for the authors that their work may be regarded as not serious enough or 
misguided. Even when it comes to strictly documentary approach, there are no essential 
differences in the ambition toward realism. The only difference is, that in documentary 
approach, the Author’s “self ” is hidden and replaced by the invisible, but all-present hand 
that guides the narrative flow.

Figure 1. Maus by Art Spiegelman. Book 2, page 41. The last panel metaphorically illustrates the 
difficult position of the author who delas with the subject of holocaust: with corpses under the 
desk and a Nazi guard watching from the outside.
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Before mentioning the modern examples, I would like to comment on the comic which 
preceded everything - the first comic about the Holocaust. It was titled Master Race and 
drawn by the American author Bernard Krigstein. This comic was published in 1955’s 
issue of the Impact magazine. We can consider Krigstein’s work as the predecessor of the 
Spiegelman’s Maus, which will appear 30 years later. As the French theorist Serge Daney 
wrote: “Incapable of ‘dealing’ with that history which after all is not theirs, the American 
entrepreneurs of entertainment had temporarily abandoned it to European artists. But on 
that history, like on any story, they retained a right of pre-emption, and sooner or later ... 
would dare to tell ‘our’ story“ (Daney, 1992).

 Art Spiegelman worked on “Maus” for 13 years. In the beginning, it was published in 
“Raw” Magazine, edited by Spiegelman’s wife Françoise Mouly. Lateron it was published in a 
form of two books. First book was published in 1986 and the second one in 1991. 

At about same time when the first book of “Maus” was printed, in France appeared the first 
album of the series under the title For Those I Loved (French: Au nom de tous les miens) written 
by Patrick Cothias and illustrated by Paul Gillon. The script was based on an autobiography 
of the Polish French writer Mieczysław Grajewski and the novel is set in the Warsaw Ghetto. 
A highly realistic and academic approach of Paul Gillon sticks to the conventions about the 
seriousness in Holocaust representation.

The next example, Canadian author Dave Sim, has perceived the realism imperative in 
much more literal sense in his graphic novel Judenhass. All panels are drawn from photo-
graphs, and the Author describes his almost obsessive drawing method in the book afterword: 

“The quality of my depiction in all cases depended on the clarity of the reproduction I could 
achieve by photocopying the image, overturning it onto a light table, then tracing every detail 
in pencil onto tracing paper... Then transferring the pencil image by placing the tracing paper 
image face down on the art board and tracing over it... And then keeping the orginal photo 
in close proximity as I tightened the image up in pencil and then inking it with a pen nib” 
(Sim, 2008: 54).

Another graphic novel worth mentioning is certainly Yossel written by the American 
author Joe Kubert. Kubert was of Polish and Jewish ancestry. His family emigrated to the 
USA between the two world wars. Having that in mind, Kubert conceptualizes his graphic 
novel as “What if ” - a question what if they stayed in Poland? The main protagonist of the 
novel is the Author’s alter ego, a teenage boy named Yossel, a talented artist in the Warsaw 
Ghetto.

Joe Kubert holds on to the conventional narration style in this graphic novel, but the ambi-
tion toward seriousness can be seen in the absence of speech balloons. Besides that, Kubert 
works with a graphite pencil, on a rough sketch level, with occasional white paint brush 
accents. In that manner the drawing approaches the conventions of the academic realism and 
avoids the typical comic book stylisation.
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In his graphic novel Auschwitz, the French author Pascal Croci tends to fit in the highly 
detailed, realistic drawing style and the conventional narration which is the characteristic 
of the classic comics. Having in mind the setting of this graphic novel, is completely in a 
concentration camp, it can be said that this is a most ambitious project from all mentioned 
so far. However, there are consequences to that: Croci had faced many challenges related to 
documentation and credibility. He speaks about that in his elaborate interview which was 
published in addition to the comic album.

Lastly, the Holocaust as a topic appeared also as a part of long-lived pulp series, one of the 
best examples being the episode of Dylan Dog, titled Doctor terror. This horror comic book 
represents the direct dedication to the Spiegelman’s Maus, which is best seen by the nightmare 
scenes in which the Holocaust victims are turned into mice.

That brings us to one of the key visual characteristics of Maus. All characters are repre-
sented as anthropomorphic, each nation being depicted as different animal species: Jews are 
mice, Germans are cats, Poles are pigs, Americans are dogs, etc.

Spiegelman’s decision to develop this kind of visual representation was certainly unexpected 
for the graphic novel about the Holocaust. According to some critics, this kind of approach 
detaches the reader from the subject. According to others, one of which is Scott McCloud, it is 
the opposite: cartoon depictions enable better identification of the readers with the characters 
(McCloud, 1993: 31-33). In any case, Spiegelman’s visual approach succeeded to show many 
things which would be distressing, too complicated or even unspeakable if realistic approach 
was used. Additionally he has skillfully illustrated the power relationships between certain 
nations in the Second World War. Spiegelman certainly follows the tradition of anthropo-
morphism in children’s comics, but this relationship is highly ambiguous. The underground 
parody comic books written during the ‘70s, have opened a different road to reading Disney’s 
Universe, and it should be recognized that the anthropomorphism in Disney’s world is some-
times uncomfortably similar to the Spiegelman’s representation of the power relationship. 

On the other hand, Spiegelman himself reveals that he was influenced by the antisemitic 
caricatures from German magazines like Der Stürmer, in which Jews were often represented 
as rats, or other animals considered to be bad for humans.

The topic of the Holocaust, wasn’t common at the Serbian comics scene. There are two 
known graphic novels directly dealing with the topic of the Holocaust. First one is The letters 
of Hilda Deitch, drawn and written by Aleksandar Zograf, published in the Vreme magazine. 
The other is Triangle rose, drawn by the illustrator Milorad Vicanović, in cooperation with the 
writer Michel Dufranne, and published in France.

These two comics are completely different in idea, and in the context in which they were 
developed, and there will be more information about them in the text below.

Saša Rakezić, known in the comics world under a pseudonym Aleksandar Zograf, is a 
Serbian author who lives and works in the town of Pančevo. He is considered to be one of 
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the most important Serbian authors in area of alternative and non-mainstream comics, and 
he has acquired such reputation in early ‘90s when he began publishing his works in famous 
foreign magazines.

The comic we’re talking about, The letters of Hilda Deitch, was developed in cooperation 
with the Italian magazine Popoli. The comic is based on four letters that Jewish nurse Hilda 
Deitch was able to smuggle from a camp at Belgrade fairgrounds. These letters represent one 
of the rare testimonies about life inside the concentration camp. Much else could be said 
about the fairgrounds camp itself, or the Judenlager Semlin which was its German title, and 
this topic was covered by various researches and publications. However, the controversies 
about the future status of the old fairgrounds location remain for years, and everyone who is 
at least a bit informed, understands that Zograf is dealing with the subject which is in many 
ways problematic for Serbian public.

About Zograf, as I have already mentioned that his work belongs to the group of so 
called alternative comics. According to some comics historians, the alternative graphic 
novels represent the continuation, or articulation, of the processes and ideas initiated in 
times of underground wave in America. There is a link that can be seen between Zograf and 
Spiegelman: both of them are following the same style influences. In addition to that, Zograf 
is also an essayist who wrote about Spiegelman’s work. Underground approach to art language 
of comics is visible in both authors. Rough and rudimentary drawing, for the underground 
illustrators, was a symbol of the resistance to the conventions of the perfectionism in skills 
and technique, and it also meant resistance to the market demands. In modern times, with 
modern alternative authors and their successors, the roughness in illustration symbolises the 
resistance to the domination of digital technologies, which are seen as tools for uniformisa-
tion of the art expression. Zograf himself often emphasizes in his interviews that he uses only 
classical drawing tools in his works.

