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[ | Hako xeTeporeH, kako y usbopy
Tema Tako Uy NpUCTyny, nporpam Myseja
Jyrociasuje 4eCTo Ce TyMadyu Kpo3 IPU3MY
JYTOHOCTAJITH]€, 11a je 0BO OKBUP KOJH C€ YBEK
y3uMay 003Up Npu KOHLeNTyanusaluuju

Nporpamcke MOJUTHKE U Kpeupamwy U3J10K0U.

JIlyro BpeMeHa HacTojaslo ce ja Ce HallpaBu
OTKJIOH OJf HOCTaJITUYHE KOHOTallMje Koja,
CcMaTpasio ce, 3aMarsbyje 00jeKTUBHOCT,
ynabaBajyhu Mmy3ejcku caipxaj of
KPUTHUYKOT IPOMHUILbAA KOj€ CE I0CTaBJsba
Kao UMIIePATHUB CaBpeMeHe MYy3e0JsolKe
Teopuje U mpakce. OBa U3Jyioxda jou jenan
je y Hu3y mokyliuaja' cyouaBamwa ca CBUM
OBUMM TBpAHbaAMa U UHCTUTYLIMOHAJTHUM
CTpaxoBHMa, aJIu Ha Spyradyujyu HauKH.
[TpaBu ce 3a0KpeT of focafallbuX
npakcH, Koje Cy yriiaBHOM HacTojase Aa
HErupajy HoCTaJATMYHU KapaKTep CJIUKE

1 W3gsojuhemo Heke npumepe: MocTaska Oulype ceharway Kyhu
useha (2014-2021) yksmwyuyje ocehawa u nepdopmaTusHe
npakce came mysejcke nybanke, Kao MHTErpaTUBHU
neo n3noxbene noctaske, 4OK U3noxda JyTo, moja JyTo
—Tacwapbdajwepcke dpuue (peanusosara 2016/17) nak,
npeacTaB/ba BaXaH KOpak y MHCTUTYLIHOHAHO] HCTOPHjH
Ha Tpary oTBapaka Ka rnacoBMmMa 0dOMUYHMX JbYAH, a KOjU CY
HErMpaHu y 3BaHUUHUM UCTOPHUjaMa.

[ | Although heterogeneous, both

in the choice of topics and in the approach,

the program of the Museum of Yugoslavia is
often interpreted through the lens of Yugoslav
nostalgia, so that is a framework that is always
considered when conceptualizing program
policy and creating exhibitions. For a long time,
efforts have been made to detach from the
nostalgic connotation, which, it was believed,
conceals objectivity and distances the Museum
content from critical thinking, which is an
imperative of contemporary theory and practice
of museology. This exhibition is another in a
series of attempts! to tackle these claims and
institutional anxiety in a different way, making
a turn from previous practices that mostly
sought to negate the nostalgic character of the
image of the Museum of Yugoslavia as a place
that only affirmatively presents the socialist
heritage, and consciously choosing to thematize

1 Here are a few examples: The installation Figures of Memory in
the House of Flowers (2014-2021) included the feelings and
performative practices of the museum audience as an integral
part of the exhibition, while the exhibition Yugo, my Yugo—
Gastarbeiter stories (realized in 2016/17) represented an import-
ant step in institutional history in terms of welcoming ordinary
peoples’ voices, which were ignored in official histories.



My3eja Jyrocnasuje Kkao MmecTa Koje
UCKJbYyUMBO abMPMaTHUBHO NIpeSCTaBba
couurjanuctuyko Hacnehe. CBecHo je
u3abpaHo fa ce TeMaTusyje npuda Jemesa
kyhuya, ympaBo 3aTo IITO 3ay3MMa MocedbHo
MecTo y cehakbuMa Ha IeTUHBCTBO OPOjHUX
resepanuja pohenux y Jyrocnasuju. Magna
TNoJIa3y Of MecTa Koje Dy u HOCTaNrujy,
oBa M3n0x0a HemMa 3a Wb 1a pekpenpa
MpOLIJIOCT TPeTUpajyhu je kao ,anconyTHy
WUCTUHY" UJH ,caBplueHy dotorpadujy”,
Beh HacToju na, mytem pediexcuje, no3ose
Ha IPOMMUILJbaE MPOLIJIOCTH U yCIIOMEHa,
pasmarpajyhu nurawme HeyXBaT/bUBOCTH
cehamwa, Te HAUMHa Ha KOje HAaC OHO UMHU
OHaKBHUM KaKBH jecmo.’

Kapa ce jaBuna uzeja ga ce y Mysejy nocrasu
n310x0a Koja ce DaBU KHUIKEBHUM [I€JIOM

3a meny, Jexesom xyhuyom, aytopa bpaHka
honuha, UcTor TpeHyTKa cam Mojp:xana
npojexar Koju he TemaTHU30BaTH MOjy
OMUIbEHY KIBUTY U3 NETUIBCTBA. Kpeupamwem
THMa KOjHU 0ff ToYeTKa pajia Ha U3JI0KOM yrHe
KycTOoCKumbe Mupjana CnaBkoBuh, 3ajefHo
ca KyCTockHwboM efykatopkom Capom Connh
U KOOPJMHATOPOM npojeKTa JlynaHom
JepTuheM, ca Uiejom fa ce TUM LOMYyHaBa
capafHULKMa pasauunuTUX npodua,

buna cam yBepeHa na he oBaj npojekar
NpeAcTaBbaTh TpPaHCHOPMATUBHO UCKYCTBO

2 CsetnaHa bojm, bygyhHoci Hocmaniuje, feonoeTuka,
beorpag, 2005.

the story of Hedgehog’s Home, precisely because
it has a special place in the childhood memories
of numerous generations born in Yugoslavia.
Although it starts from a place that evokes
nostalgia, this exhibition does not aim to
recreate the past by treating it as “an absolute
truth” or “a perfect photograph”, but it rather
tries to, through reflection, invite us to think
of the past and the memories, and consider

the elusiveness of the memory, and the ways it
makes us who we are.?

When the idea of setting up an exhibition

in the Museum about the literary work for
children, Hedgehog’s Home, by Branko Copi¢, 1
immediately supported the project, as it would
be the theme of my favourite childhood book.
A team was formed, and from the beginning it
consisted of curator Mirjana Slavkovi¢, curator
educator Sara Sopi¢ and project coordinator
Dusan Jevti¢, with the idea to be supplemented
by collaborators of various profiles. Hence,

I was convinced that this project would
represent a transformative experience for

the Museum of Yugoslavia both in terms of
audience development, and in terms of testing
the latest theoretical research in the field of
museology in practice.

With the trust in this dedicated and
professional team, the conditions required by

2 Svetlana Boym, Buducnost nostalgije, Geopoetika,
Beograd, 2005.



3a Mysej Jyrocnasuje, kako y rnorieny passoja
nybiuKe, Tako U y Morjieny TecTupama
HajHOBUJHUX TEOPU)CKUX UCTPA’KUBakba U3
0dylacTv MyseoJsioruje y npakcu.

C noBsepemeM y 0Baj nocseheH U cTpyudaH
THM, OMOTyheHHU Cy yCJI0BH Koje je
napTULMNaTHBHA METOJ0JIOTHja Hajlarana,

a KOjy Cy 3aXTeBaJsy 3HaTHO Jy>KU MpoLec
Ipunpeme U3aox0e Hero UTo je To 00UYHO
cnyudaj. Hapounto, pasymeBajyhu noteHuujan
7a ce fiela yBeJy He caMo Kao ybiauka Koja
I0J1a3u Ha paJjMoHULIE, IO OTBapamwy U3Joxbe,
HEro Kao paBHONPAaBHHU capajHULIM Y IpoLecy
OCMHUIIbaBaha NOCTaBKe. YCIe[UIo je 1
NapTHEPCKO YKJby YUBAE ABE]Y BAXKHUX
WHCTUTYLUja U3 peruoHa: ETHorpadckor
My3ejay 3arpedy u Xucrtopujckor myseja
BuX'y CapajeBy, ca kojuma Cy napaJlejiHo
CIIPOBEJIEHE Jledje paguOHULIE TI0 UCTO]
MEeTOJI0JIOTUjH, @ YMjH CY Pe3yJITaTH DUTHO

oI penuny (UHAIHU U3ITe] U30XK0eHe
TMMOCTaBKe.

Bepyjemo fa he meua koja cy yuecTBosasa

y npunpemu usnoxbde OUTH BepHa My3ejcka
nybnukay dyayhHOCTH, @ HAPOYUTO CMO
yBEPEHHU 1a ce Hajmnahu Hehe Hamambe
NocMaTpaTH Kao ofiBOjeHa nydanka U ia fedju
nporpaMu Hehe dUTH CErMEHTHPAHU Kao
CeKyHIapHH, y OJHOCY Ha KyCTOCKe KOHLIenTe
HaMEmWEHE 0Jjpacjiuma.

3axBaJIH{ CMO Ha capafwy ¥ momohu
MIpU peanr3alnju UCTPaKHUBabha TOKOM

the participatory methodology, that is, a much
longer process of preparing the exhibition
than is usually the case, were made possible.
Especially, there was a potential to understand
that the children should be introduced to

the exhibition, not only as an audience that
comes to the workshops after the opening of
the exhibition, but as equal collaborators in
the process of designing the exhibition. The
partnership with two important institutions
from the region followed, the Ethnographic
Museum in Zagreb and the Historical Museum
of Bosnia and Herzegovina in Sarajevo. Within
the partnership, the children’s workshops
were conducted in parallel using the same
methodology, and the results significantly
determined the final version of the exhibition.

We believe that the children who participated
in the preparation of the exhibition will be a
devoted museum audience in the future. We
particularly believe that children will no longer
be viewed as a separate audience, and that
children’s programs will not be segmented as
secondary in relation to curatorial concepts
intended for adults.

We are grateful to the Serbian Academy

of Sciences and Arts for their cooperation

and assistance in the realization of

preparatory research for the exhibition. Their
professional and collegial assistance enabled

us to complement the part of the exhibition
dedicated to Branko Copi¢, which is based on
fundamental research of his life and work, with



npunpema usnoxbde Cprckoj akageMuju
HayKa 1 YMETHOCTH, YMja HaM je CTpy4Ha

U KoJiernjanHa nomoh omoryhuna fa neo
nusnoxbe nocsehen bpanky honuhy, koju je
3aCHOBAH Ha TEMEJbHUM UCTpaKMBambUMa
HEroBOr )KMBOTA U [iesia OyZe YIIOTIYheH
npegMeTrMa Koje 0Ba MHCTUTYLIUja DalUTHHU.
Takohe, Ayryjemo 3axBajqHOCT MUHUCTApPCTBY
kynType Penydnuke Cpbuje, y3 unjy je
NOJPUIKY 0Baj IYTOrOLUIIBY IPOjeKar
peanu3oBaH.

[Tybnukauunja koja mpaTy U3I0x0y

Jexcesa kyhuya — uamuusdare 00wel ceeliid
npeAcTaBba CKyH NpodIeMCKUX TeKCTOBa
KOjU OCBETJbaBajy Pa3IMUUTE acMeKkTe 1
TyMauewa kako came Jemese kyhuye, Tako

v ofiHoca npema neny bpanka honuha,

KOjH je NOC/IeAmbUX IelleHrja HEOIIpaBLaHo
3aHemapeH. Hagamo ce fa he oBa n3noxbda
nonpuHeTy Tome fa ce honunheso neno Bpatu
y bokyc unTanauke u mysejcke nydsnuke, a
na he nybnukauuja dUTH 3aHUMIbHUBA KaKO
UCTpa’kKMBavyMMa, Tako U LIMPO]j JaBHOCTH KOja
naMmTH Jexcesy Kyhuyy, anu v OHUMa KOju TeK
Tpeda a ce ymo3Hajy ca 0BUM LeJIOM Koje je
00esexnso 1eTUHhCTBO MHOTHX.
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the items that are heritage of this institution.
We also thank the Ministry of Culture of

the Republic of Serbia for their support in
realisation of this long-term project.

The publication accompanying the exhibition
Hedgehog's Home—Inventing a Better World

is a set of thematic papers that shed light on
various aspects and interpretations of both
the Hedgehog’s Home itself and the reception
of Branko Copi¢’s work, which has been
unjustifiably neglected in recent decades. We
hope that this exhibition will contribute to
bringing Copi¢’s work back into the focus of
the readers and museum audience, and that the
publication will be interesting both to scholars
and the wider audience who remembers
Hedgehog's Home, but also to those who are
yet to become familiar with this work that was
significant in the childhood of many.






Capa Conuh 1 Mupjana Cnaskosuh
Sara Sopi¢ and Mirjana Slavkovi¢

Jexesa Kyhuua — uamHLLbate Do/ber cBeTa
Hedgehog's Home — Inventing a Better World

Translated by Dragana Stojanovi¢ BeSirevi¢

Mo wymu, wupom, Oe3 citiase, Ayia
Jexypka Jexuh osazgax nywa. ..

Through old, tangled paths,
fo the forest edge proudly wanders
mighty Hedgehog Hedge...*

* Translated by Amela Marin for the Hedgehog's Home, a Canadian-Croatian short animated film, directed by Eva Cvijanovi¢ (2017)



[ | 3amro Jexesa kyhuua y Mysejy
Jyrocnasuje

Onadup Jewmese kyhuye kao npodiemckor
OKBHpa 3a U3J10K0y MOXKe Ce CXBAaTUTH Kao
3a0KPeT Off BEJIUKUX TeMa U AULAKTUUYKOT
NIpUCTYyIa y KOJEM je, IIPE CBETa, LnJb
NyONUKY HAYUUTH HEYEMY O MPOLLIJIOCTH,

Ka MPUCTYIY KOjH [10J1a3x Off EMOTUBHOT U
atexkTUBHOT pema pedeKkcuju. Y 0BakBOM
TyMaueky HeEMa ayTOPUTeTa KOju Aajy

jacHe ogrosope, Beh ce nuTamwa oTBapajy

y IpoLecy y KoM ce npenaunhy cehamwa u
UCKYCTBa, c10donHe acouujaunje. AbeKTUBHU
3a0KPeT y XyMaHUCTUYKUM JUCLIUIIIIMHAMA
VMa CBOje OJjjEKE U Y PELIEHTHO] MY3€jCKO]
TEeOPHjH, Koja, Hacsamwajyhu ce Ha mpaxcy,
npenosHaje aPexiiugHo Kypupare Kao 0HO
KOje eKCIJIMIUTHO pedepulle Ha eMoLrje
KPO3 TeMy U3710k0€, 3aTUM KPO3 AHU3ajH

U apXUTEeKTypy [10CTaBKe, UJIH, NaK, Kpo3
cneuUUHy aKTHBHOCT K0ja Ce MoceTHoluMa
Hynu.! OBa U310:xda yKplluTa CBa TpU
nonyheHa npucTyna 1 ykbyudyje noxkyluaj ga

1 M. Varutti, ,The affective turn in museums and the rise of
affective curatorship”, y: Museum Management and Curatorship,
Vol. 38, No. 1, Routledge, Tonaow, 2022, 61-75.

[ | Why the Hedgehog’s Home in the
Museum of Yugoslavia?

The choice of Hedgehog's Home as a thematic
framework for the exhibition can be
understood as a turn from big themes and a
didactic approach aiming to teach the audience
something about the past to an emotional and
affective approach that involves reflection.

No authorities give clear answers here, but
questions are opened in the process in which
memories, experiences, and free associations
are interwoven. The affective turn in the
humanities has its echoes in recent museum
theory, which, relying on practice, recognises
affective curatorship as that which explicitly
refers to emotions through the theme of an
exhibition, the design and architecture of an
installation, or a specific activity offered to
visitors.' This exhibition combines all three
offered approaches and includes an attempt to
think and apply affectiveness through the very
process of preparing the exhibition.

1 M. Varutti, ,The affective turn in museums and the rise of af-
fective curatorship”, in: Museum Management and Curatorship,
Vol. 38, No. 1, Routledge, London, 2022, 61-75.
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ce aCbeKTI/IBHOCT MUCJIIA ¥ TPUMEHHU KPO3 CaM
npoLec NpUnpeme U3oxoe.

Y OCHOBHM MpOjeKTa JIeXKU uzeja fa ce u3ioxoda
cTBapa y3 yuelrhe fele, ajlld U OAPACIUX KOju
MaMTe OBY IOEMY KaO YCIIOMEHY Ha HETUHCTBO,
ca LIMJBEM [1a C€ Kpeupa (UIrpoJINKH)

KOHTEKCT 3a MehyreHepalujcky pasmeHy

Y pacrnpaBy O BpeHOCTHUMaA 33jeJTHUUKOT
(HeMaTepujaHOr KyJITypHOr) Hacseha, kao u
BEroBuM HOTEHHHjaHI/IMa Ja HaM IIOMOTHE Ia
NIPEUCIIUTaMO CBOj€ ULEHTUTETE JaHaC.

Kpos 3ajejHUYKK NapTULUIIATUBHU NIPOLEC
KpeupaHa je u3noxda Kao MpocTop y Kojem

je moryhe noCcTaBUTH Ba)KHa HUTamwa 0
UIEHTUTeTHMA, HAaUMHMMa Ha Koje ce OHU
MEHajy U U3HOBA KPEUPA]jY, Ka0 U KAaKO
HOCTa/rHja, cehamwe ¥ eMoLuje oenyjy y THM
npouecuma. Y UCTO Bpeme, OBa U3J0xkda
NIpeACTaB/ba IPUIIMKY 38 IOHOBHO OTKPUBAE
Y PEBAJIOPU3ALIU]Y HaBELEHOT KIbM)KEBHOT [ej1a
ca HajMyiahom reHepalLiujom MOCETHIIaLa, Kao
Y 33 UCTPa’KUBambe NIOTEHLIMjasla 33 IOKPETABE
pasrosopa o 3Hauajy joma, 3ajelH11a KojuMa
MpUNazamo, pasuuUTOCTUMA, JpyrUMa U
opyrauujuma, MUTpalujama, TOJIEPaHLU]H,
KCeHO(OOUjHU 1 MHOTUM APYTHUM pPeJleBAaHTHUM
OPYLITBEHUM NUTabUMa.

Eceju CeeTnane bojm (Svetlana Boym) u
Iybpaske Yrpemnh npyxumnu cy Teopujcky
WHCIUpaLH]jy, a TPUHLUIYN apeKTHBHOT
KypHpama, NapTULUIalKje U KOgU3ajHupama
asnare 3a pa3Boj oBe usnoxde. Mako nmpucyTHa

14

The project is based on the idea that the
exhibition is created with the participation

of children but also the adults who recall this
poem as a memory from their childhood to
create a (playful) context for intergenerational
exchange and discussion about the values of
common (intangible cultural) heritage, as well
as its potential to help us rethink our identities
today.

Through a joint participatory process, the
exhibition was created as a space where it

is possible to ask important questions about
identities, how they are changed and re-
created, and how nostalgia, memory, and
emotions work in these processes. At the same
time, this exhibition represents an opportunity
to rediscover and revalue this literary work
with the youngest generation of visitors, as
well as to explore the potential discussions
about the importance of home, communities
we belong to, diversity, others and different,
migration, tolerance, xenophobia, and many
other relevant social issues.

The essays by Svetlana Boym and Dubravka
Ugresic¢ provided theoretical inspiration,

and the principles of affective curatorship,
participation, and co-design provided tools

for creating this exhibition. Although existent
in numerous niches of contemporary culture,
nostalgia is most often discredited and
perceived as a weakness: a feeling like longing
and daydreaming, close to escapism from the
present challenges. Apart from being a narrative



y OPOjHUM HUIlIaMa caBpeMeHe KyJIType,
HOCTaJruja ce Hajueurhe gUCKpenuTyje u
IOXHUBJbaBa Kao cyadocT: ocehaj HaMKK YeKBU
U camapemy, bir3ak eckanusmy of 13a3oBa
capawmule. Hocranruja, 3anpaso, 0CUM

LITO MpeZACcTaBba MPHUUY O MPOLITOCTH Koja ce
MOXJla HUKafla HHje HU I0TOJIUJIa, CYLITUHCKHU
BUIlIE OTKPMBA O CaJjalllleM HEro 0 MpoLIJIOM
TPEHYTKY. YIIpaBo Op3rHa y KOjy CMO YPOWEHHU
TrojavyaBa Hallly oncecujy npouusomhy u

ocehaj HocTanruje, y (y3aaygHOM) MOKYLIAjy
Ila yCriocTaBUMO ocehaj KOHTUHYHUTEeTa U
KOHTPOJIE HaJl COTICTBEHUM XUBOTUMA. Kao
aJTep ero MOJIEpHOCTH, KaKo je UHTepnpeTupa
Ceemana bojm, HocTanruja ce onupe
3axTeBMMa CBe yOp3aHUje cafallbule 1
aKTUBHO dUPpa /la yCIOpH U Moryiefa ca CTpaHe.

Hacwunnu pacnagn Jyrociasuje npeAcTaBba
KpyLujanHu GaKkTop KOju jyrOHOCTaNTHjy
pasyiukyje ol 4pyrux Tako3BaHUX ,LIPBEHUX
HOCTaJITHja” NPUCYTHUX LUIMPOM UCTOUHE
EBpomne.? Y ciyuajy dusuie Jyrociasuje,
HOCTAJITHja YeCTO NMPeACcTaBba peakliujy Ha
HalMOHAJIUCTUUKE IUCKYPCE U HEONUDepalHy
U7IeoJsIoTHjy,® ajiv ¥ Ha 1ojaBy kojy Jydpaska
Yrpewuh o3HauaBa ,KOH(UCKALKjOM
memopuje”.* Unak, mexanusmu cehama ne

2 A.Boskovi¢, ,Yugonostalgia and Yugoslav Cultural Memory:
Lexicon of Yu Mythology”, y: Slavic Review Vol. 72, No.1, Cam-
bridge University Press, 2013, 54-78.

3 M. Velikonja, ,When Times Were Worse the People Were Bet-
ter”, y: M. Dorgovi¢, M. Slavkovi¢ (eds.), Nostalgia on the Move,
My3ej Jyrocnasuje, beorpaa, 2017, 7-13.

4 D. Ugresi¢, ,Confiscation of Memory”, y: New Left Review
Vol. 1, No. 218, JlonaoH, 1996, 26-39.

about a past that may never have happened,
nostalgia essentially reveals more about the
present than about the past. The speed that
overwhelms us reinforces our obsession with
the past and our sense of nostalgia in a (futile)
attempt to establish a sense of continuity and
control over our own lives. As an alter ego of
modernity, as interpreted by Svetlana Boym,
nostalgia resists the demands of the ever-
accelerating present and actively chooses to slow
down and take a side-look.

The violent disintegration of Yugoslavia is a
crucial factor that distinguishes Yugonostalgia
from other so-called “red nostalgias” present
throughout Eastern Europe.? In the case

of the former Yugoslavia, nostalgia often
represents a reaction to nationalist discourses
and neoliberal ideology,® but also to the
phenomenon that Dubravka UgreSi¢ signifies
as “confiscation of memory".* However, the
mechanisms of memory are not entirely
subject to control and certain fragments such
as material artefacts, thymes, melodies, even
smells, can trigger various reminiscences,
whether they are desired or intentionally
suppressed. This is precisely the field where

2 A.Boskovi¢, ,Yugonostalgia and Yugoslav Cultural Memory:
Lexicon of Yu Mythology”, in: Slavic Review Vol. 72, No.1,
Cambridge University Press, 2013, 54-78.

3 M. Velikonja, ,When Times Were Worse the People Were
Better”, in: M. Dorgovi¢, M. Slavkovi¢ (eds.), Nostalgia on the
Move, Museum of Yugoslavia, Belgrade, 2017, 7-13.

4 D. Ugresi¢, ,Confiscation of Memory”, in: New Left Review Vol.
1, No. 218, London, 1996, 26-39.
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MO JIEXKY Y MOTIIYHOCTH KOHTPOJIK U NIOjeIUHU
(bparMeHTH Kao LITO Cy MaTepujamHu
aptedakTH, pume, MeJOaH]je, Yak U MUPUCH,
MOTY M3a3BaTH Pa3HOBPCHE PEMUHUCLIEHLIH]eE,
OuJie OHe XKeJbeHe UK C HAMEPOM MOTUCHYTE.
YnpaBo TO je mosbe y KOjeM HOCTAJITHja MOXe
NoCTaTH cydBep3nBHa per se. ickycTBo pana

y Mysejy JyrocnaBuje UnHU HEU3DEIKHUM
CyouaBame C OBOM TEMOM Y [TOKyLIajy fa

Cé pasyMe Kako MojefWHIH U 3ajeIHHULIe
KOMEMOPHUIUIY U MAMTE CBOjy MPOIIJIOCT, Kao U
YJIOTY KOjy Y TUM TTPOIleCUMa UMa HOCTaJIrHja.”

Y ToM KOHTEKCTY, Jexesa kyhuya ce

YeCcTo MojaBsbyje kao aheKTHBHO MECTO y
cehatwy dpojHUX TeHepalrja HekalallbuX
JyrocioBeHa WM OHHX KOjU C€ U lajbe Tako
IeKJiapully, kao U buxose felle. CauyBaHa cy
MHOTra CBeI0YaHCTBA O ,HAjBOJbEHU]O] KIbHU3H
peruoHa MKkaza” — Kako Ce TO HaBOLH y YeCTO
uuTUpaHom sanucy Pajka [Terposa Hora, us
Jlexcukona YU mutonoruje’. Ta 3anakama

5 M. Dorgovi¢, ,The museum as a mediator of memory. Dealing
with nostalgia in the Museum of Yugoslav History”, y: M.
Porgovi¢, M. Slavkovi¢ (eds.), Nostalgia on the Move, My3ej
Jyrocnasuje, beorpag, 2017, 95-107.

6 ,Hajsomenuja nomaha ajeuja kwura cBux Bpemena. lloema
,Jexesa Kyhuua” jecte BpxyHau maruje bpanka honuha.
HewTo Tako MU0 1 YeHO Ha HALLEM je3WUKY HUje Ham1CcaHo.
Jexypka Jexuh, hyamueu ycambeHUK ¢ Hoa/baMa Kao jamuem
CBOje HEOBWCHOCTH, Je[IHO je MaNo WyMCKO HOXKAHCTBO.

O teroBoj noru noa knagom honuh je Hanucao 3aHoCHY
XMMHY. To je anoTeo3a 0 kyhu Kao BpXYHCKOM yToumwTy. TKO
npounTa Ty MOEMY, HE MOXKE CPECTH jexka, a Aa Ce He OCMjexHe
honuhesum ocmujexom. MoHekaa noMuLIbam Aa je Jexypka
Jexxuh apyro ume bpatka honuha.” untuparo npema: Grupa
autora, Leksikon YU mitologije , Penpe, beorpaa, Postscrip-
tum, 3arped, 2017; goctynHo Ha: http://www.leksikon-yu-mi-
tologije.net/jezeva-kucica/, [npuctynmeno 21.10.2022.]
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nostalgia can become subversive per se. The
experience of working in the Museum of
Yugoslavia inevitably makes us understand how
individuals and communities commemorate
and remember their past, as well as the role
that nostalgia plays in these processes.®

In this context, Hedgehog's Home often
appears as an affective place in the memory
of numerous generations of former Yugoslavs
or those who still declare themselves as such,
as well as their children. Many testimonies
have been preserved about “the most beloved
book of the region ever”—as it is stated in the
often cited introduction by Rajko Petrov Nogo
from the Lexicon of YU Mythology®, which
also includes numerous stories of parents who,
while reading the poem to their children today,
discover that they know this poem by heart

or statements of emigrants from the former
Yugoslavia who claim that, when leaving

5 M. Dorgovi¢, ,The museum as a mediator of memory. Dealing
with nostalgia in the Museum of Yugoslav History”, in: M.
Dorgovi¢, M. Slavkovi¢ (eds.), Nostalgia on the Move, Museum
of Yugoslavia, Belgrade, 2017, 95-107.

6 “The most beloved domestic children’s book of all time. The
poem ‘Hedgehog's Home' is the peak of Branko Copi¢'s magic.
Something so sweet and chaste has not ever been written in
our language. Hedgehog, a moody loner with thorns as a guar-
antor of his independence, is a small forest deity. Copi¢ wrote a
ravishing hymn about his home under the log. It is an apotheo-
sis about the home as the ultimate refuge. Whoever reads that
poem cannot meet a hedgehog without smiling Copi¢’s smile.
Sometimes | think that Hedgehog is another name of Branko
Copi¢.” cited according to: Group of authors, Leksikon YU
mitologije , Rende, Beograd, Postscriptum, Zagreb, 2017 [trans-
lated into English]; available at: http://www.leksikon-yu-mi-
tologije.net/jezeva-kucica/, [accessed 21 Oct.2022]



YyKJbyuyjy ¥ OpojHe prue poguTesba Koju,
LOK je laHacC 4uTajy CBOjOj LEeLU, OTKPUBAjY
Ila 3Hajy HallaMeT OBY I0eMY, UJIY MaK Uckase
eMUrpaHara ca npocropa duslle Jyrocnasuje
KOju TBpJe ia Cy, HanyuTajyhu semimy, ca
cobom moHenu Jexesy kyhuyy Kao Leo CBOT
MEHTaJIHOT/eMOTHBHOT NpT/bara.

YnpaBo 300r BeHe 4 paroLeHoCTH y
KOJIeKTUBHOM cehaty, 0Ba Ipuya ofadbpaHa
jé xao 4YBOpHMILHA Tauka 0KO Koje ce pacnauhy
HUTH Pa3IMYMTHUX acouujalikja U 3Hauewa
0es3 yHanpes 3alpTaHUX MecTa KyZa CBe
OHEe MOTY OJIBeCTH. Jewesa kyhuyd KOPUCTH
ce Kao CBOjeBpPCHU OkUfau cehamwa, ca
UJEejoM a MpOBOLMPa PEMUHUCLIEHLIUje U
pedriekcujy o 3HaUajy Aoma, oJHOCa Mpema
BJIMCKOj MpOLIIOCTH, APYTUMA, cehamy...
OpHoC npema IoMYy Y IOMOBUHH, T€ OHUMA
KOjU UMajy WK IaK HEMajy AOM, OTBOpUJIE
Cy ce Kao He3aobuia3He TeMe He camo 3dor
TOTa LLITO MX CaMa Mpuya Temartusyje, seh
uMajyhu y BUny akTyesiHe ApyLITBEHE
OKOJIHOCTH, KOje Cy Haj3az Ofpefuie

Y TpOMeHUJIe OAHOC npema Kyhuyu u
honuhy y HOBOHAcTanuM gpxaBamay
MOCTjyrOCJIOBEHCKOM KOHTEKCTY. Ecej
Iybpaske Yrpewuh ycrnocrassba napaseny
usmehy kyhe u fomosuHe, nponydsmyjyhu
je mabe TOHOBHUM IOCTaBbaheM MUTaba
1ITa ce Jecuso ca cehawrma HaKkoH pacnaja
Jyrociasuje M Kako UX Jbyau yrpahyjy

y nu4He duorpadcke ciaranuie Koje
M3HOBA CKJIaMNajy Y HOBUM BpeMEHUMa.
CmaTtpaMo fia Cy OBa MUTama U fjasbe

the country, they took the Hedgehog's Home
with them as part of their mental/emotional
baggage.

Precisely because of its value in the collective
memory, this story has been chosen as a pivotal
point around which the threads of different
associations and meanings are unravelled
without predetermined places where they all
could lead. The Hedgehog's Home is used as a
kind of memory trigger, provoking reflection
on the importance of home, relationship to
the recent past, others, memory, etc. The
relationship to home and homeland, and

to those who have or do not have a home,
appeared as unavoidable topics not only
because the story itself thematises them

but due to the current social circumstances,
which ultimately determined and changed the
relationship to the Home and Copi¢ in newly
formed states in the post-Yugoslav context.
Dubravka UgreSi¢’s essay establishes a parallel
between home and homeland, extending it
further by questioning what has happened to
memories after the breakup of Yugoslavia and
how people incorporate them into personal
biographical puzzles that they reassemble in
the new times. We believe that these questions
are still relevant and up to date and that the
exhibition could be a good means that offers

a specifically designed space, in between a
documentary and an “imaginary/fictional” one,
where the visitor could, hopefully, feel safe

to (with himself, with someone close, or with
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peJieBaHTHA W aKTyeJHa, U 1a Ou usioxda
morja dutu fodap Mmenuj Koju nydnuuu
Hy[U crieiudHUYHO OCMUILBEH MTPOCTOP
n3mehy JOKYMEHTApHOT U ,MMarnHapHor/
(bukLMOHaTHOr" y KOjeM du ce moceTunall,
HaJlaMo Ce, MOrao OCETUTU CUTYPHO Ja

(ca coboMm, ca HEKMM DJIMCKUM MJIM NTakK ca
HEKUM MOTIYHO HETO3HaTUM) Heka 0ff BhUX
MPEUCIINTa U OTBOPH.

Kao nMMHHaIHK NIPOCTOP, KOjU UCTOBPEMEHO
MOKe OUTH JIMUHU U jaBHHU, U3J10kDa HYoU
MOTeHLUjas 3a UHIUBUAYaJIHA U KOJIEKTHBHA
(TpaHcdhopmaTuBHA) UcKycTBa. [Topen 4yna,
KOja Ce y TEOpHUjH CXBaTajy Kao ,[10pTasiy 3a
M3asuBame emoluja”’, BaXXHy yl10ry uMajy
HOBA MCKYCTBA KOja ce Hy[e Mydnuuu, buio
7a je ped 0 KOTHUTUBHUM, ECTETCKUM,
KOHTEMITJIaTUBHUM WJIU TEJIECHUM.

Manoxda Jemesa kyhuya — usmuwbare

Oomel ceetlia OCMUILLIBbEHA je yIIPaBo Kao
nepdopMaTHUBHO MECTO Koje oxpadpyje
aKTUBHY MapTULMNALN]Y, UHTePaKLUjy, U,
KOHAUHO, NOTIYHO UHAUBUIYaTHU30BaHYy
UHTepnpeTauujy, kojy he cBaku nocetunar
CTBOPUTH 3a cede. M3m0xkba je kperpaHa Kao
MECTO cycpeTa reHepaunuja Koje fene Jexesy
Kyhuyy Kao 3aje[JHUUKY BPEJHOCT, ajlk Ce Ha
Ipyrauuju HauuH odpaha cBakOM MojeiuHLY,
ocTtassbajyhu Bullle TpocTopa 3a IMUHE
UHTEepHpeTanuje Koje Mory OUTH rojesbeHe
Baw y mysejy.

7 M. Varutti, op. cit, 67.
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someone completely unknown) reconsider and
open up some questions.

As a liminal space, which can simultaneously
be personal and public, the exhibition offers
the potential for individual and collective
(transformative) experiences. In addition to
the senses, which in theory are understood as
“portals for evoking emotions”’, an important
role is played by new experiences that are
offered to the audience (be it cognitive,
aesthetic, contemplative or physical). The
exhibition Hedgehog's Home — Inventing

a Better World is intended precisely as a
performative place that encourages active
participation, interaction, and a completely
individualised interpretation created by

each visitor. The exhibition was created as a
meeting place for generations that share the
Hedgehog's Home as a common value. However,
it addresses each individual differently, leaving
more space for personal interpretations to
share in the Museum.

7 M. Varutti, op. cit, 67.



Jexcesa kyhuua — U3MUIIL/bate DOJBbET CBETA.
Kako cM0O H3MHILbaIH DO/BH CBET?

Hexag mu ce uunu ga je geuja Tutiepatiypa
camo jegan eug dexcara og cleapHoCuiu,
og cyxobda ca wom. Og HebygcKol ceetiia
uo8eK ce ciacasd epaharnem y getiurCiigo,
UMUWBATY U HOBU CBETl KOjU je HobU U
JBYGCKUjU 0g OHOTA KOju 1a OKpyHcyje.®

LIuTaT KOjU je MOCIy XHUO0 Kao MHCIIUpaLuja
3a HaCJIOB U 32 OCHOBHY CTPYKTYPY U3J0xk0e,
napagurmartuyat je y kourexkcry honunhesor
NoMMata CBeTa ¥ NpefcTaBba CaMo jefHY

y HA3y CPOLHUX M3jaBa y KOjUMa CE Ha3Upe
jacaH fyany3am CTpalIHOT ¥ MpavyHOT CBeTa
pPeasHOCTH M U3MallUTaHOT DoJber CBeTa KOju
OH Kpeupa 3a cede U cBoje unTaoue. Bogehu ce
OBOM UJIEjOM K0ja, YNHHU ce, doju honuheBcku
TIOTJIET] HA CBET, U3710)k0a je rnojie/beHa y e
LieJIMHe: IpBa je nocseheHa npuun Jemesa
Kyhuya 1 MUILJbEHA je Kao CBOjeBpCHaA
tuxuuja, a fpyra ce baBu )xnBoTom bpaHka
honuha ¥ MMa NpeBacXoLHO JOKYMEHTAapHU
kapakTtep. Mako pu3nyUKH jacHO MOTLPTaHAa,
OBa rpaHMLa Ha U3JI0KOU He DYHKLMOHUILE
nocyioBHO. Haume, cBeT dhukiuje
UCIpeInJeTaH je ca eleMeHTHMa CTBApHOCTH,
a coba nucLa nopes AOKyMeHTapHOr
marepujasa npefcTaB/ba U peKpeanujy
MecTa KpeaTHBHOCTH, OTHOCHO MECTa Ha KOM
Hactajy honuhesa nena, Taj usmawmianu 60mbu

8 MWutepsjy Boano Aywan Crankosuh, bopda, beorpaa. - Toa.
XL, bp. 126, (10.maj.1981)

Hedgehog’s Home — Inventing a Better World.
How did we invent a better world?