Zograf ’s thematic preoccupations are in accordance with his style preference. It can be said 
that Zograf ’s work has two distinct branches. On one hand, Zograf dealt with dreams, dream-
like states, and the border between the dream and reality. On the other hand, Zograf ’s other 
graphic novels are dealing with everyday matters, sometimes trivial, in search for everything 
that official art discourse rejects and declares to be irrelevant. Common motif and inspiration 
for Zograf is the market of old things. As he himself said in one interview, the flea market is 

Figure 2. The letters of Hilda Deitch, by Aleksandar Zograf. First page.
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like a dream, without predefined rules. In contrast to the stores in which the goods are clearly 
structured, you never know what you can find on a flea market: “Flea markets are real treasure 
trove, but the greatest pleasure is that you don’t know what you’ll find... I’ll leave it to others 
to deal with the classics. I enjoy to bring out, from the ocean of the collective consciousness, 
the details that people have forgotten” (Zograf, 2014).

In relation to Zograf ’s previous work, we could say that The letters of Hilda Deitch are 
inspired by the flea market of Serbian history. Old fairgrounds today is only an abandoned 
space, undefined both in architecture and ideology. Official institutions, despite the numer-
ous discussions and suggestions, have not managed to find an acceptable model for the future 
of this location. It seems that Zograf has assumed to himself the right to speak about the history 
of fairgrounds, from the perspective of alternative and subcultural art. As famous sociologist 
Chris Jenks says, “the subcultures speak more than they say, they represent or are symbolic of 
bigger issues within the social process” (Jenks, 2005: 126). Phil Cohen would add that sub-
cultures possess a latent function “to express and resolve, albeit magically, the contradictions 
which remain hidden or unresolved in the parent culture” (Hebdige, 2002: 77).

The Rose Triangle, a graphic novel drawn by Milorad Vicanović was developed in com-
pletely different context. It was created in accordance with the script written by the French 
writer Michel Dufranne and published by Quadrants in France.

The title of this album is suggesting the subject: pink triangle was a badge, worn by 
homosexuals in concentration camps. This was the first, and possibly the only comic book 
that deals with this subject. The writer Michel Dufranne developed the narrative which 
follows a long period of time, including the period before and after the Second World War, 
but also with parts in the present time. The story begins with the group of teenagers being 
given the task of writing an essay about the Holocaust. One of them talks to his grandfather 
who has been a concentration camp prisoner, not knowing what for his grandfather was 
imprisoned.

The structure of this graphic novel is similar to Spiegelman’s Maus in a way of weaving 
in and out of different timelines. Before we see the way in which Vicanović approaches the 
task, I would like to remark that the period of The Second World War was very present 
in Yugoslavian comics through the subject of The National Liberation War, or better said, 
through comics about Partisans. The first issue of the famous edition Nikad robom (English 

Figure 3. Triangle rose, by Milorad vicanović and Michel Dufranne. front cover
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translation: Never slave), was published in 1963 and only a couple of years later, the comic 
books about the adventures of the Partisan heroes Mirko and Slavko were sold in 200 000 
copies (Zupan, 2007: 66). These comics were of an action-adventure genre and targeted to 
younger audience, so they were not dealing with the Holocaust in any way. However, the ico-
nography of the Second World War found its way into the memory of many future illustrators 
and opened the door for more serious interpretation of The Second World War.

Considering the foreign graphic novels I have mentioned at the beginning of this text, 
Vicanović’s approach may be the closest to the one employed by the French illustrator Paul 
Gillon. However, different to Gillon who used the academic realism, Vicanovic makes some-
what more stylised drawing, but in a way that its neutrality doesn’t take attention from the 
seriousness of the subject. We could say that Vicanović faced the representations of three 
different ambients: first one being the present time; then periods before and after the Second 
World War; and lastly the war itself with all the horrors of the concentration camps. The most 
realistically Vicanović depicts the scenes from the present time. It can be clearly seen in the 
depiction of the teenagers, who are uninterested for the subject of the Holocaust which was 
given to them as a homework. In that way, Vicanović introduces the reader to the diegetic 
world at the point where the link is the most obvious, or said in semiotic terms, where the 
link between the signifier, and the signified is still direct. Opposite to that, the colors of the 
concentration camp are grayish, the background is blurry, and the only thing that stands out 
are markings on the prisoners clothes: triangles and stars.

To conclude this review of the comics about the Holocaust, it can be argued that there 
are some major tendencies visible, when it comes to the modern graphic novel scene. The 
first observation is that there are more and more graphic novels written about this subject. 
Despite the time passing, newer generations of comics authors are interested in the subject 
and they believe they have something new to say. Serbian comics authors are no exception. 
Moreover, the fact that one Serbian artist is publishing in France his graphic novel about 
such serious subject as the Holocaust, represents the big recognition of the work of the 
Serbian comics scene. It’s the recognition of the quality and professionalism of the Serbian 
comics artists.

With regards to the Art Spiegelman’s Maus, this graphic novel has influenced other authors 
to deal with the subject of the Holocaust, and to date it serves as a landmark in the comics 
world. However, Spiegelman’s work has also encouraged a lot of authors to tell their personal 
stories, autobiographical works, expressing the relationship between great historical events 
and the lives of individual people.
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PLACES OF SUFFERING, SITES OF MEMORy 
AND DIGITAL MEDIA

The aim of this paper is to give review and analysis of the ways and content of the digi-
tal media in presenting, shaping and contextualizing the places where inhabitants of 
Belgrade and also people from other parts of Serbia, due to their religion and ethnicity 
(jews, Roma) or political and ideological affiliation (communist, underground movement 
members, associates, supporters or sympathizers of the National Liberation Movement) 
had been imprisoned and killed, their places of suffering and how those locations were 
marked later on – as memorial parks and the establishment of monuments (Jajinci), 
specialized museums (Museum of the Banjica Concentration Camp) or commemorative 
plaques (Topovske šupe, Staro Sajmište). These sites as places of imprisonment and suf-
fering, and later places of memory, are the subject that media has dealt with from multiple 
angles. As a case study in this paper, the digital media contents from the last few years are 
used – in order to provide a view of recent tendencies related to this topic.

Introduction

The main problem dealing with WWII topics is its complexity in Yugoslavia: parallel to 
the liberation struggle against the occupying forces and the anti-fascist struggle, there 
was also the revolution, the internal battle to change political and social system, the 

change of government and social relations. Such complex turmoil raises the issue of historical 
interpretation, the view of complex interrelations and their objective consideration.

The end of the 20th and the beginning of the 21st century has been marked by parallel 
operation of alteration the understanding and the view of the events during WWII, the inter-
est in the role of the Chetnik movement, but also the denial and placement of the National 
Liberation Movement (Narodnooslobodilački pokret - NOP) and partisan movement into 
the background with emphasis. Those voices are in regards to either initiative for the revision 
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of historical data, or the tendency for the preservation of the collective memory and con-
sciousness about the role of the anti-fascist NOP operation. This makes it difficult or almost 
impossible to determine precise historical data due to the lack of consensus, as well as compre-
hensive and reliable sources of wartime in Belgrade and in the whole territory of Yugoslavia.

Apart from national and political profiles of the victims, there is no consensus about the 
number of casualties and therefore, in some cases, times and places of detention, imprison-
ment and suffering. Thus, the media image and media contextualization of these places is an 
interesting subject of presentation and analysis.

The key theoretical concepts for analysis in this field – memory, remembrance, identity, 
sites of memory, as well as analysis of the role of the media in their formation – have been 
differently, and sometimes contradictorily defined in the works of various authors.

Maurice Halbwachs believes that the memory is collective and remembrance individual 
(Halbwachs, 1980). The relationship of these concepts towards history shapes Kuljić’s obser-
vation: “Without memory and remembrance history is not possible, while on the other hand 
individual and collective memories bring subjectivity that historians want to remove” (Kuljić: 
2006, 117).

The collective identity, as an important factor in the design of the relation towards 
the places of suffering, and also as a concept arisen from the interpretations and ways of 
accepting the past of “search for identification of individuals among themselves, of equality 
or identity with the others, via more or less fictitious common origin or prescribed past.” 
(Kuljić 2006: 155). 

On the other hand, Jan Assmann connects identity with remembrance, in terms of con-
necting the group members - the collective memory forms the identity of the group. Also, 
the concept of cultural memory, as defined by Assmann, can be determined as the point of 
intersection of the concepts of history, memory, remembrance and identity, and it includes 
several aspects of this “relationship towards the past (sheer memory), the development of cul-
tural identity, i.e. the politics of imagination as well as the sense of belonging of the individual, 
and finally the traditionalization, i.e. the institutionalized selection and interpretation of the 
preserved material.” (Kuljić 2006: 109).

In this regard, an important matter of concern is the function of media in the formation, 
but also the presentation of the city’s identity, attitudes towards different religious, national 
and ideological groups and their place and role in the trauma of WWII. Finally, “Halbwachs 
and [Aleida] Assmann see the vital reasons for the actualization of interest for the collec-
tive memory and culture of remembrance in the progress of media and communications.” 
(Nikolić 2012: 2).

Pierre Nora’s term “sites of memory” is one of the key concept for this analysis, oriented 
precisely onto those places, parts of the city – “Our interest in lieux de mémoire where memory 
crystallizes and secretes itself has occurred at a particular historical moment, a turning point 
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where consciousness of a break with the past is bound up with the sense that memory has 
been torn-but torn in such a way as to pose the problem of the embodiment of memory in 
certain sites where a sense of historical continuity persists. There are lieux de mémoire, sites 
of memory, because there are no longer milieux de mémoire, real environments of memory”. 
(Norra 1986: 7). 

Dealing with the landscapes of loss, Naomi Greene points out that Nora’s term refers to the 
historical perspective of “sites” or “places” – both physical (monuments, libraries, museums) 
and symbolic (flags, celebrations) – charged to transmit its memory/memories. (Greene, 4). 
The author further points out that “the very term `lieu de mémoire` has become part of the 
French language. (The 1993 edition of a major French dictionary, Le Grand Robert, defines lieu 
de mémoire as a significant entity, whether material or nonmaterial in kind, that has become 
a symbolic element of the memorial heritage of a given community, as a result of human will 
or of the work of time)” (Ibid.). Places of memory are also the crucial part in moulding our 
memories of trauma and the loss, as well as lost values, items and time. (Daković 2014: 9)

The camp sites, collection centres, imprisonment and execution spots, in this context get 
different meanings and contexts: as the place of mass execution, the symbol of martyrdom 
and heroism, the places of trauma, forsake and the imprint of new meanings and contexts.

The execution spot in Jajinci
The execution spot in Jajinci, near Belgrade, was used for shooting and burial of prisoners 

transported from other concentration camps, prisons and collection centres in the city. “In 
the period from autumn 1941 until autumn 1943, Jajinci has become the synonym for the 
biggest execution place on the territory of occupied Serbia where, according to the official, 
although most probably imprecise data 80.000 men, women and children were killed and 
buried [...] During the winter of 1943/1944 their bodies were exhumed and burned. That 
way the Nazis tried to remove traces of their presence in the area as well as erase physical evi-
dence of the existence of the people they had killed.” (Manojlovic Pintar et al., 2013: 220). 
Excavation, burning and scattering the remains was done by the prisoners, Roma and Jewish, 
who were killed after the action (Sonderkommando, 1005) was completed.

The execution spot space was turned into a memorial park, and ultimately started being 
used as a picnic area.

Apart from brief reports on the annual visits of delegations, associations and city and 
state officials to Jajinci and the Museum of the Banjica Concentration Camp, to lay flow-
ers on commemorative occasions in early October of each year (October 5th, the day when 
Banjica concentration camp was closed, is celebrated as a day of remembrance of the vic-
tims of the concentration camps.) – among these news, the one related to the visit of the 
delegation of Israel stands out, entitled Good cooperation with Israel (Dobra saradnja sa 
Izraelom, 19th July 2011). In this news, the visit to the memorial park, together with the text 
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written in the memorial book on that occasion occupies the largest part of the article, but 
actually isn’t the focus of the news, whereas diplomatic and economic cooperation between 
the two countries is.

The other articles convey problems and attempts in resolving the situation of misuse of 
the memorial park, which is often used as a picnic spot (with supporting activities: food 
preparation, loud music, games and sports activities). One of the news on Studio B portal 
briefly indicates the inadequate Labour Day celebration in the memorial park area (Izletnici 
u Spomen-parku Jajinci/Day-trippers in memorial park Jajinci 1st May 2012). In regards to the 
unrestricted use of commemoration place, incidents and accidents that have been reported 
about in the media have occurred as well. In that context, the most dramatic one happened 
in 2009, and was reported about in local as well as regional media when the five-year old girl, 
the daughter of a Libyan Embassy clerk, during the walk with her parents at the memorial 
park found a cast off firearm and as a result was seriously injured (A five-year old girl seriously 
injured/Teško povređena petogodišnjakinja, published 9th August 2009). The article mentions 
the memorial park as a place of the accident, nevertheless pursuing this news the issue can be 
raised about the (in)security and the use of places of memory – how did the hidden weapon 
get to be on that spot, as such information leads to other conclusions – the disrespect of a 
place of memory, but also the inefficient communal security concern as well as the control of 
the park by the city’s institutions.

Internet portals often allow readers to write their own comments related to the news, which 
in this and similar cases bring new content2 as they comment, supplement, extend or chal-
lenge the content conveyed in the published news. In this case, readers have supplemented 
the news with their own experiences from the memorial park, testimonies about the improper 
use, including cases of hooliganism and illegal activities. That is how the news of the accident 
received an extension and addition that lead to a broader picture about the relation of citizens, 
city officials and authorities towards the place of memory and celebration of history.

Almost as a continuation-reaction to these events, there are news about the activities of 
city communal officials, control, maintenance of memorial park and the contact with citizens 
(Intensified control of the communal order in Memorial Park “Jajinci”/Pojačane kontrole komu-
nalnog reda u Spomen parku Jajinci, 30th August 2013). 

2 In these cases, the reader becomes an author, continuing, connecting and cross-linking the existing news with his 
comments, additional information, or the debates with other readers, thus creating a community of knowledge. “The 
term collective reader - ensued based on Levy’s (Pierre Levy 1997) notion of collective intelligence - an element of 
general	appropriation	of	the	classical	theory	of	digital	text	and	a	‘specific	result	of	the	impact	of	Internet	technolo-
gies	on	cultural	production	and	consumption	of	knowledge.	One	of	the	key	features	of	collective	intelligence	or	
the knowledge community is that they randomly implode round up/gather individuals who already possess some 
knowledge of the subject at dramatic speed (Uspenski 2010) As the sum of the individual members of the online 
reading community and the reading traces that are left behind (comments, blogs), collective intelligence also acts 
as	a	collective	reader	and	as	an	author	of	the	digital	text;	a	the	site	becomes	the	place	of	realization	of	the	dual	role,	
quintessential	for	the	transmission	as	well	as	preservation	of	memory	and	remembrance.”	(Daković	2014,	141).