Sometimes it seems to me that children’s
literature is just an escape from reality, from
conflict with reality. A person avoids the
inhuman world by returning to his childhood,
inventing a new wovrld that is better and movre
human than the one that surrounds him.®

The quote that inspired the title and the basic
structure of the exhibition is paradigmatic
in the context of Copi¢’s understanding of
the world. It represents just one in a series of
related statements indicating a clear dualism
of the terrible and dark world of reality and
the fictional better world that he created

for himself and his readers. Guided by this
idea, which seemingly signifies Copi¢’s view
of the world, the exhibition is divided into
two parts: the first one is dedicated to the
story Hedgehog’s Home and is imagined as
fiction, while the second one deals with the
life of Branko Copi¢ and has a documentary
character. Although delineated physically,
this boundary is not strict in the exhibition.
Namely, the world of fiction is intertwined
with elements of reality, and the writer’s
room. In addition to documentary material,
it also represents a recreation of the place

of creativity, i.e., the place where Copi¢’s
work, the imagined better world was

8 Interviewer DuSan Stankovi¢, Borba, Belgrade. - XL, no 126,
(May 10, 1981)
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ceetli. [luTarba MOryhHOCTH yCIocTaB/batba
jacHUX rpaHULIa U3Mehy OBa 1Ba CBETA, 3aTUM
U XOBE MPOMYCHOCTH UJIH Y3aJTyIHOCTH
JacHOT ofesbHBaba IPUHLUIIA PEATTHOCTH 0]
NpPUHLUIIA UMaTUHaLKje, 0CTajy 0o Kpaja
BU[IJbUBA Y CBAKOM CETMEHTY MOCTaBKe.

Kaxo je neo nsnoxbe Koju MHTeprpeTupa
camy mpuyy MUIIJbEH Kao ,00/bH CBET" y KOjeM
BJaLajy 3aKOHHU Jledje MallTe, Koju Tpeda

na mpodynu oHaj ocehaj cUrypHOCTH KOjU

ce yrjaaBHOM Be3yje 3a JeTUHCTBO, OUIIO je
JacHO fa ce 0Baj LE0 OCTaBKE MOPa MOTIYHO
PaBHONPaBHO OCMHULIJbABATH 3ajef1HO ca
IeuoMm, ajiu des »xebe fa ce nydiuka ofBaja
Ha Jeuy 1 ofgpacre, Beh ca njejom kpeupama
13510’kbe Kao Ne/beHOr UCKYCTBa y Kome he

Ce 0 pacyu NelUMMUYHO BPaTUTH y CBET

CBOT IETUHCTBA, a fiella ocehatu ,kao Kof
kyhe”. [Tonazehu oJ1 HOBUjUX UCTPAKUBAHA
y 0dyiacTy Mysejcke efykaluje Koja npase
OTKJIOH Off TpaKce Kperupamwa 3acedHUX
nporpama, ieJioBa U3Jjioxde na v UuTaBUX
My3eja nocsehenux camo feuu’, osa usnoxoba
TEXHU a YCIIOCTABU je,I[I/IHCTBE'HI/I mpoCcTop
mehyrenepauujckor cycpera. Cinenehu
npuMepe nodpe npakce HAMETHYJIA ce uzeja

9 Kpeupatbe cagpixaja Koju je HaMerheH camo Aeun BoAK Ka
reToM3auujy gele v JOLATHO MX 0/1Baja 0 OAPAC/WX, AW 1
o aeue pasnuuntor yapacta. OHo wTo je jegHoj ocodu ,0a3a”
3ajeuyToje apyrojocodu npobnematnuro kBasu desdesHo
MECTO Yy MOPY MCKYCTBA LIEHTPUPAHOT OKO OApPACaUX. Buiue
oTome BMAMY: J. Birch, ,Museum spaces and experiences for
children —ambiguity and uncertainty in defining the space,
the child and the experience”, y: Children’s Geographies, 16 (5),
Routhledge, Nlonpox, 2018, 516—528.
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created. Whether it is possible to establish
clear boundaries between these two worlds,
their permeability or the futility of strictly
separating the principle of reality from the
principle of imagination remains visible in
every exhibition segment.

As the part of the exhibition that interprets

the story is envisaged as a “better world” in
which the laws of children’s imagination rule,
which should awaken the sense of security

that is mostly associated with childhood, it

was clear that this part of the exhibition had

to be conceived with equal participation of
children. Yet with no desire to separate the
audience into children and adults, but with

the idea of creating an exhibition as a shared
experience where adults would partially return
to the world of their childhood. Children would
feel “at home”. Based on the recent museum
education research, which turns away from the
practice of creating separate programs, parts of
exhibitions and even entire museums dedicated
only to children?’, this exhibition aims to
establish a unique space for intergenerational
encounters. Following examples of good
practice, the idea emerged that children and

9 largue that the too-muchness of the child-friendly term serves
only to ghettoise children from both adults and from other chil-
dren of different ages. One person’s ‘oasis for children’ is anoth-
er person’s problematic and partitioned ‘archipelago of “safe”
spaces in a sea of adult-centric space’ See: J. Birch, ,Museum
spaces and experiences for children —ambiguity and uncertainty
in defining the space, the child and the experience”, in: Children’s
Geographies, 16 (5), Routhledge, London, 2018, 516-528.



7a fiena v of4pacay MOTY [1a Jejle je[UHCTBEHO
UCKYCTBO y My3ejy aKko ce aklleHaT CTaBU

Ha CEH30pHO UCKYCTBO KOje Npe CBera
KOMYHULIMpa ca 4yyJuMa ¥ Ha aTMocdepy koja
13a31Ba jak eMOTHUBHHU JJOKHUBIbA]j.!?

[TpaBehu gUCTHHKLMjY U3Mehy kaTeropuja
OLpac/vX U ielie Kao My3sejcke mydinke,
nedbyHULIYhY TPU TOM Aedje MoHallawe (a
CaMHMM THUM U BUXOBO X€J/bEHO UCKYCTBO
MOCeTE MY3€jy) Kao ,,pa3urpaHo, 3HaTHKEJbHO,
)KEJbHO MOKPETa U aBaHTyPeE...” ayTOMATCKU
TBPIMMO /1a OAPACIu HUCY TAaKBH, Te 1a He
JKeJie 0BakBO UCKYCTBO y My3ejy."! ¥V noxyuajy
7la ce 0Ba 3aMKa u3derHe, a ca esboM Ja ce
omoryhu fa ofpaciu U ielja MOTy Ha UCTH
Ha4yMH J1a KOPUCTE MY3€jCKH cafpKaj, MPOCTOP
je Iu3ajHUpaH y capajiy ca IeloM Y1jH je riac
TpPeTUPaH Kao IJlaBHa CMEpHULIA 38 Kpeupamwe
UCKYCTBA HAMEHEHOT CBUM MTOCETUOLIMMA.

Haume, peanrsoBaHa je cepuja paJuoHULIA
ca [eloM y3pacTa of eT 10 LeceT rofiuHa
nToy beorpany (Mysej Jyrocnasuje),
3arpedy (ETHorpadcku mysej) u CapajeBy
(Xucropujcku mysej buX).?

10 W aeuau oapacan Mory Aa 4okuBe My3eje kpo3 atmocdepy
ambMBANEHTHOCTH HE CAMO KPO3 TEKCTOBE W TyMauete
YCMEPEHO Ha yuetbe, Beh Kpo3 uynHe v TenecHe cycpere ca
NpoCTOPOM W NpeAMETHMA.

11 ). Birch, op.cit., 519.
12 Kyctockuwe efykatopke Xemka Jenasuh (ETHorpadcku mysej

y 3arpedy) u Enma Xouuh (Xuctopujcku mysej buX) 3acnyxue
cy 3a peanusauujy pagronuuay 3arpedy u Capajesy.

adults could share a unique experience in a
museum if the focus is on a sensory experience
that primarily communicates with the senses
and on an atmosphere that evokes a strong
emotional experience.!

By making a distinction between the adult

and child audience, while defining children’s
behaviour (and therefore their desired museum
visit experience) as “playful, curious, eager for
movement and adventure...” we automatically
claim that adults are not like that and that they
do not wish this kind of museum experience."
In an attempt to avoid this trap, and with a
desire to enable adults and children to use

the museum content similarly, the space was
designed in collaboration with children whose
opinion was essential in creating an experience
intended for all visitors.

Namely, a series of workshops with children
between five and ten years of age took

place in Belgrade (Museum of Yugoslavia),
Zagreb (Ethnographic Museum) and
Sarajevo (Historical Museum of Bosnia and
Herzegovina).'?

10 Both children and adults can experience museums through
an atmosphere of ambivalence not only through texts and
interpretation aimed at learning, but through sensory and
bodily encounters with space and objects.

11 ). Birch, op.cit., 519.
12 Thanks to the curators—educators Zeljka Jelavi¢ (Ethnograph-
ic Museum in Zagreb) and Elma Hodzi¢ (Historical Museum

of Bosnia and Herzegovina), the workshops in Zagreb and
Sarajevo have been implemented.
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PaguoHuLe cy mounmwane YNTabeM Npude, jep
je nneja buna na ce cTeKHe yTHCAK O TOMeE LITa
jé Ieuu 3aHUMJBHUBO Yy TPUYH, KaKO je pasyMejy,
KaKo TyMaue JUKOBe, Kako pearyjy Ha ieJioe
npuue. luckycuja du ce 3aTUM HacTaBua

Ha TeMe KOje MPOUCTUYY U3 TPUUe MOy T
IOMa, IpUjaTesbCTBa, UCMEBaba OHUX KOjU CY
npyrauuju... [TpaBehu oTki0H 0f yoduuajeHor
HauMHa ocMaTtpama ielie y Mysejy kao
,0djexaTa Koju Tpeda HewTo na Hayve"!?,
CTBOPEH je MPOCTOP Y KOMe Cy OUJIU M03BAHU
Ia ynyTe KyCTOCKUHE KaKo fa pasyMejy npuuy
U3 TIepCreKTrHBe BUXOBOT cBeTa. [Towrtyjyhu
Iedje BpeJHOCTH, 3allakama, KoMeHTape be3
HaMmeTamwa dMUJI0 KaKBHUX TAUHUX OJITOBOPA U
ca3Hama Koje feua Tpeda ia ycBoje, 0L pacyau
Cy y OBOM NIPOLIeCY pafuianu Mefujaliujy u
KacHUje TpHjaxxy KOMEHTAapa U yBUIa KOJU CY
HacTajaJ1 TOKOM OBOT IpoLeca.

Ipyru 1eo pafuoOHHULE CMELITAO j€ AELY Y
CBOjEBPCHY yJIOTY ,apXuTekara” mocraBKke U

13 D. Anderson, B. Piscitelli, K. Weier, M. Everett & C. Tayler,
(2002). Children’s Museum Experiences: ldentifying Powerful
Mediators of Learning, y: Curator: The Museum Journal, 45(3),
Blackwell Publishing, Oxford, 2002, 213-231.
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The story was read at the beginning of the
workshops because the idea was to find out
what the children find interesting in the story,
how they understand it, how they interpret the
characters, and how they react to parts of the
story. A discussion would then follow about
the story’s themes, such as home, friendship,
and bullying those who are different... By
distancing from the usual way of observing
children in the museum as “objects that need to
learn something™?, a space was created where
they were invited to guide the curators on how
to understand the story from the perspective
of their world. Respecting the children’s
values, observations, and comments without
imposing correct answers and knowledge

that the children should adopt, the adults in
this process mediated and later selected the
comments and insights from those that came
up during this process.

13 D. Anderson, B. Piscitelli, K. Weier, M. Everett & C. Tayler,
(2002). Children's Museum Experiences: ldentifying Powerful
Mediators of Learning, in: Curator: The Museum Journal, 45(3),
Blackwell Publishing, Oxford, 2002, 213-231.



MMao je 3a LIMJb IPUKYIIJbakbe Ueja Kako dbu
OHM HaTpaBUJIU U310XDy ocBeheHy 0BOj
npuuu. ToKOM OBOT fesa pafuoHULa, eLa cy
arncosyTHO oxpadprBaHa la MallTajy U U3HoCe
CBE CBOj€ UAEje 0] pellieha 3a HajCUTHH]e
IeTasbe [0 TyMadewa rMaBHUX npodiema
MomyT MUTamkha KakKo KPperupaTtu WyMmy of
usnoxbdeHor npocropa. Merogosnoruja
panuoHHK1la dula je UCTay CBA TPU MY3eja,
M3y3€eB LUTO Cy feuay Mysejy Jyrocnasuje
vMaJia MpuirKy f1a dopase y MpasHoj
u3noxdbeHoj canu rue he usnoxda dburu
M0CTaB/beHA Y Ha JINLLY MecTa Jiajy mpezjore
3a MOCTaBKY, 1OK cy y 3arpedy u CapajeBy
rnenanu otorpaduje npocTopa U LpTaIu
CBOj€ xeJbe Ha nanupy. OBaKkas IPUCTYI
KOjU OLCTYTa Of TpaJUlLMOHAHE My3ejCcKe
enykalHrje Koja mogpasyMeBa O p)KaBame
IeYjux paJuoHUIIa HAKOH LITO Ce n30xba
MOCTaBH, 10Ka3a0 Ce U3y3eTHO 3HaUajHUM He
camo 3a fodbujame yBUA Y TO KaKo fella BULe
cBOjy JexxeBy kyhuuy y mefiujy usnoxoe, mra
Mepuunupajy kao mbruma diarcko v 3abaBHo

y MY3€jCKOM KOHTEKCTY, Beh 1y Manupamwy
KJbyYHUX MeCTa y IPUUU OKO Kojux he ce
HaKHaOHO I'paguTH MU3JI0K0eHu HapaTuB.

In the second part of the workshop, the
children were given the role of “architects” of
the installation. The aim was that they gather
ideas and create an exhibition about the story.
During this part of the workshop, the children
were encouraged to imagine and present all
their ideas, from solutions for the tiniest details
to the interpretation of major problems, such as
how to make the forest in the exhibition space.
The workshop methodology was the same in

all three museums, except that the children in
the Museum of Yugoslavia had the opportunity
to stay in the empty exhibition hall where the
exhibition would be set up and give suggestions
for the setting on the spot, while in Zagreb

and Sarajevo, they saw photos of the space and
drew their wishes on paper. This approach,
which deviates from the traditional museum
education, which involves having workshops
for children after the exhibition is installed,
has proven to be extremely important not only
to find out how children see their Hedgehog's
Home in the exhibition medium, what they
perceive as familiar and funny in the museum
context, but also to map key places in the story
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[Topen Tora mITO Cy pafiIMOHULIE HAaBeJe

Zely nay NoTHYHOCTH 0CJI000e CBOjy
UMarvHalujy y KOHCTpyHCamwy BhUXOBe
uzneasnHe u3oxbe, eo pafuoHULE KOjU

Ce THLAo IpeBohema TUX UAEja y TpaKCy
omoryhwo je 1a neMUCTUDUKY]y CaM mpoLec
npunpeme usnoxoe. [lpeysumajyhu ynory
,apxurexaTa” MocTaBke DMK Cy CyOUeHHU

ca 3afaTKOM [1a CBOje UJeje mpeTove y
KOHKPETHH]je CaBeTe KaKo fla Ce OHE U3BEAY
y IpocTopy myseja. Ha oBaj HauuH feua cy
IeJIMMHYHO yUeCcTBOBaJIa U y Jesly npolieca
y KOjeM Ce BUXO0Be Ujieje IIPEeBOJie y peasHe
3aXTeBe Ka ayTOPCKOM TUMY UHMe ce
CMamH0 CerMEeHT npoLeca Koju ,Mopa duTu
npenywreH ogpaciauma’. C gpyre cTpaHe,
MMaJly Cy IPWIKKY [ja 1ohy y cuTyauujy

Zla MUCJIe 0 OrpaHHUYenhHMa Koje peasHa
CUTyallija My3€jCKOr KOHTEKCTa HaJlaxXe,
IIpU YeMY je U3MewheHa BhUX0Ba NepLeniuja
CBUX MY3€jCKUX CaZiprKaja ¢ kojum he ce
ybynyhe cycpetatu. To Hajbosme unyctpyje
TPEHyTak OCMHUIJbaBaba MPOCTOPa y KOME
DopaBU CBUMA 3@ KOjH CYy TOTOBO CBU YUECHULIN
panyOHMIIa MHCUCTUPAJIH la MOpa OUTH MPaBo
Brato y Koje MoXe J1a ce 3rasu, aju kajna ou
OUNIM yIUTaHU KaKo he ce To U3N0KUTH Y
Mysejy npepiarany cy HU3 IparMaTUUHUX
pellewa 0f 3Ty>KBaHOT MOKBALIEHOT KapToHa
obojenor dpaoH DojoM, 10 paBe 3eMJbe Koja
bu Tpedaso fa ce cMecTH y Manu daseH....

Cpaka peasin3oBaHa pagyvoHKLla JOHOCHIIA

je mperpuIT 3aHUMJbUBUX 3aTa’kamma,
IYXOBUTUX OMACKU U HU3 PAa3IMUNTUX U]Ieja

26

around which the exhibition narrative will
subsequently be built.

In addition to the fact that the workshops
inspired the children to free their imagination
in constructing their ideal exhibition, the part
of the workshop that concerned the translation
of those ideas into practice allowed them to
demystify the very process of preparing the
exhibition. Taking on the role of “architects” of
the exhibition, they had the task of translating
their ideas into more concrete advice on
implementing them in the museum space.
Thus, the children partially participated in the
process in which their ideas were translated
into realistic requests to the team of authors,
which reduced the segment of the process that
“must be left to adults”. On the other hand,
they could think about the limitations imposed
by the real situation of the museum context,
whereby their perception of all museum
contents they will encounter in the future has
been changed. This is best illustrated by the
task of designing the space where the boar
lives when almost all workshop participants
insisted that it had to be real mud that could be
stepped on. However, when asked how it would
be presented in the Museum, they proposed a
series of pragmatic solutions — from crumpled
wet cardboard painted in brown to the real soil
that should be placed in a small pool....

Each workshop brought a handful of interesting
observations, witty remarks, and several
different ideas on what would best transform



mTa du To Hajbosbe TpaHchOpPMHUCAIo TPAa3Hy
M3710KDeHy cany y MpoCTop KOju du 0HU pazio
UCTPa’KMBaJK U moceTHsn. Meje Be3aHe 3a
odyMKoBamwe MPOCTOpa Bapupase Cy 0 OHUX
MOTIYHO HEAOCTUXHUX IOMYT TEJIECKOIIA
KOjH MpoJia3y Kpo3 KPOB My3eja Kako du

Ce MOrJIe BUZIeTH 3Be3fe, 10 BPJIO CUTHUX,
MPOMHIIJbEHUX JeTarba. AHAJIM30M pesysiraTa
panroHMLa"™ M3/1BOjeHa Cy OHa 3alakamwa Koja
cy ce Hajuelrhe noHaBsbasa y pasiinuuTUM
KaTeropujama.

Hako y npuuu camo Jex u Jlucuua umajy
kyhe, neua cy des usyserka getajbHo
OTHCHBaJa OKPY)KeHhe Y KOM )KUBOTHHE U3
npuye dopase, kpeupajyhu 3a CBaKky off bUX
IOM KOj1 OU joj OATOBapao y OJHOCY Ha TO KaKo
WX 3aMHUIIJBbA]y 1 KOje 0CODUHE UM MTPUTIUCY]Y.
YTHCLHY 0 TOME KaKBe Cy KUBOTUHE
reHepucasu Cy KycTocke ofijiyke koje he Teme
OUTH CMeLITeHE Y BUXOBUM NTPOCTOPUMA.
Taxo je Byk, xora cy fena HEIOrpeuBo
Nperno3HaBasa Kao HeraTUBHOT jyHaka

y IPUUH, 10CTA0 MECTO IZe je MpUKasaH
MaTepujall KOju FOBOPU 0 OLHOCY ITpeMa
Jexmesoj kyhuyu v honuhy TOKOM U HAaKOH
pacnaza Jyrocnasuje, 0 mpakcama LieH3ype 1
Opucama jyrocoBeHCKOT Npefi3HaKa HheroBor
nena. CBUBaA je, MaK, Ha CBaK0j paJUOHULU

O HOCHUJIA HajBehe cuMMaTHje, Te cy y mpouecy
OCMHUIIIJbaBakha ocTaBKe fela ¢ Hajsehum

14 Jleuju upTexu ca MCNWCAHUM UAejama Ha nonehuHama v
Benewke eayKkaTopku W3 CBA TPH My3eja.

an empty exhibition hall into a space they
would be happy to explore and visit. The ideas
related to the design of the space varied from
completely impossible ones like a telescope
going through the roof of the Museum to view
the stars, to very small, thoughtful details.

By analysing the results of the workshops*,
the most recurrent observations in different
categories were singled out.

Although in the story only the Hedgehog and
the Fox have homes, the children, without
exception, described in detail the environment
in which the animals from the story live,
creating for each of them a home that would
suit them based on how they imagined the
animals and what qualities they attributed to
them. The impressions related to the animals
generated the curators’ decisions on what
would be placed in their spaces. Thus, the Wolf,
whom the children unmistakably recognised as
the negative hero in the story, became the place
for exhibiting the material about the attitude
towards the Hedgehog's Home and Copi¢ during
and after the breakup of Yugoslavia, about

the practices of censorship and erasing the
Yugoslav attributes of his work. The Boar, on
the other hand, received the greatest sympathy
at every workshop. While designing the setting,
the children enthusiastically decided on the
exact place of the “mud pond” where they could

14 Children’s drawings with ideas written on the back and notes
by educators from all the three museums.
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€HTYy31ja3MOM pellaBajia yIpaBo IpoCcTop
,Kasyre” y kojem DU cé ¥ OHU MOIJIM UI'PaTH.
YnpaBo 3aTo je Taj Ae0 3ay3e0 LeHTPATHO
MECTO OBOT J€Jj1a I0CTaBKE.

Hexu efleMeHTH KOju OU CACBUM CUTYPHO
OWIM U30CTaB/bEHU U3 KOHILIENTa I0CTaBKe

Za Cy je Kpeupaju camo O paciiy, MonyT
CaHy4YeTa ca MMCMHUMa, MapKUpaHU Cy 0]
cTpaHe Hajseher dpoja melle kao riaaBHa CTBAP
Koja Tpeba ia fouexa NydanuKy NpH ynacky y
u3nox0y. Yuramwe nucma HaMeTHYJIO Ce Kao
NpBa akTUBHOCT K0ja he HHULIMpaTH ,ynasak
y npuuy” jep Cy Aela 0Baj YMH BUAEIA Ka0o
KJby4aH 3a pasyMmeBame YMTaBOr 3amJjeTa.
OBaj mprMep jacHO JoKa3yje 10 Koje Mepe je
MapTULUIIaTUBAH MPOUEC 3aUCTa JO3BOJIHUO
YTULA] feLle Ha JOHOIIEeHhe HEKUX Off KJIbYy YHUX
oZJIyKa. TakaB Tun AKTHUBHOCTH, MHULIUPAHE
U OCMHULIJbEHE Of CTPaHe 0[jpaciux, allky
KOjI/IMa geta UCTUHCKHK YTUYY Ha JOHOIUEHE
(bUHATHUX pelliewha, CMEeLITa Ce Ha LEeCTH

0]l 0CaM CTyMEBA MapTULIMIALHje Koje je
ocmuciuo 1 onucao Poyep Xapr.”

3acedHy kateropujy ne4jux saxTesa
NpesiCTaBbaje Cy UAeje Koje HUCY
MpOUCTHLaNe U3 pajibe npuye Beh

13 MalliTaka 0 TOMe Kako HallpaBUTH
MY3€jCKO MUCKYCTBO LITO UHTEPECAHTHUJUM.

15 HasepaeHo y: R. A. Hart, Children’s Participation: From tokenism
to citizenship, UNICEF International Child Development Cen-
tre, Florence, 1992, noctynxo Ha: https://www.cph.co.nz/
wp-content/uploads/RogerHartLadderOfParticipation.pdf,
[npuctynmeno 21.10.2022.]
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play. That is exactly why that spot has the
central place in this part of the exhibition.

Some elements that would certainly have been
left out of the exhibition concept if only adults
had created it, such as the letterbox, were
marked by the most children as the main thing
that should greet the audience when entering
the exhibition. Reading the letter was the

first activity to make “an intro to the story”
because the children saw this as crucial for
understanding the plot. This example proves to
what extent the participatory process allowed
children to influence some of the key decisions.
This type of activity, initiated and designed by
adults but truly influenced by children when it
comes to final solutions, represents the sixth
of the eight levels of participation designed and
described by Roger Hart."”

A separate category of children’s requests
were the ideas that did not stem from the
story’s plot but from imagining how to make
the museum experience as interesting as
possible. Not assuming the educational
character of the installation as primary, these
requests were treated as equally important

in making notes for later work on the
conceptualisation of the exhibition. Thus, the

15 R. A.Hart, Children’s Participation: From tokenism to citizenship,
UNICEF International Child Development Centre, Florence,
1992, available at: https://www.cph.co.nz/wp-content/
uploads/RogerHartLadderOfParticipation.pdf , [accessed 21
0ct.2022]






He npernocrassajyhu efykaTUBHU
KapaKTep [ocTaBKe kao MpuMapaH, OBU
3aXTEBU TPETUPAHU Cy Kao MOAjeHako
Ba’KHU Y N1PaB/beHY OJIELIKH 3a KAaCHUjU
palj Ha KOHILleNTyaausaluju u3noxoe.

Taxo je ,1ujaHa Ha KOjOj MOXE [ja Ce

JbyJba”, IOHOBJbEHA HajBehu Opoj myTa Ha
panuoHULIaMa, 40dusia BUCOKO MECTO y
3axTeBUMa Ka ayTopckom TUMy. Takobe,
€JIEMEHT KOjH Ce HEM30CTaBHO [TOHABJbAO A
Oy Joyapao BepHO LIyMy OO je 3By K (1yme,
ntuia, avinha..) na je duno jacHo na neo
ayTOpCKOr THMa Mopa DUTH U IU3ajHep 3ByKa.

Tako ce Kpo3 Mpakcy U yKbyuHBawe geLe y
pasBoj MOCTaBKe JOLIJIO L0 UAEeaTHOT HauuHa
KOjH CIlaja UCKYCTBO MOCETE O PACIUX U

LeLe, a IPETIIOCTaBba yIIPaBo TEJECHO U
YYJTHO HCTPakMBame rnpocropa.'® IlesokymHo
UCKYCTBO NpoJjlacka Kpo3 4,eo U3noxde

KOjU je mocseheH npu4u dasupa ce Ha
KMHECTeTUYKOM MPUCTYIY KOjH aKTHBUPA
LIEJIO TEJIO JEP CY NOCETHOLU Y CTaJTHOM
nokpery. KHHeCTETUYKO UCKYCTBO, HaKO
TOTOBO HMKaJa [10 Kpaja 3aCTyMsbeHo, cMaTpa
Ce U3y3eTHO BaXKHUM jep omoryhasa jakiie
yCBajamwe cajprkaja He CaMo 3a OHE KOjuMa je
OBaj Mogen y4emwa biusak, Beh 1 3a moceTuolle
ca CBe MPUCYTHUjUM nopeMmehajem maxkme,
Kao M 3a OHE KOju HeMajy mpobiiem fa ycBoje
KJlaCM4YaH MY3€jCKHU cafpKaj ca AULaKTUUKUX
TabJy, ajiu ako UM Ce OH Ijlacupa Kpos

16 ). Birch, op. cit., 516-528.
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“swinging liana”, the most repeated concept
at the workshops, was among the top requests
to the team of authors. Another recurrent
element related to the realistic presentation
of the forest was the sound (sound of forests,
birds, leaves etc.). Hence, it was clear that a
sound designer needed to be part of the team
of authors.

This way, through practice and the
involvement of children in developing the
setting, an ideal way was found, which
combines adults’ and children’s visit
experiences and presupposes exactly the
physical and sensory exploration of the space.'®
The whole experience of going through the
part of the exhibition dedicated to the story is
based on a kinesthetic approach that activates
the whole body because the visitors are in
constant motion. The kinesthetic experience,
although almost never fully represented,

is considered extremely important because

it enables easier acquisition of content not
only for those who are close to this learning
model but also for visitors with increasingly
common attention deficit disorders, as well

as for those who have no problem adopting a
typical museum content from didactic boards.
However, if it is presented to them through
activities that engage the whole body, the

16 ). Birch, op.cit., 516—528.



aKTHBHOCTH KOje aHTaXyjy ueso Teno, dbuhe
naxie, dpxe v 1yropouHuje yceojeH."”

Mopuc Mepiio ITonTH UCTHYE fa je Halle
LIeJIOKYTHO UCKYCTBO TOMMatha CBeTa
yTeMeJbeHO Y TIOKpeTHMa Halller Tesa, 1

Ila Hall KWHecTeTU4YkH ocehaj 3Dor Tora
yCJIOBJbABA HAYMH Ha KOjU MU I0)KUBJbaBaMO
HOBa UCKyCTBa. Jlajbe, TeopHja Koja ce daBu
KMHECTeTUYKOM UHTEPAKLHUjOM Yy My3ejuMa
HaJla)Xe 1a yMECTO [la CE Halll TEJIECHU
MOKPET NMpusarohasa UHTEPAKLUjU Y MY3€]jy,
UHTepakuuje bu Tpedasno duTu npunarohene
notpedu 3a TesiecHUM nokpeTom.'® Jlapamwe
NpOCTOpa AELU [1a yUeCTBY]y y IpOLeCY
OCMHUII/baBabha UHTEPaKLKja Ha OCTaBLU
omoryhuo je jefHoCTaBHY IPUMEHY OBe
METO[L0JIOTH]E, jep je AEL X OBaKaB IIPUCTYI
WHTYUTHBHO Onr3ak. Harnme, 3axTes Koju

Ce YIIOpHO NIOHAaBJ/ba0 Ha pafyOHMLIaMa je a
MOXE [a ce cKayue (,peruMO Ha JEXXYPKUHOM
kpeseTy”) jep je TO dusia OMUIbEHA AaKTUBHOCT
BehuHe yyecHuKa paguonuua. Kaga cy
OCMHUIIJbABAJIU KAaKO DU Ce TO U3BEJIO Y
caMOM My3ejy, IeLa Cy MaxoM cyrepucaa
TpaMIOIXHY Koja he dUTH ymecTo kpeBeTa na
je Takoy huHamHOM pellewy Jexxypka 10010
IBOPHULITE Ca TPAMIIOJIMHOM.

17 P. Koutsabasis, S. Vosinakis, ,Kinesthetic interactions in mu-
seums: conveying cultural heritage by making use of ancient
tools and (re-) constructing artworks"”, y: Virtual Reality,
22(2), Springer, Jlonaox, 2017, 103-118.

18 P. Koutsabasis, S. Vosinakis, op. cit., 103-118.

content will be adopted easier, faster and will
be remembered for longer."”

As Merleau Ponty states, our experience of
the world is always grounded in our bodily
movement in it. Our kinesthetic sense,
therefore, conditions how we experience the
world. Furthermore, the theory of kinesthetic
interaction in museums claims that instead
of bodily movement being dictated by the
interaction, the interactions are designed based
on the potential inherently present within
the body."® Having given the space to children
to participate in the process of designing
interactions on the setting we enabled the
simple application of this methodology because
this approach is intuitively close to children.
Namely, the request to jump was persistently
repeated at the workshops (“let’s say, on the
Hedgehog's bed”) because it was the favourite
activity of most workshop participants.

When planning how to implement this in the
museum, the children mostly suggested a
trampoline instead of a bed, so the Hedgehog
got a yard with a trampoline in the final
solution.

After the workshops with the children,
another focus group to influence the design

17 P.Koutsabasis, S. Vosinakis, ,Kinesthetic interactions in mu-
seums: conveying cultural heritage by making use of ancient
tools and (re-) constructing artworks”, in: Virtual Reality,
22(2), Springer, London, 2017, 103—-118.

18 P. Koutsabasis, S. Vosinakis, op. cit., 103—-118.
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HakoH 3aBpllIeHNX PafiMOHNULIA Ca [IeLIOM,
onabpaHa je jouwr jegHa dokyc rpymna kKoja

he yTuuaru Ha 0bnMKOBabe NOCTaBKe.
CrynenTKkume cueHorpaduje ca Gakynrera
NPUMEHEHUX YMETHOCTU y Beorpany
YKJbyUHJIE Cy C€ X KPO3 paj Ha MpeJMeTy
OcHoBu cueHorpaduje MoOHyAUIE CBOje
Bubhemwe usnoxdbene nocraske. buio je
Ba)KHO YKJbYYHUTH OBY IpyIy y IpoLec
OCMMIIJbaBakha MoCcTaBKe ¥ cTehu yBUL

y TO Ha KOjW HAYMH PENpe3eHTaTUBHA

rpymna CTyAEeHTKHba POhEHUX Y
NIOCTjyTrOCJIOBEHCKOM IIEPUOAY BULU OBY
npu4y y Menujy usnoxoe, a koja Hema
HUKAKBO MCKYCTBO )KHWBOTA y JYrocjiaBujH,
HUTU y IEPUOLY BEHOT pacnaja, v of KOjux
je camo meo uyo 3a npuuy Jexesa kyhuya u
onyc bpanka honuha. Kao rpyna mnagux
CTpyumaka Koja ce IMIKOJyje 3a Mocao
npesohemwa [paMCKUX, KIbHXKEBHUX [leJla

Y CLieHapHuja y MeIuj TPOLUMEH3UOHAIIHE
cueHorpaduje ogadpaHe cy Kao ugeasHa
(hokyc rpymna 3a oBy a3y KoHllenTyanusauuje
rnocraBke. MHTeH3UBaH pan TOKOMjE'LIHOF
cemecTpa ca npodecopkama HuHom
Buhentujesuh u Jenenom Conuh Ha
npenmeTy OcHOBH clleHorpaduje, yMHOrome
Ce NoAynapao ca METOLOJIOTUJOM LEYJUX
pPaguoHKWIA aJIh U HAYMHOM Ha I(OjI/I ce Haye
NIPUCTYyIIa HOBOj TEMHU Y OKBUDY Kperpama
WUCIIUTHHX BeXOW HA OBOM mpegmeTy. JakJe,
IIPBO Cy Ce yIo3HaBasle ca IPUYOM U ca
UCTPaXKMBAuKKUM MPOLIECOM Ha U3J0XKOU KPO3
WHTEPBjye Ca KyCTOCKUIbAaMa, HAKOH 4era cy
LaJie CBOje BUheme IOCTABKE y BUY MaKeTe
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of the setting was selected. Scenography
students from the Faculty of Applied Arts

in Belgrade got involved and offered their
view of the exhibition setting within the
Introduction to Scenography course. It was
important to include this group in the process
of designing the exhibition and find out

how a representative group of students born
in the post-Yugoslav period, who have no
experience of life in Yugoslavia or the period
of its disintegration, and among whom only a
few heard about Hedgehog’s Home and Branko
Copié’s work, see this story in the exhibition
medium. As a group of young experts trained
to translate dramatic literary works and
scenarios into three-dimensional scenography,
they were selected as the ideal focus group

for this stage of conceptualising the setting.
Intensive work during one semester with the
Introduction to Scenography course professors,
Nina Vicentijevi¢ and Jelena Sopi¢, matched
the methodology of children’s workshops and
how a new topic is normally approached within
this course’s framework of exam practice.
Therefore, they first got to know the story and
the research process at the exhibition through
interviews with the curators, after which they
gave their view of the installation as a three-
dimensional model of the exhibition. At the
final presentation of their work, some elements
immediately stood out as solutions that would
be directly included in the setting, such as the
choice of the Adria 380 camper model as the
Hedgehog's house. Namely, the very house
space where Hedgehog lives was seen as a



T Pas
X0

|G %
T TG,

ool x
LT B

-
I

i
-




TPOJMMEH3UOHAJIHOT NTPHKa3a usoxoe.

Ha npeseHTauuju pesynTaTa BUXOBOT pafa
HEeKU eJIEMEHTH Cy Ce OLMax U3/IBOjUIIN Kao
pelemna koja he ce TUPeKTHO YKIbYYUTH

y nocTaBKy, nonyT usdopa kamn kyhuue
mopena Anpua 380 3a JexxeBy kyhuny. Hanme,
KaKo je cam MpocTop kyhe y K0joj »KkUBU
Jexxypka Jexxuh duo Bubhen kao mecTo koje he
ce DaBUTH HOCTANTHjoM, cehaweM U 0OTHOCOM
nydiuKe mpema 0BOj IPUUH, a TOCPELHO

U npema JyrocnaBuju, CTYLEHTKUbE CY
npoueHuse fa o1 uzdop kamn kyhuue drio
eexTHa MaTepujanrsalnja ose meTadope.

FbrxoBY ocTanu Npeaniosy v odjalmemna
I0CTa Cy yTULIAaJIN Ha u3rie] pUHaIHOT
pewena. Upeja na ce Jexxesa u JInjuna kyha
onpeme ofladpaHUM NpeiMeTHMa MPUMEbEHE
YMETHOCTH U3 jyrOCJI0BEHCKOr eprosia Tako
na Jexx nma nokyhcTtso koje ce moryio 3arehu
y HEKOM CKpPOMHHUjeM I0MY, 10K 1 ce KoJ
JIUCHULIE OBUM NpeLMeTHMa UCTAKJIIO BEHO
BoraTcTBO, MHCIIMPUCAJA je KYCTOCKY OJLJIyKY
Ia ce MpegMeTH U3 My3ejcke KomeKLuje
YMETHY Ha U3JI05k0y KpO3 UHTEPBEHLUjy
onpemata eHTepujepa ose ABe kyhe. OBakaB
HauWH TpPeTHpamwa KoNeKLnje My3eja Koju He
y3rMma bruorpadujy npegmera Kao IpuMapHy
(Maxo He dpullle NOTIYHO NOPEKJIO NpegmeTa
jep je OHO HarjaleHo y MOTIUCHO] JIETeHH)
Beh ra TpeTupay ci1yx0u HapaTHBa KOHKpeTHe
u3soxbe nocedHo je BUABUB Y 0fadUPY
apredaxara koju he ce Hahu y JIujunoj xyhu.
Taxo cy ce HEKM 0 HajpeIPE3EHTAaTUBHUJUX
npefMeTa NpUMeheHe YMeTHOCTH 30upke
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place of nostalgia, memory, and the audience’s
attitude towards this story, and indirectly
towards Yugoslavia. The students estimated
that the choice of a mobile home would be an
effective materialization of this metaphor.

Their other suggestions and explanations
greatly influenced the final solution. The idea
emerged of equipping the Hedgehog's and Fox's
house with selected artefacts from the Yugoslav
period so that the Hedgehog has the furniture
that could be found in a modest home. In
contrast, the Fox's furniture highlights her
wealth and inspired the curators’ decision

to use items from the museum collection

and intervene in furnishing the interior of

the two houses at this exhibition. This way

of treating the museum’s collection, which
does not take the biography of the object as
primary (although the origin of the item is
not completely erased because it is included in
the museum labels) but serves the narrative
of a specific exhibition, is particularly visible
in the selection of artefacts that are found

in the Fox’s house. Thus, some of the most
representative applied art items from Josip
Broz Tito's collection of gifts are placed on

the dining table, where the context of how the
exhibit came to the collection is completely set
aside.