PLACES OF 
SUFFER-

ING, SITES 
OF MEM-

ORY AND 
DIGITAL 

MEDIA



118

Banjica Concentration Camp 
The Banjica concentration camp is the only one that has got an institutionalized organized 

museum within the Museum of the City of Belgrade. In addition to being marginalized in 
cultural-historical sense (the museum is open to the public only one day of the week, some 
of the exhibits are inadequately labelled and displayed without proper contextualization), 
it seems that the Camp has not been attracting substantial media attention in recent years. 
In the last few years, one of the rare published articles has been Remembering the victims of 
Banjica concentration camp (Sećanje na žrtve banjičkog logora, RTS, 2nd July 2009) for the occa-
sion of the publication of two-books issue of the Historical archive of Belgrade called Camp 
Banjica - inmates, 1941–1944 (Logor Banjica – logoraši, 1941–1944, 2009) which provides the 
list of names and personal information of the detainees. This announcement was published 
on the Radio-Television Serbia (RTS) web-portal, with the data about the number, ethnic and 
religious structure of the inmates and the circumstances in the camp, and the statement that 
is important to remind and bring attention to the existence of the Camp, especially nowadays, 
when it is rarely mentioned. Also the context in which the camp and publications are placed 
in text is important as well: “The wide availability of this precious, extraordinary, historical 
source opens the “passage” for tracking and analyzing not only the effects of the genocidal 
policy of the German occupational system and the activities of its national instrument – the 
collaborationist administration with its organs of repression for the oppression of fellow citi-
zens, but also points out to contemplation over the fate of each victim of such dehumanized, 
criminal system. Dealing with victims inevitably opens issues related to the organizers, the 
direct and indirect perpetrators, their guilt and motivation.”

Daily paper Politika also published an article (Banjica Concentration Camp Victims/Žrtve 
logora “Banjica”, 9th July 2009) on the same publication, with more details about the camp 
and the statement of Director of the Historical Archive of Belgrade. Both texts emphasize 
the importance of issues for further studies and research, thus, indirectly highlighting the 
importance of future research about the Banjica concentration camp.

Staro sajmište
Unlike the execution spot in Jajinci and Banjica concentration camp, where people of all 

nationalities, religions and political affiliations were killed or imprisoned, in the concentra-
tion camps Staro sajmište and Topovske šupe it was mostly Jews and Roma people that had 
been imprisoned.

Staro sajmište (Old Fairground) is the camp that has been in the centre of interest and 
debates during the recent years, from the perspective of historiography, sociology, urban 
planning, architecture, as well as the art and media studies, because of the decades of neglect 
of the camp, and the newly-established interest in the plight of Jews in Belgrade during the 
WWII and (re)interpretation of the historical, cultural and social significance of the area of 
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Staro sajmište. There are notable presentations of experts in these fields, appearances in the 
media and publishing of books and other publications, such as Jovan Byford’s book Staro 
sajmište – mesto sećanja, zaborava i sporenja (2011).

Peščanik magazine issue under the name Staro sajmište (9th December 2011) contextualized 
the Holocaust in Serbia with social and political issues, such as European integration.

Internet portals, Poseta Starom sajmištu/A Visit to Staro sajmište and Jevrejski logor na beo-
gradskom sajmištu/Semlin Judenlager provide detailed and comprehensive information about 
the history of this location, the atrocities committed during the war, as well as the fate of 
this place in the post-war period. In the field of art and media studies, Prof. Nevena Daković 
presented theoretical consideration about those websites and Staro sajmište itself as a place of 
suffering in her study Holocaust in Digital and Collective Memory www.starosajmiste.info and 
www.semlin.info (Holokaust u digitalnom pamćenju i kolektivnom sećanju: www.starosajmiste.
info i www.semlin.info in Studije filma: ogledi o filmskim tekstovima sećanja, 2014). Dr Ana 
Martinoli provided detailed review and analysis of the post-war treatment of this space as 
a place of suffering and place of remembrance, but also the urban unit in the paper Staro 
sajmište – Remembering History and Thinking About the Future Virtually (Staro sajmište – isto-
rijsko sećanje i virtuelno promišljanje budućnosti, 2012).

At the time this paper was written, in media and also in other areas of public, social, 
cultural and even political activities, the initiative and project of the final marking and insti-
tutionalizing of the area of concentration camp as a memorial centre is ongoing.

The focus is on the establishment of the commission and a group of competent mem-
bers who will create a plan for the concept of the Staro sajmište area as a memorial centre. 
(The Commission for Staro sajmište Memorial Complex was appointed (Imenovana komisija za 
Memorijalni kompleks “Staro sajmište”) on 1st March 2014).

Topovske šupe
Camp Topovske šupe (“Jewish camp Belgrade” as referred to, at the time), not far from 

the Banjica camp was set up in the summer of 1941. During the summer and autumn, about 
6.000 Jews and 1.000 to 1.500 Roma have been imprisoned. After the war, in this area and 
its immediate vicinity, there were workshops and garages. Only a memorial plaque was set, 
which has often been damaged and buildings continued to deteriorate. The area was priva-
tized after the year 2000. The media in the spring of 2012 presented a plan to build a large 
shopping centre, with or without marking the place of suffering, while space is still listed 
as “well under preliminary protection.” (Manojlovic Pintar et al., 2013). The initiative for 
such drastic repurposing and complete elimination of all traces of the existence of the camp 
got a somewhat more furious response in the media. On that occasion, daily press as well as 
weekly papers (Ivan Ivanji’s column Our deaths and your life/Naše smrti i vaš život in Vreme, 
published 13th September 2013) and Internet portals (Sad znate za Topovske šupe/Now you 
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know about Topovske šupe, Peščanik, published 2nd June 2013) have spoken up in a way that 
was sometimes critical or activistic. 

Daily press and other media reported about declaration of the Ambassador of Israel on 
this subject (Levy: To preserve Topovske šupe/Delta: We will suitably honour the Topovske šupe 
concentration camp, Levi: Očuvati logor “Topovske šupe”/Delta: Dostojno ćemo obeležiti mesto 
logora Topovske šupe, published 26th March 2013) and the protest of the group of citizens 
against the construction of a shopping mall on the place of suffering (Belgrade: Appeal against 
the construction of shopping centre/Beograd: Apel za stopiranje izgradnje tržnog centra na mestu 
logora “Topovske šupe”). The other opinions were also presented, such as statement of the inves-
tors and the plan authors for making the shopping centre.

This time it was evident that the media also published the opinions of experts and research-
ers of the Holocaust, such as Jovan Bayford. Polyphony of voices can be registered – of 
families of the victims, of the experts, of journalists, of citizen groups and of course the city 
government or politicians. 

Another example of occurrence of this location was in foreign media, where in 2009 as 
part of marking Holocaust Memorial Day, BBC, without too detailed comments, published 
two images from Topovske šupe camp as significant site of the Holocaust commemoration 
(In pictures: Holocaust Memorial Day, BBC, published 27th January 2009).

Conclusion
The digital media reflection and presentation confirms assumptions about the social, cul-

tural and political attitudes towards WWII places of suffering in Belgrade. They range between 
neglect, repurposing, political re-contextualization and ideological turmoil.

In this sense, parallel streams highlighting the importance of place of the suffering, and 
renewed interest of historians, sociologists, curators, architects and urban planners can be 
observed. The polyphony of ideological and political attitudes, along with the lack of reliable 
historical documents, but also gradual and yet present efforts to illuminate some aspects of suf-
fering (such as the list of casualties in the Banjica concentration camp) signified the renewed 
interest in the suffering in Belgrade.

Also, references to European standards, values and interconnection between dealing with 
commemoration of trauma of the Holocaust and Serbia’s path towards the European Union 
integration can be observed.

The audience/users/readers of material available in digital media are an important factor 
in the creation of media content but also recognition of the past times and the events from 
WWII, and on the other hand of the present moment – the relation towards the places of 
memories today, in our everyday lives. Perhaps even more truthfully and reliably than the 
media content itself, this multitudes of voices enters their testimony in a collective picture of 
the life of the community.
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In the contemporary moment, when there are fewer living witnesses and participants as 
well as victims of WWII, the ways of gaining reliable information about events are more 
limited and less well grounded. Therefore, the media have an important role and responsibil-
ity in shaping and directing the relationship towards the past, but also the present as well 
as projection of the future coexistence with the places of suffering, the construction of the 
identity of the city, as well as its inhabitants in relation to the suffering, and also the battles 
and struggles in WWII.
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STARO SAJMIŠTE IN THE NEW MEDIA 
SPACE AND THE ROLE OF MUSIC IN THE 
RECONSTRUCTION OF COLLECTIVE MEMORy

Although concentration camp Staro sajmište is physically present since 1941, today the 
camp is devastated and invisible, and people have little knowledge about the victims. 
With the reinterpretation of the past in digital media, Staro sajmište has received a form of 
confirmation. Moving in the field of new media leads to the reconstruction of the memory 
on the Holocaust and the past, but at the same time the space of the camp is located in the 
non-material space, and again has indirect treatment.
New media occupy multiple senses in the same time therefore a complete picture of 
collective memory cannot exclude presentation of an acoustic element of memory - the 
music. It contains more layered temporal category and in its acoustics we can reveal the 
intentions of all participants in the war. It was used on both sides - by the Jews (music 
of the ghettos and in concentration camps) and Nazis (music in the service of glorifying 
Nazi ideology, culture and music as a psychological manipulation of prisoners). If we con-
sider the existence of the websites, academic programs and institutions that deal with the 
role of music in the Holocaust, then the music must not be ignored in the reconstruction 
of collective memory in the area of digital media. 

Reinterpretation of the past in more layers at the same time is achieved with the 
new media representation, which contribute for an effective understanding of the 
past. Between April 1941 and July 1944, German Gestapo established a concen-
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tration camp Staro sajmište during the military occupation of Belgrade. Today, Sajmište is 
devastated and still doesn’t have defined place in the socio - political and cultural identity 
of Serbia. 

However, Sajmište got its space on the internet. It comprises an interactive map of the 
camp and many articles, photos, interviews and literature dealing with historical facts about 
the camp. Website as a cluster of different media contributes to the preservation of memory 
and draws attention to the history that must not be forgotten. Exploring of existing archival 
materials can contribute to understanding of the historical circumstances that have befallen 
the Jews, Serbs and Roma during the Holocaust in Serbia. My intention hereafter is to point 
out the possibility that digital (new) media can reinterpret the past by analyzing the position 
and the fate of the artist during World War Two, so we can understand the position of people 
who have suffered the Holocaust in Serbia. Position of the artist also metaphorically reflects 
the intention of occupying forces that besides the physical existence of Jews in Serbia, Nazis 
tried to erase all cultural traces that Jews were enrolled with, in the artistic life of Serbia.

In the camps all over Europe Nazis have formed music orchestras where prisoners have 
played. The camp inmates were members of orchestras in Nazi concentration camps such as 
Auschwitz and Dachau. That has initiated many ethical, social and cultural issues of that time. 
By examining the contents of the Staro sajmište site I noticed that there is no evidence, of 
this practice being presented in Serbia, so I looked up for information about the activities of 
Jewish musicians during the period of the Holocaust in Serbia. But let’s start by considering 
of the positive context of moving the Old fairground in the digital space.

Moving the old fairground into internet environment  
We are facing the fact that Staro sajmište is built with invisible walls in digital environ-

ment. We can observe that new situation gives two meanings for digitized memory: 1) digital 
memory, is storing memory on the Holocaust in the Serbia and serve for the reconstruction 
of collective memory 2) existence in cyber space can be also a recycled memory that have par-
allel existence somewhere outside of our being, space and of our presence, and again, people 
does not have direct connection with the Staro sajmište. Space of collective memory, to a great 
extent can be constituted by digital media and the Internet. In digital media, the process of 
reviving the real and its confirmation by the imaginary happens continuously, if we talk in the 
spirit of Baudrillard’s theory of simulation. Relocation of Staro Sajmište in virtual space, leads 
to the synchronous position of the past and present which are intertwined in the narrative of 
time. Narrative text is being developed on a computer screen and just in the act of reading 

“takes shape” at the present time
Socio-cybernetic approach is a way of defining historical facts and history of the people 

who died in the camp Sajmište. “In counterpoint to our fascination with cyberspace and 
the virtual global village, there is a global epidemic of nostalgia, an affective yearning for 
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a community with a collective memory, a longing for continuity in a fragmented world.” 
(Boym, 2005, 10).

Memories can be enrolled with the sound, visual and linguistics. Analog versions of cul-
tural memory in the form of books, films, audio recordings, have become kind of artifacts 
that have been digitized. Digitalization provides a space for better public access to the events 
of the past and specifically critical consideration. McLuhan’s thesis that each new medium is 
changing human consciousness may be reflected in the digitization of cultural and transcod-
ing evidence about the existence of the Sajmište. Result is re-conceptualization of social (and 
cultural) communication. Images of the present and the past, are presenting historical facts, 
which cannot verify the absolute truth about the events in the camp of the Staro sajmište. 
But the historical facts here do not have the role of persuasion in the truth. Todor Kuljić in 
his book Kultura sećanja said that he does not accept relativistic equalization of history and 
memory, but also they are not in confrontation. Closely with his point of view, that history 
is image of events, a memory is core of tradition, while relationship between history, memory 
and the nation builds symbiotic relationship.

Silent music 
At the same time, new media occupies multiple senses, especially in multimedia presen-

tations. This is why complete picture of collective memory cannot exclude presentation of 
acoustic element of memory - the music. If we consider the existence of the sites, academic 
programs and institutions (such as Yad Vashem; Yad Letzlilei Hashoah), that deal with the 
role of music in the Holocaust, then music must not be ignored in the reconstruction of col-
lective memory in the area of digital media.

Unusual silence that prevails on the site Visit to the old fairground creates a dilemma; 
whether musical aspect is intentionally ignored with the aim that silence pays tribute to all vic-
tims. But the role of music during World War II reveals different contexts and has the spirit of 
a certain historical time. Music contains time in more layers and in its acoustics we can reveal 
the intentions of all participants of the war. It was used on both sides. The Jewish and non-
Jewish prisoners with the help of music and poetry created a kind of atmosphere of resistance 
to Nazi oppression and music had an integral role in their daily life under Nazism. Artistic 
expressions of resistance have found a place in prose, plays and songs. Many songs were sung 
in the ghettos; some old (sometimes with new words written to existing melodies), some new. 
One of the first anthologies of songs was published in 1948, under the title Songs of Ghettos and 
Camps (Kaczerginski, Shmerke. 1948). It was collected and edited by the Vilna poet, author 
and teacher. Anthology contains 236 lyrics in Yiddish and 100 melodies. Many songs of the 
Holocaust period were never collected, however, and have been lost forever.

Continuing their work during the war, musicians and other artists were exposed to Nazi 
oppression, because music has the major significance for the Nazis. They established an office, 

REINTER-
PRETATION 

OF THE 
PAST IN 

THE DIGI-
TAL MEDIA

STARO 
sajMiŠte 

IN THE 
NEW ME-

DIA SPACE 
AND THE 
ROLE OF 

MUSIC IN 
THE 

RECON-
STRUC-

TION OF 
COLLEC-

TIVE MEM-
ORY



126

headed by the composer Richard Strauss, where they were deciding on the fate of Jewish 
musicians. Musicians lost their jobs and composition of Jewish composers and Jewish music 
were outlawed and forbidden to play. With music art, Nazis were glorifying Nazi ideology 
and culture through art, and they also saw the role of music as a psychological manipula-
tion of prisoners. In some camps and killing centers, the Germans formed orchestras from 
among the prisoners and forced them to play when new prisoners arrived in the camp, when 
they marched to work, on their way to the gas chambers. At one point, Auschwitz had six 
orchestras.