In parallel with the participatory process, a
research process was started that involved
collaborators of different sensibilities,
orientations, and generations. Through a series



nokJioHa Jocuna bposa TuTa Haliy Ha
TPIE3apUjCKOM CTOJIY Y KOME j€ KOHTEKCT
[oJlacka TOr IpegMeTa y KOJIEKL )y IOTIIYHO
CTaBJbEH I10 CTPaHMU.

[TapasesHo ca MapTHLHITAaTUBHUM MPOLIECOM
3aI04eT je NPoLeC UCTPaXKHUBaba KOjU

j€ YKJbyUMO capaZiHUKe pa3mudruTUX
CeH3ndUINTeTa, yCMepemwa 1 reHepanuja.
Kpos cepujy pasroBopa ca pejieBaHTHUM
CaroBOPHMLIMMA CTHIIAJIH CY Ce 3Ha4YajHU
YBUIIU KOJU Cy PE3YJITOBAJIX TEKCTOBUMA

y nydsnuKkanujy usnoxde, moctaau feo
canpxaja usnoxbe y popmMu BULEO UHTEPBjya
WJIN UUTATAd Ha JUOAKTUYKUM Tabsama.

[1pBO Cy KOHCYJITOBAHH MUCLU KOjU CY Y
CBOjMM TEKCTOBHMMa apTUKYJINCAIN Te3e

KOj€ Cy IIOCJIy KHJIE Kao MHCIIMpaLuyja 3a
(hopmynucame Heje 0 Kperupawy U3noxde

o Jexwesoj kyhuyu v bpauky honuhy. Ha
npBoM mecTy duna je To Jydpaska Yrpewmnh
ca CeMHUHaJIHUM TeKkcToM , KoHduckauuja
namhemwa” 13 1996. ronrHe, Koju je, Kako u
caMa ayTopka noTrsphyje, ,0CTa0 HEMPOUUTAH,
a CTBAPHOCT HEIPOMeweHa CKOpO TpU
nenenuje kacHuje”. Innko Kpexo Bpahay
toxyc honuha 1 (He)uuTame HErOBUX fesa
Kao Ipyry CTpaHy MONyJaapHOCTH Jexese
Kyhuye, ¥ T03UBa [la C€ BpaTUMO OBOj JIEKTUDPH
CBECHUjU MOJIUTUYHOCTH YnTawa honuha
JaHac,y CUTyalllju Kajia je BEeroBo Aeso
MpeBpeJHOBAHO Ha CJIMYaH HauMH Kao U
jyrocnosencko Hacsnehe. Henan Bennukosuh
Iaje MPOBOKATUBHY Te3y 0 Jexesoj kyhuyu

of conversations with relevant individuals,
significant insights were gained that appeared
in texts of the publication on the exhibition and
became part of the exhibition’s content in the
form of video interviews or quotes on didactic
boards.

Primarily, those writers were consulted who, in
their papers, articulated the theses that served
as the inspiration for creating an exhibition
about Hedgehog’s Home and Branko Copic¢.
Firstly, Dubravka Ugresic¢ with the seminal
text “Confiscation of Memory” of 1996, which,
as the author herself confirmed, “remained
unread, and the reality unchanged almost
three decades later”. Dinko Kreho brings back
the focus on Copi¢ and the (non)reading of

his works as the other side of the popularity

of Hedgehog's Home and invites us to return

to this reading more aware of the politics of
reading Copic¢ today, in a situation where his
work has been revalued in a similar way as the
Yugoslav heritage. Nenad Velickovi¢ offers a
provocative thesis about Hedgehog’s Home as an
example of how children’s literature serves the
ruling ideology in formatting opinions.

Although many would not agree with this
reading, it is certainly a good reason to start
a discussion because it gives a bold and sharp
interpretation of the collective affective
attachment to this story. The strong public
reactions it caused testify that it touched

the cultural intimacy of the (imagined)

fans’ community. The exhibition was an
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Kao MpUMepy KaKo fedja KbHKEBHOCT
CJTY>KM BNaiajyhoj ueosioTuju y npouecy
(hopmaTupama Mullbewa. Mako ce ca 0BUM
YUTakEM MHOTH He OU CII0XKUIIH, CBaKako
je mobap noBoJ 3a MoKpeTamwe JUCKYCHje,
jep naje mocTa CMEJIo ¥ OLITPO TyMauewe
KOJIEKTUBHE aheKTHBHE BE3aHOCTH 3a OBY
npuuy, a dypHe peakluje Koje je y jaBHOCTH
13a3Bao CBEl0Ue O TOMeE [ia je JUPHYO Y
KYJITYypPHY MHTHUMHOCT (3aMHULIJbEHUX)
3ajelHULA beHUX oDoXKaBasala. M3noxda je
OuJa MoBOJ [la Ce yKJby4e U UCTpakUBauulle
neyvje kpxeBHOCTH: TujaHa Tponus, uuje
UCTPa’kUBame Jjaje nperyies IpoMeHa y
UTYCTPAaTOPCKHUM pellemhriMa 0Be UKOHUUHE
npuue, Kao U Mapujana XaMmepluak 1
IybpaBka 3uma, Koje Cy MOHYyUJie leTa/bHe
NIperyiefie pEMHTEPIpeTaLja U U3Bohema
Jexese kyhuye y pa3iuuuTUM MeLUjUMa,
ocsphyhu ce yjenHo Ha crieudruHy
TEXHUHY CUMDOJIMUKOT CTAaTyca OBe Npuye y
CaBPEMEHOM XPBATCKOM KOHTEKCTY.

KoayTopcku pag Ha KOHIIENTyaaIu3aluju
MocTaBKe

Yxpurajyhu pesynrare paguoHuLa ca
pesysiTaTuMa UCTPa’kuBatha, I0CTaBbeH

je OCHOBHM KOHLENT u3noxde. HakoH Tora,
(hopMHpaH je UHTepAUCLUIIIMHAPHU THM
CTpyumaka U3 pasInuuTUX 00J1acTH, Koje

Cy KyCcTOoCKHIbe ofjadpase u fedrnucane

Ha OCHOBY pe3yJiTaTa NapTULUNaTUBHOT
npoueca. [Topes KycToCKHU®ba, TUM Cy YUMHUITH
cueHorpad 1 JIMKOBHU yMeTHUK CHHUILIA
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occasion to include researchers interested in
children’s literature. Tijana Tropin, whose
research provides an overview of changes in
illustrations of this iconic story, as well as
Marijana Hamers$ak and Dubravka Zima, who
offered a detailed review of reinterpretations
and performances of Hedgehog’s Home in
different media, look back at the same time to
the specific symbolic status of this story in the
contemporary Croatian context.

Co-authored conceptualisation of the
setting

By cross-referencing the workshop and
research results, the basic concept of

the exhibition was set. After that, an
interdisciplinary team of experts was

formed, who were selected and identified

by the curators based on the results of the
participatory process. In addition to the
curators, the team consisted of scenographer
and visual artist Sini$a Ili¢, sound designer
Bojan Palikuc¢a, Ana Dimitrijevi¢ and
Aleksandar Popovi¢ of the Karkatag art
collective, architect Zorica Vesi¢, graphic
designer Jana Vukovi¢ and exhibition producer
Dusan Jevti¢. Not everyone joined the work on
the exhibition at the same time, so the process
first involved an individual introduction of

all team members to the basic concept of the
exhibition, the results of previous research and
the participatory process, after which everyone
had time to completely freely, based on the
insights, design the concept of their own



Wnuh, nusajuep 3Byka bojan [Nanukyha,
Ana Jumurpujesnh u Anexcanpap [Tonosuh
13 YMETHUYKOT KoJiekTHBa Kapkarar,
apxutexkTuua 3opulla Becuh, rpaduruka
nu3ajHepka JaHa Bykosuh v mponyLeHT
usnoxbe Jywan JesTuh. Hucy ce cBu
MPUAPYKUIU pajly Ha U3TI0KOU Y UCTO
BpEeMe I1a je mpoliec IpBo MoJjpasymeBao
WHIMBUJIyaJIHO YII03HABakbe CBUX UJaHOBA

Y YJaHMlla THMA Ca OCHOBHHUM KOHLEITOM
u3noxbe, pesyntaTumMa 4oTafallbux
UCTpakMBaka U NapTULUIaTUBHOT Npolieca
HaKOH yera cy CBM UMaJii BpeMeHa Jia
MOTIIYHO CJ1000/1HO, HAa OCHOBY JOOMjEHHX
yBUIA, OCMUCJIE KOHLENT CBOT yyewrha Ha
U3JI0k0H, y CKJIa/ly Ca CBOjOM YJIOTOM y TUMY.

HaxoH nepuona y Kome Cy CBU UJIaHOBU THMa
WH/IMBHYaJHO OCMHILJbaBaJIK CBOje IPemJIore,
yKJbyuyjyhy pefjoBHY KOMyHUKaLHjy ca
KYCTOCKHMIbaMa U CrlopafuyHe cycpeTe ca
0CTaJINM UJaHOBMMA THMa, OpraHu30BaHa

je cepuja pagHuX cactaHaka. Bogehu ce
METOJ0JIOTHjOM KO M3ajHHpaka,'? 11e0 THM
OKYIIHO Ce Ha je[JHOM MeCTy Kako DU 3ajelHUUKU
pazno Ha (pUHAIHOM KOHLENTY U3oxbe, Npr
YyeMy Cy CBU WJIAHOBM MI03BaHU Jla YUECTBY]y Y
HeduHMCawy CBaKOT CErMEeHTa I0CTaBKe, Mpe
cBera ysumajyhu y od3up cBojy NosuLujy y

19 L. Ciolfi, G. Avram, L. Maye, N. Dulake, M. Marshall, D. van
Dijk, F. McDermott, ,Articulating Co-Design in Museums:
Reflections on Two Participatory Processes”, y: D. Gergle, M.
Ringel, M. Bjorn, P. Konstan, J. Konstan (eds.), Computer Sup-
ported Cooperative Work and Social Computing ‘16, Association
for Computing Machinery, bbyjopx, 2017, 13- 25.

participation in the exhibition by their role in
the team.

A series of working meetings were organised
after a period in which all team members
individually designed their proposals, which
included regular communication with the
curators and occasional meetings with other
team members. Guided by the methodology of
co-designing'®, the entire team gathered in one
place to work together on the final concept of
the exhibition, where all team members were
invited to participate in defining each segment
of the exhibition, first of all, taking into
account their position in the team and previous
experience, but constantly going beyond these
boundaries to create an atmosphere in which
equal influence of all team members on all
decisions is possible.

The teamwork, organised in an empty
exhibition room where the installation will be
set, included a series of intensive discussions,
sharing knowledge and different perspectives,
joint learning and understanding of different
needs within the process, and finally, making
a digital 3D model of the installation and notes
of each team member with all jointly adopted
decisions.

19 L. Ciolfi, G. Avram, L. Maye, N. Dulake, M. Marshall, D. van
Dijk, F. McDermott, ,Articulating Co-Design in Museums:
Reflections on Two Participatory Processes”, in: D. Gergle, M.
Ringel, M. Bjgrn, P. Konstan, ). Konstan (eds.), Computer Sup-
ported Cooperative Work and Social Computing ‘16, Association
for Computing Machinery, New York, 2017, 13- 25.
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TUMY 1 0Cafjalllhe UCKYCTBO aJli Y3 CTaJTHO
npesia’kerwe 0BUX IPaHuLla Kako DU ce Kperpasa
aTmocdepa y kojoj je moryh nofjenHak yTHLAj
CBUX YJIAaHOBA THMa Ha CBe OfLJIYKe.

THUMCKM paji, OpraHW30BaH y MPa3HOj
n3noxbeHoj canu rae he mocraBka dUTH
peann3oBaHa, yKbyuUuBao je cepujy
UHTEH3MBHUX ,E[I/ICKyCI/Ija, OeJbehe 3Haba U
Pas3IMYUTUX NepCreKTHBa, MehycobHO yuemwe
U pasyMeBamwe PasInuUTHX 0Tpeda y OKBUPY
nmpoueca ¥ KOHa4YHO U3pany JUTUTaJIHOT

311 Moziesia MOCTaBKe M DeJTelIKK CBAKOT

0[l YJIaHOBA THUMa Ca CBUM 3ajeTHUUKHU
YCBOJEHUM OJlJIyKama.

MynTHUnepcnekTUBHYU NPUCTYII CBAKOM
3a/1aTKy JOHOCHO je HOBa KpeaTHBHA pellema,
I1a je TaKO JInjaHa y My3€jy, aHTULIUIIMpaHa 0[]
CTpaHe KyCTOCKMIa Kao HajTeXH 3afaTak Koju
Cy IOoHeJie leuje paguoOHULE, 1odua CBoje
pelIemke NPBOT faHa 3ajeJHUUKOT paja, jep je
Kapxkarar KoJIeKTUB MPeSJIOKHUO ajanTalnjy
CBOj€ MHCTaJalluje, PEMIUKE UHAYCTPHU)jCKOT
KpaHa Ha KoMe je MoOuTHY KaHan.?’ Jlok je 3a
HeKe Hausrmies jiake 3afaTke duio NoTpedHo
U HEKOJIMKO JlaHa Kao Y cJIy4ajy Tpaxkewa
peLIeka KaKko ,CakoBaTH JIMJUHO TUCMO”
Tako fa dyzie YNT/BMBO U HHTEPAKTUBHO, a fia
He MTpaBU 3aCTOj Ha yJiasy y U3oKOeHy cay,

20 OpuruHanHo pag je u3naraH y okBUpy MHCTanauuje/
npeactase The Machine koju je Kapkawmai KOnekTUB
peann3oBaoy capajku ca dputanckum konexktusom Collectif
and Then'y bapbukeH uenTpy, y JlonaoHy 2016. roaute.
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A multi-perspective approach to each task
brought new creative solutions, so the liana

in the museum, the most difficult task from
the children’s workshops as anticipated by

the curators, was resolved on the first day of
joint work because the Karkatag collective
proposed adapting their installation, a replica
of an industrial crane with a mobile string.?
While some seemingly easy tasks required
several days, as in the case of searching for

a solution on how to “pack the Fox's letter”

so that it would be readable and interactive,
without creating a bottleneck at the entrance
to the exhibition hall. Finally, it was proposed
that the letter became a sound element of the
installation. This suggestion by the sound
designer further inspired the scenographer to
place the letter in a ready-made object with
mailboxes that could be found at the entrance
of an old Belgrade building. This solution
inspired the idea that each animal had a
mailbox to introduce the audience to the story’s
characters at the beginning. There were further
suggestions that it would be good to include
interaction with the mailboxes of other animals
so that by opening those mailboxes, the sounds
of those animals are heard, and by opening
Hedgehog's mailbox, the letter is heard.

20 The work was originally exhibited as part of the installation/
performance The Machine, which was realized by the Karkatag
collective in cooperation with the British collective Collectif
and Then at the Barbican Centre in London in 2016.



yCJIeIU0 je TPenJsior 1a MUCMO OyIe 3ByUHH
eJeMeHT nnocraeke. OBaj peaJior fusajHepa
3ByKa MHCIIMPUCAO je masbe cueHorpada

na ce mucMmo cmectH y ready-made odjexat

ca caHgyunhuma xoju du ce mornu Hahu y
yJasy Heke cTape deorpancke srpaze. OBo
PELIEHE je 3aTUM IIOACTAaKIIO Ulejy Aa CBaka
)KUBOTHUHA UMa CBOje CaHAYyue, Kako Ou ce
nydiuKa ynosHasa ca JMKOBMMA NpUYe Ha
CaMOM MoueTKy. Jlajbe Cy ce HH3asu Npessosn
na du duso #odpo yKIbyYUTH HHTEPAKLHUjy U
KOoJ caHnquha OPYTUX XUBOTHUHA TAKO [ia CE
OTBapaweM THUX CaHJyuuha 4yjy 3ByKOBU THX
KUBOTHIHA @ 1a CE OTBapameM JeXKypPKUHOT
CaHAy4YeTa uyje mUucMo.

Tako je oz MOYETHE 3aMUCIIN Jla CAMO
CTBOpH aTMocdepy lyMme, YKbyUHBabeM
LW3ajHepa 3ByKay ayTOPCKH TUM 3BYK
1I0CTAao0 jefaH Of [VIaBHUX UHTEPIPETATUBHUX
HHBOA [IOCTaBKE Ha Tpary HOBUX IIPUCTYyIa
KOjH IIPENO3HAajy 3Hauaj aHra)kxopama

CBUX 4yJia 4 KOjU 3ByK BUJIE Ka0o MOhHO
WHTEPNPETATUBHO CPELCTBO y MY3€jCKOM
KOHTEKCTY.?! MeJIOgUYHM 3BYK LIyMe, THLA
Y IPUPOJE JEAUHH j€ DEAJITUCTUYHU EJIEMEHT
KOjH yKa3yje Ha LIYMCKH ej3ak. Mehytum,
y CKJIaJly Ca TUM [1a TPaHULIe HUCY jaCHE U Jia

21 ,3ByKy je HeaaBHo nocseheHa nocebHa nammba Kako y My3ejckoj
NpaKCK Tako Wy eayKaumju... Pynept Kokc geduHuie 3ByK
Kao ,adeKkTUBHY NPOCTOPHY KOHCTPYKLMjy apXUTEKTYpe 1
MaTepHjanHOCTH My3€jCKUX MPOCTOpa” M CTOra HaC No3WBa
[ MPHU3HAMO YNOTY 3BYKA Y MY3€jUMa Kao MHCTPYMEHTa
y CTBapary W OTKPUBaY PA3IMUUTHX HaUWHA apeKTUBHE
ApPYWTBEHOCTH. 3BYK UTpa y0ry y colnjanusaluju nocetunaua
1 CTBapaky OAHOCA Ca M3NI0KEHUM 00jEeKTHMA U U3N0KDEHUM
npoctopom.” Buwe o Tome BuAW y: M. Varutti, op. cit., 61-75.