When day breaks 
When day breaks (G. Paskaljević, 2012) is title of film in which director touched the fate 

of inmates at the Staro sajmište. Main protagonist is music professor Misa Brankov. He found 
out that he was adopted and that his parents were captured in the camp Old Fairground. His 
father Isaac Weiss left the music score titled as “When day breaks”. One scene contains the 
dialog between the Rabbi and protagonist. Revealing sentences of that dialogue describe the 
identity of the Jewish people in Serbia. As Misa Brankov tells how music speaks louder than 
words, calling a memory, a memory that was not supposed to be lost, Rabin confirms that in 
Jewish tradition is to sing and play when it is the hardest. The director said that the story was 
based on true events. That was encouragement for further research into musicians’ inmates 
at the Fairground. One of these artists was Ladislav Greenbaum-Grinski. Serbian famous 
musicologist Stana Djuric-Klein said that Grinski has enriched music in Yugoslavia. He was 
devoted to work and family. Unfortunately, Grinski had died in the camp with his wife and 
daughter; German soldiers publicly hanged him in the middle of fairground because he 
wanted a slice  of bread. There are several archival sources that confirm these two facts. One 
is pointing out that he was executed in the camp Topovske šupe, while others cite the fact that 
he was executed in the concentration camp Sajmište. Vlastimir Pavlović Carevac was not at 
the Sajmište, but he shared fate of his colleagues. He is one of the musicians who also spent a 
horrific years in concentration camps at Dachau and Banjica.

Digital media space can enter these individual destinies and remembering into memory. 
Intention was not to stand out these artists from other victims, but goal is to draw attention 
to the disappearance of traces of culture and tradition with the disappearance of artist. In 
the reconstruction memory of the Holocaust in Serbia, knowledge from the music field can 
enhance the understanding of the inhuman status of inmates, who have been brought into 
a state of mind in which man forgets the picture and sound of nationality and identity. The 
sufferings of European Jews under the Nazi regime were reflected in their music and musi-
cal life. Music has offered Jews a way to express their humanity in inhuman conditions, and 
to find comfort and hope. In the concentration and death camps, prisoners wrote songs in 
which they describe their experiences under the Nazi regime and the atrocities  of the war 
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years, chronicling mourning and loss. Many composers are using the subject of the Holocaust 
to commemorate the events and also to give a social commentary on events of the past. It is 
important to draw attention on the position of Jewish artists in Serbia, because Holocaust 
came with such force, that people were condemned to fight for survival under unimaginable 
level of Nazi repression. With the hope that their arrest and internment in the camp will be 
short in duration, they have left a trail of art in a smaller percentage. This fact can also indicate 
the intensity of the destruction of Jews, Serbs and Roma. We can look at the music of that 
time as an essential element in the narrative memories and also we can use that knowledge 
for better understanding of the cultural memory of all nations who died during those years. 

Bright spot opposite the horrific suffering in captivity is marked by jazz music in 
Belgrade. Thanks to the musician in Wehrmacht uniform, Friedrich Meyer, who had an 
affinity towards that kind of music a whole group of musicians was not sent  to camp or 
forced labour. He founded Big band, ensuring music scores and instruments. This we learn 
from the book “Jazz in Serbia 1927-1944” by Miša Blam, who is creditable for document-
ing history of jazz in Serbia. 

Socially motivated view of the past contributes to the social memory and recollection. In 
this process, the role of new media is important because large part of digital heritage is in the 
digitization of previous media. Virtual place of Staro sajmište can be accepted as a symbolic 
place of memories; it is similar with museums and archives, which have their place in the 
virtual space. It also has a role to share memories with the visitors of the virtual space of Staro 
sajmište, which contributes to the collective cultural memory. Presentation in the web area is 
a natural sequence of events, because the fairground was visible only in moments of focus-
ing  the attention and initiative of individual people or institutions. That approach is similar 
to the visibility of the virtual city, which is provided by the interaction and involvement of 
motivated user in the network. Although Staro sajmište has physically survived to the present 
day, it has the characteristics of virtual space: present and absent at the same time, with the 
position “in between”.  
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AUSCHWITZ AND ITS “AFTER-IMAGES” 
A N  A P P R O A C H  T O  T H E  V I S U A L 
A R T S  A N D  A R T  H I S T O R y

The paper argues that Auschwitz, understood as an equivalent to the Holocaust and 
its memory since the event occurred, did “influence” modern art in two different ways: 
by rushing the artistic trends of modernity, and by provoking a rupture with them. 
considering three regimes of representation –illustration, abstraction and figuration– it 
is possible to detect the different ruptures Auschwitz provoked. 
In such a context, the central role of photography must also be taken into account and 
clarified. indeed, it allowed the other visual art, mainly painting, to develop a new way to 
represent the human bodies. Among the different consequences one can identify, is the 
idea that it is not possible anymore to achieve a painting. Art after Auschwitz is then char-
acterized by uncertainty, both on artistic and aesthetical levels; as regime of uncertainty 
which reshapes the contemporary images of the human body.

Introduction: Terms and Concepts

In order to propose the first approach to the visual arts and to Art History in the aftermath 
of Auschwitz, it is necessary to consider the words themselves, and how the terms lead to 
the concepts, both aesthetical and historical.
I use “Auschwitz” instead of the Greek-rooted term “Holocaust”, the Hebrew “Shoah” or 

the Yiddish “Hurbn”. It is a way to root the thesis on a concrete ground as a reference to the 
best known among the Nazi concentration and death camps (when speaking of it as such, I 
shall explicitly write “Auschwitz-Birkenau”); and in doing so, it is a way to try to avoid any 
misinterpretation or reference to other situations, whether they are historical or mythological.
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By saying Auschwitz, I also obviously focus on the genocide of the European Jews, on the 
Nazi attempt to destroy and eradicate them, even if Auschwitz-Birkenau was also the site of 
the eradication of the Sintis and Romas and a laboratory (to say it in Hannah Arendt’s terms) 
of total domination of the human beings in general (Arendt 1951, 92).

By saying Auschwitz, then, I try to comprehend both the exterminatory and the concen-
trationary projects of the Nazi ideology. I am of course aware that “Auschwitz”, on the one 
hand, does not tell us about the genocidal mass killings of Jewish people in Eastern Europe 
by shooting squads (known as the “Holocaust by bullets”) and that, on the other hand, it 
maintains in a manner quite a Western European way of considering it. I do believe, nonethe-
less, that the fact a single word cannot “cover up” the genocide and the Nazi crimes against 
unarmed people is an evidence of its enormity in modern history, and of its impossibility to 
be “mapped”, even on an accurate geographical scale.

Since it became a generic term, “Auschwitz”, also refers in the perspective I adopted to the 
memory of the event and not merely to the event itself. Or to nuance it again in a more appro-
priate way: “Auschwitz” tries to gather the multiple memories of the event. On the reverse: 
it has to do with how the memories simultaneously and successively distorted the event and 
reframed it from its occurrence until nowadays. To approach these “multidirectional memo-
ries”, as Michael Rothberg named the phenomenon (Rothberg 2006), I will consider in a first 
time some of the processes of mediatisation through a few examples, and, in a second time, 
consider the formal aspects we can deduce of them.

But previously, and in order to provide a general frame to my demonstration, I would like 
to emphasize on the key word of the topic: after. I purposely detached in the title the word 

“afterimage” (which would refer in English to “reminisces”) in “after” and “images”. And, 
indeed, most of the images I am studying are remanences. But naming them does not explain 
the process of reminisce itself, and especially the processes the concept implements in the case 
of Auschwitz. In order to explain it and not simply to express it, it might be helpful to call to 
another field of interest: Art and Art History.

In the artistic field, when an artwork is said to be made after someone or something, it 
can mean that the author makes it explicit that he copied someone else’s work or –even more 
interesting– when it is said that a particular landscape was made after nature, it implies first 
that the artist was there, saw the actual landscape he painted, and second, that the image he 
produced comes after the model, it was not done from scratch, i.e. ex nihilo. 

Several consequences can be identified from these observations. The first one is that 
it designates the drawer as a witness, and an eyewitness furthermore, if the eyewitness is 
the person able to say in a performative way “I was here” (Dulong 1998). The word “after” 
indicates such a deictic. The second consequence designates the image as an evidence: evi-
dence of the reality of a piece of nature; evidence confirming and legitimising the status of 
its author as an eyewitness. For both, the word after structures the reception of the artwork 
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establishing with the viewer a relationship based on reliance; a relationship of the same kind 
as the one bindering the author of a memoir and his reader.