Thus, from the initial idea to just create the
forest atmosphere, after the sound designer
joined the team of authors, the sound became
one of the main interpretive levels of the
installation as one of the new approaches,
which recognises the importance of engaging
all the senses and which sees sound as a
powerful interpretive tool in the museum
context.” The melodious sound of the forest,
birds and nature is the only realistic element
that implies the forest landscape. However, in
line with the fact that the boundaries are not
clear and that the fiction and reality mix at
different levels of the setting, the sound design
does not create the forest as a potentially ideal
place of escape either. The issues of pollution,
noise and eco-anxiety are tackled in the
space of the boar’s den where, in addition to
waste, we also encounter the sound of traffic,
city noise and sound pollution, which is an
increasing problem for urban inhabitants...
In addition to the forest environment, several
acoustic landscapes were created at the
exhibition that paints the atmosphere of the
homes in a specific way by the designated
themes. In this context, the Wolf’s station is
defined by a dark space with a barely visible

21 “The sound has recently received special attention both in
museum practice and in education.. . Rupert Cox defines
sound as “the affective spatial construct of the architecture
and materials of museum spaces” and therefore invites us to
acknowledge the role of sound in museums as both instru-
mental in creating, and revelatory of ‘modes of affective
sociality’. Sound plays a role in socializing visitors and in
forging relationships with objects on display and the exhibi-
tion space.” See M. Varutti, op. cit., 61-75.
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NPUHUMIK DUKLK]e U PeasTHOCTH TPOAUPY
jemaHy Apyru Ha pa3jiMuMTUM HUBOUMA
M0CTaBKe, HU N13ajH 3ByKa He kKpeupa LyMmy
Kao MOTEeHLMjaIHO I ealHO MeCTo Dera.
[Tutame 3arahemwa, OyKke 1 €K0-aHKCHO3HOCTH
TpPEeTHpa ce y MpoCTOPYy CBUBHHOT dpJora

TIe ce mopeq Tparosa oTnajia Haujaasy v Ha
3ByKk caodbpahaja, rpascke dyke ¥ 3ByUHOT
3arahema koje mocrtaje cBe Behu mpodiem
CTAaHOBHMKA rpafosa... [lopes mwymckor
ambujeHTa Ha U3JI0KOU, KpeupaHo je
HEKOJIMKO aKyCTUYHHMX TIej3aa Koju doje
atmocepy kyhulla Ha cieudrYaH HAuUMH, a
y CKJIaJly ca TemMaMa Kojuma cy rnocsehene. ¥
TOM KOHTEKCTY, ByKOBa CTaHULa fle(pMHHCaHa
jé TAMHUM MIPOCTOPOM Ca jeJiBa BULJbUBOM
CBETUJBKOM KOjy TEK HA3UPEMO, U MY3UKOM
1,0 HEeMPEerno3HaT/bUBOCTH JUCTOPHU3UPaHe
xuMHe , Xej, CroBeHH” KOju cKyma Tpeda

na usasoBy ocehaj ctpaxa v Henarogze xoje
HallMOHATUCTHUYKE TTIOJTUTHKE HEMUHOBHO
MpOH3BOeE.

OTBOPEHOCT U (BJIEKCUOUITHOCT YMECTO
nodupara 3a yHanpen JeUHUCAHA pellema,
CIIPEMHOCT fia Ce OlyCTaHe Ofi fIeTasba Koju
HUCY OUJY KJBYUHU Y TPOLIECY a ay TOPCKU
THUM HI/IjE' HaJla3nuo HAYMHE 1a UX YKIbBYyUH

y IU3ajH NoCTaBKe, duJie Cy HeKe of
KapaKTepHCTHKa OBOT npoleca. PasymeBame
U MOLLTOBAKE 3aXTeBa Koje Cy HoCUIle
WHOWBUYAJIHE HHTEpHETaLII/Ije YJIaHOBA THMaA
Y pe3yJiTaTH MapTULMIIATUBHOT IIpoLieca
LOHOCHJIO j€ HOBE M3a30BE KOjU Cy 10 NPaBUIy
LOHOCHJIM U jOLI KpEaTUBHU]a PELIEHA.
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lamp and the music of the distorted anthem
“Hej Sloveni”, which together should evoke the
feeling of fear and discomfort that nationalist
politics inevitably produce.

Openness and flexibility instead of lobbying
for predefined solutions, willingness to give
up details that were not crucial in the process,
and the team of authors did not find a way

to include them in the design of the setting
were some of the characteristics of this
process. Understanding and respecting the
requirements of individual interpretations

of the team members and the results of the
participatory process brought new challenges
that, as a rule, brought even more creative
solutions. Mediation of the workshops was in
the hands of the curators of the exhibition,
who were the only ones involved in every
segment of the participatory process and

who took care to preserve all the essential
conclusions of the previous stages and the basic
structure of the exhibition. The main task of
the entire team was to harmonise the ideas of
children and scenography students, as well as
research results, with the attitudes and needs
of all team members, always respecting the
basic principles of affective curatorship. A

big challenge for the curators was to delegate
control over the process and to share power
with all members of the author’s team, as well
as the willingness to constantly re-examine the
basic narrative line. Nevertheless, this work
process resulted in a significantly improved
exhibition structure.



Jexesa kyhuua —w3noxbda, CuHuwa Uauh, konax, 2023.

Hedgehog's Home — exhibition, Sinisa lli¢, collage, 2023
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Mepujauuja paguonua duna je y pykama
KYCTOCKHba U3JI0XKDE KOoje Cy jenuHe duse
YKJbyUEHE Y CBAKHU CETMEHT MAPTULIUIIATUBHOT
npoleca 4 BOAUIIE Cy pauyHa 1a ce

CauvyBajy CBU €CEHLIMjaJIHU 3aKJbYy YL
npeTxonHUX dasa ¥ OCHOBHA CTPYKTypa
uznoxde. Kao rmaBHU 3alaTak LejgoM TUMY
MOCTaBJBEHO je YCKIahuBawe naeja feue u
CTYILEHTKHUbA CLeHorpaduje, kao 1 pesysiTara
UCTpa)kMBama ca CTaBOBUMa U NoTpedama
CBUX 4JIaHOBA U YJlaHULla TUMa, NOWTYyjyhu
CBE BpeMe OCHOBHE MpUHLKIEe aheKTHBHOT
Kypupama. BeJTUKHU U3a30B 38 KYCTOCKUIBLE
B0 je nenernparme KOHTPOJE HaJ TPOLECOM
U leJbehe MONU ca CBUM 4YJIaHOBUMA
dyTOPCKOT THUMa Kao ¥ CIIPEMHOCT La ce
KOHCTAaHTHO M3HOBA MPEUCTIMUTYj€ OCHOBHA
HapaTUBHA JIMHK]a. Mnak, oBakas npouec
paja pe3yJiToBao je 3HaTHO yHanpeheHoM
CTPYKTYPOM U3JI0KDeHe MoCcTaBKe.

[llyma y k0jy je CMELITEHA [IpHUYa HUje
KperpeaHa Tako Ja ofipa)kasa npasy LIYMY,
Beh mowTyjyhu ocHOBHe KapaKkTepUCTHKE
My3€jCKOr MpocTopa, pauyHajyhu Ha beroBy
MaTepujasHoCT (MEPMEPHHU MOJ, BEJINKHU
MPO30PH, MHOTO MPUPOLHOT CBETIA) U
OTBOPEHOCT NTpemMa rpajiCkoM Iej3axy

C jenHe CTpaHe U NOrJefly Ha My3ejCcKu

napk ca fipyre. Busype xa napky v rpany
WUHTEerpajHU Cy 1eo 0oCTaBKe, a My3ejcka
lIyMa kperpana je kopuithewem ready made
odjexaTa ¥ KOHCTpyHUCcaweM muadoHCKe
WHCTaJaluje ofl APBeHUX JIeTBULA japkuX Doja
KOja cyrepullie CMeHy flaHa ¥ HohH, U Kkoja
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The forest where the story is set was not
created to imitate a real forest. It respects the
basic characteristics of the museum space, its
materiality (marble floor, large windows, lots
of natural light) and openness to the cityscape
on the one hand and the view of the museum
park on the other. The views towards the

park and the city are an integral part of the
exhibition, and the museum forest was created
by using ready-made objects and constructing
a ceiling installation made of brightly coloured
wooden slats to suggest the change of day

and night, which by casting shadows give the
impression of a special museum forest. The
idea was to offer a different visual experience
(by choosing various materials, repurposing
objects, and recycling) and consciously avoid
the Disney-like content for children that many
commercial contents offer nowadays. All team
members agreed that the forest must not be
idealised because the exhibition was designed
during a burning climate crisis when forests
were endangered. The whole team recognised
the museum'’s responsibility to talk about this
topic. However, the environmental issue in
the exhibition is not raised explicitly, but only
through a few hints and suggestive sound and
architectural details.?

22 However, in the realization itself, it was attempted to reuse
the remains of scenography from previous settings and to
use ready-made objects. When it was necessary to buy some-
thing, new natural materials were chosen or those which
leave less carbon footprint.



Banajyhu cenke npy»xa yTucak cBojeBpcHe
my3sejcke wyme. Mpeja je dbuna fa ce noHyu
jenaH opyradrju BU3YEJIHU [OKUBJIbA]
(13D0OpoM XeTeporeHWXx Matepujana,
NpeHaMeHOM objekaTa, peliuKjaxom) U
cBeCcHO n3derHe 1u3HUUKOBaHA Bep3uja
canp)aja 3a geuy KakBy aHac Hyne OpojHU
KOMEepLUjaJIHU caApxkaju. [la myma He CMe
BUTH Uzeann30BaHa CI0XKUIU CY Ce CBU
YJIaHOBU TUMa, jep je 13noxda ocMHUlIbaBaHa
y TPEHYTKyY ropyhe kinmarcke Kpuse kafa
Cy LIYME YIPOXKEeHe U 11e0 TUM je Mperno3Hao
OJTOBOPHOCT MYy3€ja ja TOBOPU 0 0BOj TEMHU.
Mnak, exoJIolKo NHUTakbe Ha U3JI0KOHU He
noxpehe ce excrauLKUTHO, Beh camo Kpo3
HEKOJIMKO Ha3HaKa U CyreCTUBHUX 3BYYHUX U
apXUTEKTOHCKUX JeTaba.>

Y apTudrLUjeHr/M3MallTaHy YMCKH
Tnej3ak CMeLITeHe Cy CTaHHWlle—MMaruHapHe
Kyhuile )KMBOTHA, KOHITUITUPAaHe Tako Ja
CBaKa Of BbUX MYOJIHULW HYIU PA3IUIUT
cappkaj (KOHTeMITJIaTUBHHM, e[[yKaTHBHH,
mpodIeMcKH, TeJeCHH, UIPOJIUKH) U okpehe
HEKY Off TeMa Kojuma ce usnoxda dasu. Tako
je cama kyhuua Jexxypke Jexxuha samuibeHa
C HamepoM Jia GyHILMOHUILE Kao TPOCTOP
Hocrtanruje. Ca ceeurhy fa je HOCTaNTrujy
TEIIKO MPU3BATH U M3a3BaTH, KPEHpaH je
npocTtop daul ca Tom HamepoMm. C jenHe

22 MehyTuMm, y camoj peanusaluju BOAUIO Ce payyHa Aa ce
MOHOBO MUCKOPUCTE OCTaLM MODUAKjapa ca CTaprUX NOCTaBKH,
ready made objexTu, a kasa je buno HeonxoaHo Aa ce
HELWTO HOBO KYMHW, DUPaHU Cy NPUPOAHM MATEpPHjaiu UIH je
npouewrBaHo Koju n3bop b MMao mMatbk kapboHCKK OTHCAK.

Stations—imaginary animal homes, designed in
such a way that each of them offers different
content to the audience (contemplative,
educational, problematic, physical, playful)—
are placed in the artificial/imaginary forest
landscape, and each of them initiates a theme
that the exhibition deals with. Thus, the
Hedgehog's home was envisioned to function as
a place of nostalgia. With the awareness that
nostalgia is difficult to evoke and provoke, the
space was created with that intention. On the
one hand, the shell-like space offers a sense

of security. It provides shelter and space for
relaxation, daydreaming, fantasising, playing,
and free associations stimulated by staying

in such a space. In the Hedgehog's imaginary
yard, visitors encounter various memories
about their favourite childhood book, presented
through a series of video interviews recorded
during the preparation of the exhibition.

A rich base of memories, associations and
reminiscences of home and childhood was
created through conversing with numerous
individuals directly or indirectly involved with
Hedgehog’s Home and/or Branko Copi¢ and
who were asked some very personal questions
in this context. These interviews helped the
curators to develop some of the conceptual
aspects of the exhibition. The voice/quote of
Dubravka UgreSi¢ goes even a step further,
offering a possible interpretation that connects
the memory of the Hedgehog’s Home with the
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CTpaHe, caM MPOCTOP NONYT IIKOJbKE HYAU
u ocehaj curypHocTH, npy’xa CKJIOHUILITE

W IIPOCTOP 3@ U3JIE’KaBakhe, Cabapeme,
MallTapawe, Urpy, CI0doHe acouujaLuje
MOTakHyTe DOpaBKOM y OBaKBOM MPOCTOPY.

Y jexxeBOM UMarvHapHOM IBOPUILTY
noceTuouu ce cycpehy ca cehawuma
Pa3IMUUTUX aKTepa Ha BhUXOBY BOJbEHY
KUY U3 NeTUIBCTBA, MPEACTaB/bEHNX KPO3
Cepujy BUE0-UHTEPBjya CHUMJbEHUX TOKOM
npunpeme usnoxde. borara basa cehama,
acouujaliyja ¥ pPEMUHUCLEHLIK)A O JOMY

Y IeTUHCTBY HAcTasa je Kpo3 pasroBop C
OpOjHMM CaroBOpPHULIMMaA KOjH Cy Ce TOCPeAHO
WJW JUPEKTHO DaBUIHU Jemesom kyhuyom n/
unu bpankom honrhem 1 koju cy y oBom
KOHTEKCTY DUJIM CyO4YeHU fa O TOBOPE U Ha
HEKa BPJIO JIMYHA NHUTawa. OB UHTEPBjyH
MOCJTY>KUJIU CY KYCTOCKUbaMa y pa3Brjamy
HEKUX Off KOHLIeNTYya IHUX acneKkara
uznoxbde. I'mac/uutar lydbpaske Yrpewmnh
UJe 4ak Kopak fasbe Hynehu jenHy moryhy
UHTepnpeTauujy Koja nosesyje cehamwe Ha
Jewesy xyhuyy ca LINPUM KOHTeKCTOM cehama
Ha OMBINY 3aje THUYKY JIpKaBy.?

Ha npyrom xpajy usnoxxdeHe caje Hajlasu ce
JInjuna xyha, npencrasbeHa Tparom cyrectTuja
ca Ie4juX paJJMOHMLA KAa0 MECTO DOraTCTBa,

23 ,AxouuTanay npesouun cedu gpskasy kao kyhy, dut he
MYy NaKLe 3aMHUCITUTH 1a CY MHOTMM CTaHOBHULMMA
BuBle Jyrocnasuje 3ajeAHO C PATOM U HECTAHKOM 3EMIbE
KOH(HCLUPaHE MHOTE CTBAPH: HE CAMO HUXOBA AOMOBHHA U
tbMXOBA MMOBHHA, HETO W tbUX0BO Namhetse.”
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wider context of the memory of the former
common country.?

At the other end of the exhibition hall is the
Fox's house, presented, as suggested at the
children’s workshops, as a place of wealth and
prestige but also indifference, restraint and
with focus on material things. The content
related to the theatrical life of the story is
presented in the Bear’s space, the main part
of which is an open stage for performing the
play. All the children’s works created during
the workshops and the materials collected
during the research concerning the adaptations
and performances of HH in the theatre are
exhibited here. In cooperation with deaf
curator Mihajlo Gordi¢ and the sign language
interpreter Vera Jovanovi¢?*, Hedgehog's Home
was translated into Serbian sign language for
the first time in the form of a video recording,
which, since it resembles a recording of a
theatrical performance, is exhibited in this
segment of the exhibition.

23 Ifthereader envisages the state as a house, it will be easier for
him to imagine that for many inhabitants of former Yugosla-
via, along with the war and the disappearance of their country,
many other things have been confiscated as well: not only
their homeland and their possessions but also their memory.

24 Asaresult of the “Sign Museum” project, the Museum of
Yugoslavia has had representatives of the Deaf Association in
its team since 2017, who are responsible for the inclusion of
this marginalized group in various aspects of the Museum'’s
work and programs.



MPEecTHIka, ajlk U XJ1agHohe, y3pKaHOCTH

Y GOKYyCUPAHOCTH TIpe CBera Ha acrekT
marepujanHor. Cafp:kaj Be3aH 3a MO30pUILIHU
)KUBOT IPUYE NIPEACTABIbEH je y MeAMHOM
NIPOCTOPY, YMjH j€ TJIaBHHU [IEO OTBOPEHA CLIEHA
Ha K0joj ce mpencraBa Moxke u3BoguTu. OBe
CYy WU3JI0KEHH CBH [Ie4jU PaOBU HACTAaIH TOKOM
pafHoOHMLA U MaTEPHjaJIU NPUKYIJBEHHU Y
UCTPa’kMBaky Koje ce THLaJIo afanTanuja

u u3Bohemwa Jexcese kyhuye y mo3opuiity. ¥
capajiiby ca IMyBUM KycToCcOM Muxajnom
ToppuheM ¥ TyMayuLIOM 33 3HAKOBHH je3UK
Bepom JoBaHoBuh,?* Jexesa kyhuya MpBU MyT je
npeBefieHa Ha CPIICKY 3HaKOBHH je3uK y hopmMu
BUJl€0-3anuca koju je, bynyhu na Hanukyje
CHUMKY [TO30pUILIHE TPE/ICTaBE, U3JIOKEH Y
OBOM CETMEHTY ITOCTABKE.

Kamyra y kojoj bopaBy AuBIba CBHUbA TPOCTOP
je xoju Hyau MoryhHOCT 3a OKpeT U 3adaBy,
OCMMILJbEH YjEAHO la aCOLMpa Ha 1€0 IENOHU]e
ca BUJJBMBUM Tparosuma 3arahema. Byk

je yBeK okapaKTepHCcaH Kao OMacHOCT Koja
Bpeda, Te ce y U3noxbeHoj MHTepnpeTaLuju
merosa kyha nojassbyje kao MpauHU IPOCTOP
KOjW HYO U MOTYhHOCT 3a HajjelHOCTaBHUjy
UTpY CKpHBama, a U3JI0KEeHN MaTepujast
NprKasyje npumepe LeH3ype, IpeBpefHoBabha
u Oprcama o peJJHULE JyrOCIOBEHCKOT Y HOBUM
Tymauewuma Jexcege kyhuye v bpanka homnuha.

24 Kao pesyntat npojekta ,3HakoBHW My3ej”, My3ej Jyrocnasuje
oz 2017. y CBOM TUMY MMa NPeACTaBHUKE 3ajeaHuue MyBrx
KOjH Cy 3a[JyKEHU 33 UHKIY3Wjy OBE MapTUHANM30BaHe rpyne
Y Pa3NuuuTE aCNeKTe My3€ejcKor pajla v nporpama.

The mud pond, where the wild boar lives, is a
space that offers movement and entertainment,
designed at the same time to be associated with
a landfill with visible traces of pollution. The
Wolf is always presented as a lurking danger,
and in the exhibition interpretation, his house
appears as a dark space that offers the simplest
game of hiding. The exhibited material shows
examples of censorship, revaluation, and
erasure of the defining feature of “Yugoslav”

in new interpretations of Hedgehog’s Home and
Branko Copic.

The tent, the only element that does not exist
in the story but is recurrent children’s request
regardless of the characters’ homes, appears

in this forest as a temporary, fragile place and
a reminder of what a home might look like for
people who are on the move, on the run, on
their way to some new dreamed safe place. This
space is used to accommodate contemporary
editions that offer “new episodes” and challenge
the Hedgehog in modern times: Silvia Sesto’s
Hedgehog who tries to rebuild his house after
an earthquake? and the Hedgehog migrant?®
who arrives at the JeZzevo (Hedgehogtown)
asylum camp and encounters a series of
prejudices that typically await migrants on the
route to the better life they seek. Hedgehog's
Home appears here almost as a part of folklore,

25 S. Sesto, Obnova JeZeve kucice, Knjiga u centru, Zagreb, 2021.

26 1. Fabrio, E. Buzinki¢ (eds.), Kucica u JeZzevu, Centar za
Mirovne studije, Zagreb, 2015.
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Jexesa kyhuua —u3noxbda, CuHuwa Unuh, konax,
2023. UnycTpaumje naHoOpamMCcK1 CKULUpajy eNemMeHTe
y NpOCTOPY W3n0XDe; NPUKONHLY, apXUTEKTYPY
My3eja, 3eeHn okonuw, nydauky... Konax 3anounte
CerMeHTOM W3 CTape KibWre Jexesa Kyhuua Koja

je BpemeHom padsseHa v owteheHa na 3aTum
[OMUCHBAHA, HACTaB/bajyhu Tako CBOj HUBOT KPO3
reHepaluje, na cse 40 oBe W3noxbe.

Hedgehog's Home — exhibition, Sinisa lli¢, collage,
2023. The illustrations present a panoramic sketch of
the elements in the exhibition space; the trailer, the
architecture of the museum, the green environment,
the audience... The collage begins with a segment
from an old copy of the book Hedgehog's Home,
which has been worn and torn and then written on,
thus living on through the generations until this
exhibition.
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[llaTop, jeAUHU EJIEMEHT KOjU HE ITOCTOjU

y IPUYH, a YECTO Ce TT0OHABJbA0 Kao eyju
3aXTeB He3aBUCHO 0f] Kyhulia TMKOBa, y 0BOj
IyMU (QUTypupa Kao MeCTO NPUBPEMEHOCTH,
(bparuaHOCTH U jOlLI jelaH TOACETHUK Ha

TO ILITA CBE MOXKE ODUTH U KAaKO CBE MOXeE
U3ryefaTy JOM 3a JbyLe KOju Cy y MOKpeTy,
3bery, myTy Ka HEKOM HOBOM CakbaHOM
curypaom mecty. OBaj IpOCTOP NOCJIYKHO
je 3a cMellTawe CaBpEMEHUX U3hama Koja
HyZe ,HOBE enn3ofe” u Jexxa cyouaBajy ca
M3a30BMMa CaBPEMEHOI TPEHYTKA: Jexa
Cunsuje llecTo,?” KOju MOKyIIaBa 1a 0OHOBH
kyhy HaKOH 3eMJbOTpECa, U jerka MUTPaHTa%®
KOJH CTHOKE Y KaMII 3@ a3UJIaHTe JeXKEBO

U CyoyaBa Cce ca HU30M Ipejpacyna Koje
THUIHWYHO OYEKYjy MUTPaHTe Ha PYTH Ka
BospeM KUBOTY KOjeM ce HaLajy. Jexcesa
Kyhuya ce oBIie TI0jaBibyje r0TOBO Kao J1e0
donknopa, na cey bopMu LuUTaTa MO3HATE
Zedje mpude 0djaBsbyjy MO3UBY Ha Pas3InuUTe
NIPOTECTE U PEAaKLUje Ha APACTUUHO
paciojaBame ¥ ocTalle JpyLITBEHE Tpodaeme
KOje JoHOoCH HeosnubepanHu nopenak. OBaj
npoctop GYyHKIIMOHHULIE Ha Tpary uaeje
l'actona baunapa o fomy Kao 30upy cinuka
KOjY JbyAUMa HYL U OCHOBY WUJIH UJY3U]JY
cTadusHoCTH,? 11a ce Mopes U3M0KeHNX

25 S.Sesto, Obnova JeZeve kucice, Kibura y uentpy, 3arped, 2021.

26 1. Fabrio, E. Buzinki¢ (eds.), Kucica u JeZevu, UenTap 3a
MUpOBHE CTyauje, 3arped, 2015.

27 G. Baslar, Poetika prostora, lpagau, Yauak, 2005.
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so calls for various protests and reactions

to the drastic stratification and other social
problems brought about by the neoliberal order
are published in quotes from the well-known
children’s story. This space functions according
to Gaston Bachelard’s notion of a home as a
collection of images that offers people a basis
or an illusion of stability,? so in addition to

the exhibits, there is also the possibility that
through the universal game of constructing
and drawing houses, visitors are offered the
opportunity to stop and think about these ideas.

The seemingly easier task of conceptualising
the writer's room segment of the exhibition, as
the participatory process did not apply to this
part of the exhibition, however, brought many
more questions and challenges to the team

of authors. The space is framed by a three-
layered chronology that represents important
points in Copi¢’s biography?®, then a very
reduced selection of events from the history of
Yugoslavia that correspond to the writer’s life.
And most importantly, there are quotes from
Copié’s works and interviews with his voice and
direct commentary on events from his personal
life and/or the history of Yugoslavia. The

audio elements in the chronology also include
only Copi¢’s voice, whether he is reading the

27 G.Baslar, Poetika prostora, Gradac, Cacak, 2005.

28 This segment was realized in cooperation with Miroslav
Jovanovi¢, deputy head of the SANU Archives and colleagues
from the Museum, Radovan Cuki¢ and Dusica Stojanovic.



eKCIIOHaTa IojasJbyje 1 MoryhHoCT fia ce
KPO3 BEPOBATHO YHHUBEP3aHO IIPUCYTHY
urpy rpahema xyhuie u yprawa kyhuila
MOCeTHOLIMMa HYM IIPUJIMKA [la 3aCTaHy U
IIPOMHCJIE O OBUM UJZI€jaMa.

Hawusrnen naxuy sagarak
KOHIIeNTyann3alunje fea nocraBke
npencTasbaia je codba mucua, jep ce
NapTULMIATUBHU N1POLleC HUje OGHOCHO Ha
0Baj f1e0 u3Ji0kbe, IOHEeo je MHOTO BULIE
NUTaka ¥ 13a30Ba Npej ayTOPCKU TUM.
[TpocTop yOKBHPYje TPOCI0jHA XPOHOJIOTHja
KOja mpejcTaBsba BakHe Tauke U3 honnhese
buorpacuje’®, 3aTuM BpIo cBeeHH U3dop
norahaja us ucropuje Jyrocnasuje Koju
KODPEeCIOHMPajy ca KUBOTOM MUCLA, a Kao
HajBa)KHHW]a, U3[1Baja Ce JIMHU]a LUTaTa U3
honuhesux fena v UHTEPBjya KOjU HYJIE HEroB
rjlac U AMPEKTaH KOMEHTAp Ha forahaje us
JINYHOT )KUBOTA U/UJH UCTOPUje Jyrociasuje.
Aynno-eneMeHTH Y XPOHOJIOTHJH YKIBY Y]y
takohe camo honwuhes riac, duno ga unTa
IMecmy Mpiiigux tponetiepa unv I'pod y #utiy,
WJIM TOCTYje y eMucuju Ha Paguo Beorpany,
npenpuuasajyhu cehamwa c kpaja pata.

OpabpaHu npefmeTy U3 nerata bpanka
honwuha xoju ce uysay CAHY ocnukasajy
HEeroB MHTUMHU U paiHu npoctop. bynyhu
Ia HUje bro Kb 1a ce MOCTUTHE AOCTIOBHA

28 OBaj CErmeHT pean13oBaH jey capashu ca Mupocnasom
JoBaHosuhem, 3ameHnKom ynpasHuka Apxusa CAHY u konerama
13 Myseja — PagosaHom Llyknhem v lywnuom CrojaHosuh.

Poem of the Dead Proletarians or Grave in the
Wheat or is a guest on a Radio Belgrade show
recounting memories from the end of the war.

Selected objects from the legacy of Branko
Copi¢, which is kept at SANU, depict his
intimate working space. Since the goal was not
to achieve a strict reconstruction of the space
but to have the writer’s room somewhat reflect
his complex, playful, imaginative, and sensitive
personality, it was created more freely, like
another house from the “fiction” part of the
exhibition: objects, pictures, sculptures, books,
memorabilia occupy the space freely, and

only a few are linked to specific points in the
chronology.

Bearing in mind that the chronology ends in
1984 with Copi¢’s suicide, the issues of mental
health, depression and suicide emerged as
important topics that the exhibition should
raise. Also, researching Copi¢’s life and
biography, one comes across a few recurrent
beliefs. The first and dominant one is that

his end is recognised as a framework for
interpreting his entire life.?° There are frequent
parallels between Copi¢’s life and work, on the
one hand, and his attitude towards the country
he lived in, on the other, in the liberation of
which he actively participated during the
Second World War. He also contributed to its

29 One often cited biography of Copi¢, for example, is entitled
Put do mosta / A road to the bridge

49



PEKOHCTPyKIIMja npocTopa, Beh fa coba nuclia
LOHEKJIe OfpakaBa HberoBy KOMIJIEKCHY,
pasvrpaHy, MallITOBUTY U OCETIBUBY

JIMYHOCT, OHA je KperpaHa ciobopHuje,

Kao joll jefHa of kyhulla y NpeTXoJHOM
»(DUKLMOHAMH30BaHOM" IeTy u3Joxbe:
pesMeTH, CJIMKe, CKYJNTYpe, KIbUTe,
memopabunuje ctoje c1000HO y TPOCTOPY,

a TeK TMOHeKH MOBe3aHu Cy TUHHUjaMa ca
KOHKPETHUM TaukaMa Y XPOHOJIOTHjH.

Mmajyhu y BUzy fa ce XpoHOJIOrMja 3aBpliasa
y 1984. ronunu honnheBuM Cyuuniom,
NUTake MEHTAJHOT 3paBiba, lerpecuje 1
camMoyduCTBa HAMETHYJIO Ce Kao Ba’kHa TeMa
kojy usnoxda tpeda ma moxkpene. Takohe,
uctpaxyjyhu honuhes xusot u duorpadujy
HaWJasu Ce Ha HeKOJIMKO yBepemwa Koja ce
4YEeCTO NOHAaBJbajy. [IpBO U AOMUHAHTHO je fa
Ce BheroB Kpaj npernosHaje kao OKBUP Kpo3
KOjU Ce TyMau¥ HheroB YMTaB )XMUBOT.?’ BpJo cy
yecTe napasnese usmehy honunhesor xxusora u
Iesla C jeHe CTpaHe U BheroBor ojfjHoca npema
3€MJbM Y KOjO] j€ )KUBEO C LPYTe, y YHJEM jE
ocJiodohery akTHBHO yUeCTBOBA0 TOKOM
JIlpyror cBeTCKOT paTa, LONPHUHEBIIN IOTOM

U HBEHOj U3rpajitby HAaKOH PaTHUX FOJIUHA,
anu ucTymnajyhu oTBOPEHO Ca CAaTUPUUKHUM
KpUTHKaMa Ca KOjUMa je HaCTaBHUO HaKo je
30or Tora Tpreo 03busbHe nocaenue. Hexwy,
nakx, ynpaBo y TUM IIPUTHUCLIUMA KOje je
TPIIEO Hajla3e pasJior 3a BhEeroBy OJIYKY 1a

29 Jeanavuecto uutupana honuhesa duorpaduja, Ha npumep,
HOCH Hacnos [Nyl go mocia.
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construction after the war years but came

out openly with satirical criticism, which he
continued even though he suffered serious
consequences. On the other hand, some find
the reason for his decision to end his life
precisely in the pressures he endured. Standing
out unequivocally against nationalism, Branko
always clearly positioned himself on that line,
so logically or not, as another interpretation of
his suicide, there was a belief that he actually
saw, or at least sensed, much in advance, the
direction of events in Yugoslavia and he could
not accept that.

On the other hand, conversations with many
of Copi¢’s readers show that most of them
today remember how they found out about his
death and what a shock that news was for them
because then, as children, they heard about
suicide for the first time. They heard what
happened to someone who was a hero in their
eyes, a favourite writer, whom they perceived
through his works as a familiar, extremely
witty person who spread joy and optimism,
despite harsh life circumstances.

To distance from such a general interpretation
and shift the focus from the very
interpretation of suicide to the topic of mental
health in a responsible and sensitised way,
psychiatrist and psychotherapist Ana BoZani¢
bukanovic¢ was involved in this part of the
exhibition. In addition to being involved in
the process of writing museum labels about
potentially sensitive places related to the



OKOHYa )KMUBOT. McTynajyhu HeiBOCMUCIIEHO
NpOTUB HALlMOHaIM3Ma, BpaHKo ce yBek jacHo
MO3ULIMOHUPAO Ha TOj IMHU]jH, T1a Ce, JOTUYHO
WJIY HE, Ko jOLI jeIHO TYMa4€emhe BEeroBor
camoyduCTBa HABOJU /la je OH 3aMpaBo 0CTa
paHuje BULeo uiu dap HaciyhuBao y Kom
npaBuUy UAy AellaBaway JyrocjaByju U ia To
HH]je MOrao ja IpUXBaTHu.

C npyre cTpaHe, KpO3 pa3roBope ca MHOTUM
honmheByuM ynTaoIIMMa MOKA3aJio ce fAa
BehuHa ¥ faHac MaMTH Ha KOjU HAYUH CY
Ca3HaJiu 3a BEeroBy CMpT, U KaKaB LIOK je TO
casHame 3a HhUX MpefCcTaBsbalo, jep Cy Taja,
Kao fela, MpBU My T 4yJId 3a CAMOYOUCTBO, IPH
YeMy Ce TO JeCHUJIO HEKOM KO je Y ’bUXOBUM
OouKMMa MpeaCcTaBbao Xxepoja, OMUIbEHOT MrcLa
KOra Cy Kpo3 bherosa fiesia JOKMBJbaBau Kao
Bruckor, 3y3eTHO 1YXOBUTOT, HEKOTa KO

LW PH PAJIOCT ¥ OIITUMHK3AM, YIIPKOC CYPOBUM
JKUBOTHHUM OKOJIHOCTHUMA.

C uuspeM fa ce 0 BOjU Off OBAKBUX
naylajJHHUX TyMmauewa U fa ce Goxyc
MIOMEPHU Ol CAMOT TyMauemwa Cyuuia Ha
TEeMY MEHTaJIHOT 31paBJba Ha OITOBOPaH

Y CEH3UOMIIMCAaH HauWH, y Paji Ha 0BOM
Ieny usnoxde yKJbyueHa je ncuxujatprua
U ncuxoTtepaneyTkumwa AHa boxxanuh
Byxanosuh. [Tope[ Tora uTo je ykpyueHa
y NIPOLIEC TUCama JIETEHAU KOj€ CE TUUY
NOTEHLMja/IHO OCET/bUBUX Y BE3U Ca OBUM
NUATabeM, IIOCTAaBLH j€ NIPUKJbYYEH U
ay[M0-3all1C pasroBopa NCUXUjaTpuLe U
KyCTOCKHa. Pa3roBop ce ocjawka Ha 05adup

issue, the installation also includes an audio
recording of the conversation between the
psychiatrist and the curator. The conversation
is related to a selection of quotes from
interviews, letters, and diary entries from

the SANU Archives that have been jointly
selected as relevant to this topic. Quotations
from some of Copi¢’s works were added to
these sources. Through the conversation,
those places in Branko's biography and in

the sources that are interesting, indicative,
problematic and potentially important from
the psychiatrists’ and psychotherapists’ points
of view were mapped.*° Such conversation
offers a nuanced commentary on key sensitive
places in Copi¢’s biography, with the idea of
talking about mental health openly, without
stigmatisation, because even today this topic
is a taboo or is interpreted sensationally in
the public discourse. The conversation is
concluded by emphasising once again how
complex mental health is, conditioned by
several different individual and social factors
and circumstances, and how irresponsible

it is to interpret suicide and search for one
specific cause. A particular act cannot have an
exclusively socially determined interpretation.

30 Clearly, this kind of insight is limited primarily by the avail-
able archival material, from among which the starting points
were selected, the huge production of newspaper articles,
memoirs, memories, numerous interpretations of Copi¢’s life
by his contemporaries, which are certainly unreliable because
they are coloured by personal experience of witnesses. Also,
the psychiatrist stated that the lack of insight into Copi¢'s
medical documentation was a major limitation.
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LMTaTta U3 U3Bopa MoNyT UHTEPBjya, ucama,
IHEBHUYKUX 3anuca us Apxusa CAHY koju
Cy 3ajeJHUYKH 0/jladpaHu Kao pesieBaHTHU

3a oBy Temy. OBUM HM3BOpUMA IOZLATH CY U
uurtaTty U3 nojenuHux honrhesux nena.
Kpo3 pa3rosop manupaHa cy oHa MecTay
BpaHkoBoj buorpaduju vy ussopuma Koja cy
3aHUMJbUBA, UHAUKATUBHA, podieMaTHYHa
U MTOTEHIIMjaJIHO Ba’kHa Dalll U3 yria
ncuxujarpa v rcuxoreparneyrta.*® OBakaB
pasroBop HyAW U3HHWjaHCUPAH KOMEHTap

Ha KJby4YHa oceT/buBa MecTta y honuhesoj
duorpaduju, ca ugejom fa ce 0 MEHTATHOM
3[lpaBJby FOBOPH OTBOPEHO, De3 ocyre 1
CTHJIa Jep je U laHac 0Ba TEMA y jaBHOM
OUCKYPCY UM Y JOMEHY MOTIYHOT Tadya uin
Ce UHTepnpeTHupa CeH3alHOHATUCTUUKH.
3akJpy4yak pasroBopa Harsjallasa joul
jeoHOM KOJIMKO je MEHTaJIHO 3/ipaBJjbe
KOMITJIEKCHO, YCJIOBJ/bEHO HU30M Pa3IUYUTHX
WHIVBUIyaJHUX U PYIIBEHUX daKkTopa

1 OKOJIHOCTH U KOJIMKO je HEOATOBOPHO
TYMa4UTH CyULIU] U DaBUTH Ce TparKemhem
jenHor KOHKPEeTHOT y3poKa. JefaH TakaB
CUHTyJIaPHU YMH HE MOXKEe UMaTU UCKJbY YUBO
IPYLITBEHO YCJI0B/BEHO TyMauewe. Pasrosop
J€ UHKOPIIOpHpaH y 1e0 [IOCTAaBKE KOjU

30 JacHo je aaje oBakaBs yBUA TMMUTUPAH Npe CBEra apXMBCKOM
rpahom koja je Buna foCTyNHa, U3 KOje Cy CeNeKTOBaHE nonasHe
Tauke, OFPOMHOM NPOAYKLMjOM HOBUHCKMX 3aNKCa, MEMOAPA,
cehatba, bpojHux unTepnpetaunja honuhesor xuBoTa 04
CTpaHe HeroBux CaBpeMeHMKa Koje Cy CBakako Hernoy3aaHe
jep cy obojeHe nuHUM 40K KB/bajeM cBedoKa. Takohe,
HepocTaTkom yBuaay honuhesy MeiMLUHCKY JOKYMEHTALH]Y,
LITO je NCMXMjaTpHLia HABE/A K0 BEJIMKO OTPaHHuetbe.
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The conversation is a part of the installation
that represents the writer's room and is placed
at the spot where the chronology ends in an
environment that offers visitors a space for
reflection and consolidation.

At the end of the tour of the writer’s room,
the visitors return to the story space “to the
invented better world”. This performative act
again emphasises the basic structure of the
exhibition, i.e. the dualism of the two worlds
that, although separate, constantly intertwine.
In this way, visitors leave the exhibition with
a version of a better world that Copic¢ tried to
leave to his readers.