One could of course object that, in such a case, we are forgetting the artist’s subjectivity, 
his personal intentions, and its implications into the act of creation under the experience’s 
truth. Of course nobody can ignore or deny it since it is included in any human act and 
since it defines creation. But if Art History cannot ignore it, it is on the History to evaluate it 
regarding historical truth as the only criteria. Otherwise, the discussion would be endless as 
is endless the discussion about the proportion of fiction in an historical novel.

What seems more important then, is to pay attention to the basic fact that a landscape is 
no more the nature. The definitive rupture between experience and representation not only 
characterizes the troubled consciousness in philosophy, it also defines a chronological abso-
lute: a testimony –and more widely memory– always distorts and reframes the experience at 
the same time it tries to stick to it.

Consequently, after it includes both a tradition (a respect towards what has been seen or 
what is being remembered) and a treason (in search to find a way to express the experience 
or the memory, the act of speech, writing or drawing, the act of expression is a critical one). 

Thus, we can define the artistic memory of Auschwitz as a translation of it. How this trans-
lation occurs, how it is constituted to be diffused thereafter, and how we can approach it are 
among the many questions I will try to raise and to specify in the next pages.

The Broken Lines of Artistic Modernity vis-à-vis Auschwitz
The broken lines of artistic modernity not only designate the ones which are situated after 

Auschwitz but even prior to it. One of the most common platitude about art and Auschwitz 
asserts that the event did not modify in any way the artistic trends of modernity while politics, 
philosophy, international relations and so on, were deeply disturbed by it. This statement 
often sustains itself with the idea that the lines of modern art were already blurred, not to say 
that modern art even participated in the building of totalitarianism. The equivalency between 
abstraction and concentration camp, as both products of the xx Century, being the climax 
of the comparison based on a disproportionate importance given to arts regarding politics.

A closer look to the history of modern art demands a more subtle approach. Hence, I 
would argue that Auschwitz first rushed the artistic trends of modernity (rushing the tendencies 
being the definition of an event according to art historian Henri Focillon (Focillon 1943)), 
and in a second time, provoked a rupture whose most visible effect can be seen on the figura-
tion of human bodies. I am consequently speaking here of a backlash effect of Auschwitz on 
the visual arts.

To apprehend both this accelerating and backlashing effects, we should now turn to some 
of the works of art themselves. To go deep into it would be beyond the scope of this paper. It 
requires then to delimitate in a very schematic manner the field of modern arts. Thereby, one 
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can consider three main trends and subsequent aesthetical categories of artistic expression: 
illustration, abstraction and figuration. And to make it even clearer (and to define them) one 
can take three examples from art before Auschwitz, and more specifically works made in the 
context of World War One.

Illustration can be defined as an art rooted into the academic tradition, obeying to a literal 
interpretation of mimesis. It can also be called realism despite the fact it is actually highly 
conventional, and might render, eventually, the most erroneous vision of reality.

An oil on canvas like Bringing up the Guns (Battle of Passchendaele) (1921) by the British 
painter Harold Septimus Power is, for instance, a typical reconstruction of an episode of a 
battle scene: riders and soldiers are supplying new guns into the mud, animals and human 
beings sharing the same fate, while an airplane in the sky appears as a symbol of hope and the 
shell explosion as a symbol of violence. Modernity and tradition are coexisting in the topic as 
they are in the way the scene is illustrated –not to say narrated– since illustration stays linked 
to the classical idea of the principle of istoria. The actual fighting are elsewhere and none of 
the half-million corpses of the actual battle of Passchendaele which took place in the Belgic 
Flanders can be seen; they are literally “abstracted” from the composition.

It might be highly surprising –not to say provocative– to juxtapose an artwork abstract-
ing the reality with the famous abstractionist painting Black Square against White Background 
Kazimir Malevitch painted in 1914-1915. Black Square against White Background might have 
nothing to do with the war context and is generally considered as a typical example of art 
for the art’s sake, detached from any historical contingency. But it can also be interpreted as 
a more authentic vision of the dead, since they cannot be represented, and their experience 
cannot be told, since they appear incommensurable to art. Therefore, it aims a more universal 
scale by obstructing any narrative tendency.

In this context, figuration, as it appears for example in Otto Dix’s Card players (1920) is 
not only an in-between abstraction and representation. Contrary to representation, it avoids 
the re-enactment of the experience by focusing on its effects (here the mutilated and conse-
quently reconstructed bodies) making figuration close to memory. Like abstraction, it reaches 
a non-narrative level but maintains an explicit link to a specific experience. It has to do with 
testimony but a testimony which could not be used for in a justice court since it lacks the 
date and place which back the witness’ “I was here”.

To illustrate the event, to abstract from it or to figure it are the three ways (again, in a 
very schematic approach) modern art dealt with the experience prior to Auschwitz. Such an 
approach could not be complete without considering the dramatic influence of photography 
on them. Photographs considered as documents therefore appear as medias between experi-
ence and artistic creation, even when the artist himself experienced the massive violence.

Otto Dix was among them, nevertheless he used (and ideologically sustained) Ernst 
Friedrich pacifist book’s images, War to War (1924), for subsequent artworks. One can also 
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imagine that some aerial views of the battlefields, before and after the battle occurred, did 
influence or confirm what we can call the abstract level of expression, like pictures of battles’ 
episodes sustained and inspired military painters as Power when they were commissioned to 
represent World War One.

Commissioned or not, artists and veterans also drew their experience like deportees and 
survivors drew it during Auschwitz’s time. It is not necessary here to go deeper into the tes-
timonial role of the drawings after Auschwitz but we will see later that, in some cases, they 
fulfilled a role of matrix for artistic expression. In this context, photographs also are of crucial 
relevance.

Some artists, like the Berliner drawer Georg Grosz, who emigrated in the United-States 
in 1933, produced images of the concentration camps thanks to testimonies they heard from 
friends who were survivors and emigrants during the war. They fed their anti-Nazi propaganda. 
But for most of the artists, their visual knowledge mainly depended on the photographs they 
saw after the opening of the death camps in late 1944 and first half of 1945. Before these 
dates, almost everybody out of the concentrationary universe had anything in mind but an 
imaginary vision of what the camps looked like. 

We do know the shock the publication of the Nazi atrocities’ pictures provoked in the 
public opinion and how it convinced the people of the reality of the genocide and the repres-
sion; many intellectuals, like Arendt or Raymond Aron, also remembered the shock as a 
decisive turning-point in their apprehension of the event. But very little has been investigated 
about the impact of these photos on the visual artists. To consider how they reacted from a 
biographical perspective is not very relevant here, and in any case not sufficient. What matter 
are their artistic responses, their replies, and it is not surprising that, at first glance, one finds 
the same answers as during and after the First World War.

It is of course particularly true about the illustrative regime. An early example can be 
found in Ben Shahn’s Boy of 1944. Shahn was a photographer himself, skilled during the 
Great Depression, member of the Farm Administration who commissioned him to take 
pictures of the effect of the 1929 crisis in the Middle-West. He kept working for the US 
government during the war as a member of the propaganda unit. Therefore, he had a 
privileged access to thousands of photos he interpreted in realistic paintings (see Amishai-
Maisels 1986-1987).

What is more surprising is the use an American veteran like Corrado Cagli did of such 
pictures. Cagli was among the US soldiers who opened Buchenwald on April, 11th 1945, the 
same day the Nordhausen Concentration Camp was opened by other US troops. In the oil 
on cardboard he entitled Buchenwald n°4, Cagli reused a corpse present on a Nordhausen 
photograph (now at the Photo Archive Department of the United-Sates Holocaust Memorial 
Museum in Washington D.C. under the reference 11127) to depict a vision of Buchenwald 
camp. The phenomenon is not unusual and we know that several veterans, who repainted the 
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sketches they made after the experience, based these modifications on photographs; as if the 
photographed picture was a more reliable source than the inner experience.

It is not only something which happened only in the direct aftermath of the event. In 1969, 
for example, the American painter and drawer Jack Levine engraved a lithograph after two 
pictures of the “Stroop Report”, a Nazi document prepared for Himmler about the “liquida-
tion” of the Warsaw Ghetto in May 1943. Levine said that these photos haunted him for years 
before he decided to interpret them in a non-photographic way (Amishai-Maisels 1993, 301 
sqq.). What is interesting is that, under the effect of time and memory, he blurred the clear 
lines of the original photographs.

Here we can recognize a stylistic device used by a better known contemporary artist like 
Gerhard Richter. In the early 1960s, Richter used family pictures he transformed in blurry 
paintings, though he respected the original black and white. His Nazi uncle, a German officer, 
is among the most famous paintings (Uncle Rudi, 1965), and, at the same time, is the pictorial 
equivalent to his Aunt Marianne (1965), assassinated by the Nazis because she was mentally 
deficient. In both cases, we stay into the representational regime we defined. But what is inter-
esting is that when Richter decided in the second half of the 1960s to work after photographs 
from the camps, he moved to a totally abstract regime for several years, as if he was unable to 
cope with the atrocities’ pictures and to blur them like he did for his family ones.

Absence Shaping Times
It is then particularly significant to see, in these different examples, how the notion of 

absence affected not only the artwork’s topic but their means of expression, their shapes. The 
way absence –absence of the innumerable dead– shapes the contemporary artistic expression 
is highly visible in a deeply renewed regime of figuration such as in Zoran Music’s oeuvre.

Music was deported from Venice, where he was living and working, to Dachau concentration 
camp by the end of 1944, so he was able, especially in April 1945, to draw some sketches of 
what he witnessed there. According to him, after the Liberation, Music kept the remnant draw-
ings in his studio but has not represented this topic for twenty-five years after his liberation. He 
dedicated his art to painting landscapes, city views and horse riders; he even went into abstrac-
tion for a short period unless his whole painting always stayed on the threshold of abstraction.

In spite of this gap in his work, Music started in 1969-1970 a new series of drawings, 
paintings and engravings titled We Are Not the Last. At first glance, there are very few differ-
ences with the known sketches from Dachau. But one detail must draw attention: on the 
breast of the hanged deportee he drew in 1945, Music wrote what looks like a prisoner’s 
number. This number disappeared in the etching after Dachau in 1970. In this perspective, 
this single detail initiates a shift from the representational regime to the figurative one. This 
is of first importance because by following such details and changes in Music’s oeuvre one 
can approach the diffusion of Auschwitz into contemporary art and figurations. From a few 
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examples from Music’s work it is possible to expand some of the conclusions from it about 
contemporary figurations of Auschwitz.

It is not directly about shapes but about a topical detail. In several drawings from Dachau 
1945, Music represented corpses with the hands pulled back to the neck. It might be last 
physiological reflex ante mortem, it may also be the result of the way people were gathering 
the corpses, but it was not imagination, neither memory, it was what he actually had in front 
of him. Some photos taken by the US troops in Dachau at the same period confirm that the 
crossed position of arms and hands was widespread among the corpses. We know several 
examples of the position in the series We Are Not the Last, in etchings, lithographs or oils 
on canvas. It is then consequent enough to consider the detail as a reference to what he eye 
witnessed; a mark of respect towards his experience and the multiple dead. But what is more 
surprising is the way the enormity of the hands he figures spread in other of his paintings with 
totally different topics like in later portraits of Ida Barbarigo, his wife, herself a painter; in his 
late self-portraits from the 1990’s (Music died in 2005 but quitted painting at the end of the 
decade), or in the very last ones, whether he depicted himself as a viandante (a “vagrant” in 
Italian), or just seated in an armchair in a melancholic gesture. 

Of course my purpose is not mainly to identify likely gestures in art prior, during, and 
after Auschwitz, but such a detail seems to me a relevant path to approach the corpuses and 
consider the backlash effect on them. And I do look at Music’s work as a highly significant 
exemplum of the evolution of art history during the last seventy years. Therefore, it is possible 
to expose some of the stylistic features of art after Auschwitz or, in other words, its extension, 
its cast-shadow on contemporaneity. 

Conclusions: Auschwitz’s extension in the Visual Arts: Formal Aspects
In an article dedicated to a post-war French artist, Bernard Réquichot who committed a 

suicide in 1961, titled “Bernard Réquichot and his body”, Roland Barthes gave in 1973 a 
provocative definition of modernity: “To be modern, stated Barthes, is to know what is not 
possible anymore” (Barthes 1982, 210). 

Among the many impossibilities due to modernity, Barthes mainly points the finished, 
arguing that in the former representational regime, since imitation was the main purpose, to 
finish a painting –to achieve it– was conceivable. When the imitation is accurate and perfect 
(“finished” and “perfect” were synonymous in old French) the artist can consider his task 
achieved. But in modern painting, I would say in abstraction and figuration, whose main 
purpose is not imitation anymore, the idea of finishing an artwork cannot still be valid and 
aesthetically valued. In his apprehension of Réquichot’s painting, in the fact that Réquichot 
was troubled by his incapacity to finish a painting, Barthes does not ignore what he calls “a 
game of historical determinations” involved in it. I would add to Barthes’ remark that in such 
a game, Auschwitz plays a central role.
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Of course, Leonardo da Vinci already spoke about the componento inculto (the “informal 
sketch”), and of the non finito (the “unfinished”), attributing them artistic values. There is 
no clear starting point in Art History and it is not very controversial to make modernity 
starting with Leonardo. What the art after Auschwitz obliges us to consider is the fact 
that the non finito is not an option anymore: it is art’s fate. The idea that literal imitation 
has been in a way defeated not only comes from the competition photography boosted 
with painting in the mid-xixth Century, it comes from the fact that what the photos from 
the Nazi camps showed cannot be remade in paintings without distorting them. These 
pictures –the photographs– are too finished for our sensibility. It is not only photography 
which rushed the modernity trends in visual arts, it is also what the photos themselves were 
carrying.

If the unfinished can be considered as a central axis of visual arts after Auschwitz, we 
can derive from it at least three stylistic features: first, the advent of what we could call a 
sketchy style even in paintings, characterized by blurred lines and mixed colours; second, 
and consubstantially, a reduction of what is figured on the support, the human figure which 
was considered as the main topic is reduced to the bare minimum in terms of proportions 
(which is also a way to expose the unfinished), and the figure is relegated to the background; 
third, and consequently, the background becomes the foreground or, in better words, the 
limit between figure and background is being confused. These three features participate to a 
kind of irresolution on behalf of the artist and to an uncertainty of his artistic gesture.

Not being able to finish a face, to achieve a body, to fill a sculpture, to varnish a paint-
ing or to cover it with plain colours, or even to join lines in a drawing, may sound very 
familiar to most of contemporary artists; as familiar as it sounds to the observers. To picture 
how Auschwitz first transformed the visual arts and then diffused this transformation into 
our common visual background, one just needs to remember how, in Music’s work, the 
dead’s hands passed from concentrationary visions and representations to concentrationary 
memories and then to contemporary figurations where they appeared as the living and vivid 
hands of the painter himself. 

By following these complex ways, a naive viewer could hardly tell where the ghostly 
aspect of Music’s self-portrait comes from. Yet nowadays this ghostly aspect became a wide-
spread manner to represent any kind of human bodies, not only the suffering ones.

One would object that these processes are diluting Auschwitz as an experience and an 
event. If “diluting” here means that artworks are not fulfilling a witnessing role but main-
taining tenuous and complex memories of it, I would agree. Dilution is also a form of 
diffusion, and artistic creation does not invalidate testimonies; on the contrary the latter 
frame the former. To say it in Imre Kertesz’ often cited words, they are both participating 
(and not competing) in making the Holocaust our culture (Kertesz 2009).
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