The museum as an affective place for
intergenerational exchange and dialogue

Hedgehog’'s Home is undoubtedly still today,
seven decades after its publication, a place
of identification, shared memory and a
strong trigger for nostalgia. Hence, due to
the turbulent history of relations towards
this story and its writer, the exhibition was
created as a training ground for playing
and activating the imagination. It was also
a framework for reflection, for individual
intimate investigations of one’s past and
intergenerational encounters and exchanges.

The exhibition was conceived relying, on the
one hand, on reflective nostalgia as advocated
by Svetlana Boym, which testifies to the fact



npezAcTasba cody NUclla Ha MecTo rje ce
3aBpllaBa XPOHOJIOTHja, U CMELLUTEH je y
amMOHjeHT KOju MoCeTUoLMMa Hy AW TPOCTOP 3a
NPOMHUILJbAKE U KOHCONIUAALH]Y.

[To 3aBpLIETKY 0dUMacka cobe mucua
nocetrolu ce spahajy y npocTop npuye

,y U3MHULLBbeHN DoJbU cBET". OBUM
nepcbopMaTUBHMM YMHOM Harjallasa ce
jouI je;HOM OCHOBHA CTPYKTYypa M3noxoe,
OJHOCHO Ayajiui3aM [Ba CBETa KOjHU Ce, Hako
oleJbeHH, HerpecTaHo nperiuhy. Ha oaj
Ha4yMH [T0CeTUOL M HallyLITajy U3M0XK0y Kpo3
HeKy Bep3ujy dosber cBeTa Kojy je honuh
HaCTOojao la OCTAaBU CBOJUM UMTAOLHMMa.

Mysej xao adpexTHBHO MecTo
Mehyrenepauujcke pasMeHe U gujasora

Jexesa kyhuya je HeCyMbUBO U JaHac,

ceflaM JlelieHHja HakoH objaBbuBaba, MeCTo
uneHtuduKanmje, 1e/beHo mecTo cehamwa u
jaxk okupay 3a Hoctanrujy. Umajyhu toy suny,
Kao ¥ TypOyleHTHY UCTOPH]jy OJHOCA TpemMa
0BOj IIPUYH U BHEHOM MUCLY, KpEUPaHa je
1310’k0a Kao MOJIUTOH 33 UTPY U aKTHBUPahe
MalliTe, aJIu ¥ Kao OKBHUP 3a pedIeKcHjy,

3a HOJE,E[I/IHa‘{Ha WHTUMHA UCTPa>XKUBatha
COINCTBEHE MPOLIIOCTH, MehyreHepanujcke
CyCpeTe Y Pa3MeHY.

M3noxda je mulsbeHa ocnamajyhu ce, ¢ jenxe
CTpaHe, Ha peIeKTHBHY HOCTaJITHjy KaKBYy
3aroBapa CseTyiana bojM, a Koja CBeIouM 0

that “longing and critical thinking are not
opposed to one another, as affective memories
do not absolve one from compassion,
judgment, or critical, reflection.“®" On the
other hand, through a long-lasting joint
process of work, through intuitive research
and design of the possibilities and potential

of affective curatorship in cooperation with a
large number of associates who invested their
knowledge, experience and expertise in the
process, but also their personal relationship
and intimate meanings they inscribe in this
picture book. As the number of participants
in the work process was expanding, so did the
range of expressive means in the construction
of the exhibition, including different segments
that engaged almost all the senses and created
an atmosphere through sensory landscapes at
the exhibition aiming to involve visitors in a
method of their choice that is close to them.
Through a curatorial approach that combines
multiple sensory experiences and awakens
feelings by playing with the atmosphere,
which is part of the interpretation, the
exhibition was created that strives to provide
visitors with an experience that is educational
and entertaining but also transformative

and perhaps even healing,? believing that
museums have the potential to become active

31 S.Bojm, Buducnost nostalgije, Geopoetika, Beograd, 2005.

32 D.Howes, ,Introduction to Sensory Museology.”, in: The
Senses and Society, Vol. 9. No 3, Routledge, London, 2014,
259-267.
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TOME [1a ,UeXKHha U KPUTHUUKO MULLJBEHE HUCY
MehycobHO CynpoTCcTaB/beHH, jep Hac HeXKHa
cehama He ocnobahajy caocehamwa, mohu cyhemwa
WJIM KPUTHYKOT padmarpama.”! C gpyre cTpaHe,
KpO3 AyroTpajaH 3ajeJHUUKH [IPOLEeC paja, Kpo3
UHTYWTUBHO UCTPa’KHUBabe 1 OCMUILIbABAKE
moryhHocTH 1 noteHuujana ahekTHBHOT
Kyprpama y capajii ca BeINKUM dpojem
capafHUKa M capajHULla KOju Cy y poLec
YKJbYUHJIM CBOja 3HaHa, UCKYCTBA U €KCIIEPTU3e,
aJiv ¥ CBOj JIMYHU OJJHOC U UHTHMHA 3Hauewa
KOja yIIUCyjy y OBy CIMKOBHHULY. Kako je
MPOLIMPHBaH OpOj yUeCHHKa y poLecy

pazia, Tako je pacTao U CrekTap nu3pakajHux
cperncraBay rpahemwy NocTaBke, yKJbyUHBabeM
Pa3MIMUUTHX CETMEHATa KOjH aHTaXxyjy CKOpo
CBa UyJia U KpO3 CEH30PHE Iej3arke Ha U3J10K0U
OIpocTopaBajy atmocdepy Koja hMa 3a LikJb

Ia IOCeTHOLe YKJbY UM Ha HAYUH KOjU OHU
onabepy ¥ Koju UM je biuzak. Kpos KyCcToCKH
NIPUCTYII KOjU Claja BULLE YyJIHUX LOXKHUBJbaja U
dybeme ocehawa nourpaBamem ca aTMocHepom
KOja je Ieo UHTEpNpeTaLtje KpenpaHa je
NIOCTaBKa KOja HaCTOju Aia MOCETUOLMMA TPy KU
HCKYCTBO KOj€ je ef[yKaTUBHO U 3aDaBHO,

asnu 1 TpaHCchOpPMaTUBHO Na MOXKJa Yak U
ucuessyjyhe,* Bepyjyhu na myseju umajy
MOTEeHLM]jall fa TOCTaHy aKTUBHU YUECHULIU Y
YCIIOCTaBJbakby Be3a U 1Mjasiora 3aCHOBaHUX Ha
3ajeJHHYKOM Hacehy U 3Ha4yajy KOju OHO UMay
LaHallbeM CBETY.

31 S. Bojm, Buducnost nostalgije, Teonoetuka, beorpaa, 2005.

32 D.Howes, ,Introduction to Sensory Museology.”, y: The Senses
and Society, Vol. 9. No 3, Routledge, Jlonaon, 2014, 259-267.
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participants in establishing connections and
dialogues based on common heritage and the
importance it has in today’s world.
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Jybpaska Yrpewuh
Dubravka Ugresi¢

KoHduckauyuja namhema*
The Confiscation of Memory*

Translated by Celia Hawkesworth

ditioOvt ciiano ece HOHAMWHO
Hago nauattiv #uttiv 00pawino

Anexcannp MBaHoBuY BBenéHCKUI**

Yiwobvl ciiano ece GOHATUHO
Hago Hauattiv #utiv 00patiio

A. Vvdenskij**

Dubravka Ugresi¢, Kultura lazi, biblioteka Bastard/Arkzin, 3arped, 1996
This text is originally published as: De cultuur van leugens, Amsterdam, Nijgh&van Ditmar, 1995

CTMXOBHW pyCKOT aBaHrapHor njecHuka AnekcaHapa Beesexckora cagpke WwaabuBy NOPyKy Aa Tpeda noyeT )UBjeTH yHas3as kako ou
HaM CBE MOCTanNo jacHo.

These lines by the Russian avant-garde poet Aleksandar Vvedenskij contain the humorous message that one should start living back-
wards in order for everything to become comprehensible.



[ | 1. Tlo3HaBaJia caM X jep cam 3a
CTYOEHTCKUX JaHa anjaTefbeBana C BUXOBUM
CHUHOM. ,XO0faJIxi CMO”, TaKO C€ TO OHZa 3BaJIO.
CraHKo ¥ Bepa ctaHOBasU Cy y MaJsleHy
IBOCODHOM CTaHy y LeHTpy 3arpeda. CTaHKO
je bruo ymupoBsseHH opuLUp JyrocaaBeHcke
HapoziHe apmuje, Bepa nomahuua. Y 3arped
cy pownu u3 bocHe. CTaH je HAJIMKOBAO Ha
MaJlu My3€j JyrociaBeHCcKe CBaKOIHEBHLIE.

[To 3u0BMMaA Cy BUC]jeJIe CITUKE C TyHALIHUM
JberoTHIIaMa Koje Cy Jbelllkapuiie Ha obanama
POMAHTHYHUX je3epa IPeHaNyYeHnX
nonouyuma u nabynosrma. Ha Tenesusopy ce
KOYHJIa BEHellMjaHCKa FOH0J1a, Ha XJIaghaKy
IO PBEHE Yansbe (HajIoNnyJaapHUju JyroCyBEHUD
KOjUM Cy roguHama, 01 Bapnapa na o
Tpurnaea” Tproeasnu yriasHom Llurann).
TuTOBA CNMKa BUCjeNa je Ha 3UY Y3 0DUTEeIbCKe
tdororpaduje. CjajHy MOJTUTYPY TEILKOT
HaMjellITaja ofi opaxoBuHe (craBahe cobe npse
MOCJIMjepaTHE jyrociiaBeHCKe MPor3Bogwe!)
YyBaJM Cy 0f omiTehewa pyyHO UCXEKIIaHU
,<Tabnetuhu” on ykpacHor kosua. KyTuje
yKpallleHe MKOo/bKaMa U JpYyTd MOPCKHU
CYBEHWDHU C HATIIMCKUMaA ,YCIIOMEHA U3
Makapcke”, ,Ycriomena ¢ Lipeca” bumnu cy Heka
BpCTa JHEBHUKA C JbETOBaHA.

B 1. 1knew them because I was
friendly with their son when I was a student.
We were ‘going out’ together, as we said

then. Stanko and Vera lived in a small two-
roomed flat in the centre of Zagreb. Stanko
was a retired officer of the Yugoslav People’s
Army, Vera a housewife. They had come to
Zagreb from Bosnia. Their flat was like a
little museum of Yugoslav everyday life. On
the walls hung pictures of plump beauties
lazing on the shores of romantic lakes densely
populated by moorhens and swans. On top

of the television was a Venetian gondola, on
the fridge wooden herons (the most popular
Yugo-souvenir sold at that time on the whole
by Gypsies, ‘from Triglav to Djevdjelija. A
picture of Tito hung on the wall beside family
photographs. The gleaming polish of the heavy
walnut furniture (the first post-war Yugoslav-
made bedroom fittings) was protected by little
hand-embroidered ‘throws’. Boxes decorated
with shells and other seaside mementoes with
inscriptions (‘A souvenir from Makarska’, ‘A
souvenir from Cres’ made a kind of diary of
their summer holidays. Those were years when
everyone ‘went to the sea’ — the Adriatic, of
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Buie cy To, HauMe, rOJUHE KaJja Ce CBaKO JbETO
UIIJI0 Ha Mope. Ha pagHHUUKa CHHAMKAIHA
JbETOBaMa, faKaKo.

Ha nonuuama cy y MUDPOJbYOUBY CY>KUBOTY
CTaHOBAaJIe PA3JINUUTE KIBUTE: T KOje je
YHUTao MOj nipujates (Schopenhauer, Kant,
Hegel, Nietzsche, Kierkegaard...), CtaHKOBe
(kwure o Tuty, MoHorpaduje o Jyrocnasuju
1 HaponHoocnobonunaukoj Dopdu...) u oHe
BepuHe kwure (jedTrHu, OpolmiupaHnu hertz-
pOMaHH).

CraH HUje dM0 caMo UCTTYHEH CTBApUMa
HEro Y JbyJrMa, dalll kao KakBa K0JIo[jBOpcKa
yekaoHuua. Kpo3 ctaH cy mpoJsiasusia dyduHa
cycjezncka mjela; goliaa du ce HarmruTH BOfe

Y y3eTH KPULIKY KpyXa HaMa3aHor BepuHum
nomahum nexmesom. CBaKOLHEBHO Cy
HaBpahane BepuHe npujaressulle, Ha KaBULly
U Tpay-naptujy. Jonasue cy U Hallle KoJiere,
CTYIeHTH, Heku 01 ycryT ca CTaHKOM
ONUTPaJIM MapTHjy laxa ¥ MOMUIN YallUly
momahe docaHcKe HIJbUBE.

Bepa je y cnaBahoj codu mog macuBHUM
OpauHUM KpPEeBeTOM OJi OpaXOBHHE AprKaJia
3UMHHULY. TaM0 Cy ypeIHO CII0XKEeHE
CTajajie CTaKJIEHKe C MeKMe30M, KHCeJNM
KpacTaBLKMa, TallpUKOM, ajBapom U Bpehe
C KYMIMPOM U JTYKOM. JemlHOM Me Bepa
nospa’say cnaBahy cody, U3ByKJja UCIIOJ
KpeBeTa MJIACTUYHY KYyTH]Y Ca 3€MJbOM U
MOHOCHO MY TI0Ka3aJia CBje)ke U3HUKIIe
cajHuLe pajunlle. Bepa je cBaku naH

58

course—every summer. On holidays organised
by the trades’ unions, of course.

On the shelves in peaceful coexistence resided
various kinds of books: the ones my friend
read (Schopenhauer, Kant, Hegel, Nietzsche,
Kierkegaard...), Stanko’s (books about Tito,
monographs on Yugoslavia and the National
Liberation War...) and Vera's (cheap paperback
‘romances’).

The flat was full not only of things but also

of people, just like a station waiting-room.
Through the flat came the neighbours’ noisy
children; they would come for a drink of water
or a piece of bread spread with Vera’s home-
made jam. Every day Vera's friends would
come, for ‘a coffee’ and ‘a gossip’. Our friends
would come as well, some of them would stop to
play a game of chess and drink a glass of home-
made Bosnian plum brandy with Stanko.

Vera kept preserves for the winter under the
massive walnut double bed. There were tidy
rows of jars of jam, gherkins, paprika, pickle
and sacks of potatoes and onions. Once Vera
called me into the bedroom, dragged a plastic
box of soil out from under the bed and proudly
showed me her freshly sprouted tomato
seedlings. Every day Vera baked Bosnian pies
and fed her neighbours, friends, the neighbours’
children, everyone who called in. And many
people called in, drawn by the life (and the
beguiling cultural syncretism!) which bubbled
cheerfully in the little flat like water in a kettle.



nexJsa bocaHCcKe MUTE U XpaHUIa cycjele,
npujaTtesbe, CycjecKky Ajely, CBakora TKo ou
cBpaTuo. A cBpahanu cy MHOTH, IPUBYYEHHU
)KMBOTOM (M ouapaBajyhum KyaTypHUM
CUHKPETHU3MOM) KOjH je BECEJI0 KJbydao y
MaJIOM CTaHy Kao BOJla y UajHUKY. A OHZa Cy
njeua (CtaHko ¥ Bepa ©Manu cy OCUM CUHA
u khepky) 3aBplImIa CTyAHj U HAYCTHUIA
xyhy. Bpunyhu 3a cBoje poguresse, fjena

Cy mpoHallJa Apyru, sehu u ynodHuju

CTaH U — npecenusna poguresse. Kag cam
Iolla Ia X BUgUM, Bepa je bpusnynay
nsay onTyxyjyhu gjeny na cy joj onysena
BbE3WUHE CTBAPU, BHE3UHE CYBEHUPE, HE3UH
HaMjelTaj, CBe Cy joj ogy3ena, camo je,

€TO0, JeNHY CTBap ycmjena cnacuTtu. Y Bepa
Me MoBeJia y MoiepHy criaBahy cody u
H3BYKJIA UCIIOJ KPEBETA CJIMKY C MyHAIIHUM
JberoTHIIaMa Koje Cy Jbellikapuie Ha 0danu
pPOMaHTHUYHA je3epa IpeHanyJyeHa Jonoyruma
U nadynosrma.

— Ipxum je nox kpeseTom. Jljenia My He fajy
naje objecum Ha 3un... — peKJia je yspujeheno
NOMYT jeTeTa.

Bepa je u gase nexJia bocaHcke NUTe, cCaMo
LITO HUTKO BULIE HUjE foJsa3no. CTaHKo je
CBaKM [1aH 3Bao0 JbyJe Ha apTHjy Laxa u
BocaHCKy IIJBbUBY, ajlU JbyJMMa HEKAKO HHUje
OUJIo yCyT, UM UM Ce BUILE HUje Urpao Lax.
Ia, ctan je ceakako duo Behu u Doy, anu je
C pesackom HadoJsbe )KUBOT Ne(UHUTHUBHO
NIPOMHUJEHHO OKYC.

And then the children (Stanko and Vera had

a daughter as well as a son) finished their
studies and left home. Concerned for their
parents, the children found another, larger,
more comfortable flat and moved their parents
in. When I went to see them, Vera burst into
tears accusing the children of taking away

her things, her souvenirs, her furniture, they
had taken everything, she had only been able
to save one thing. And Vera took me into the
modern bedroom and dragged out from under
the bed a picture of plump beauties lazing on
the shores of a romantic lake densely populated
by moorhens and swans.

‘1 keep it under the bed. The children won't let
me hang it on the wall . . " she said in the hurt
tone of a child.

Vera still baked Bosnian pies, only no one came
any more. Stanko invited people every day

for a game of chess and a Bosnian brandy, but
somehow it wasn't on people’s way anywhere,
or they didn't feel like playing chess. Yes, the
flat was certainly larger and better, but with
the change for the better life had definitively
changed its taste.

In the name of a brighter future, Stanko and
Vera's belongings, the guarantee of their
emotional memory, had been ‘confiscated”.
The two old people found themselves, like
fish out of water, deprived of their natural
surroundings. People are not fish, so Stanko
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Cranky u Bepu je y nme menute 0ygyhHoctu
,KoH(HcurpaHa" BUX0Ba UMOBHHA, 3aJI0T
wrxoBa apekTrBHa namhema. J1Boje cTaprux
JBYIU HAILJIK CY Ce, TIOMy T prda Ha CyxoMm, De3
cBOTa MpUpOJHOr okoaua. Jbynu Hucy puoe,
na tako CtaHko ¥ Bepa HUCY yMpJH, anu

Cy, Tako MU ce DapeM yYHUHHUJIO KaJl caM UX
NIOCjeTHIIa, HEKAKO HAIJIO OCTApjeHu. ..

2. Tlytyjyhu, 3Hana cam ce 3afleCUTH

mebhy ;byouMa Koju OU Y HEKOM TPEHYTKY C
HEODMYHO TOMJIUM HaZaxHyhem Mpruyaiu o
CTBapuMa Koje ja He dux pasymjena. Tako cam
ce jemHOM 3ajiecurna y IpyLITBY aMepUUKHX
3HaHalla KOjU Cy IPUYaJIH O 1jEeYjUM KIbUrama,
HHXO0BY 33je JHUYKOM KyJITYPHOM Hacehy.

— A Moja je omusbeHa Kwura buo Winnie
The Pooh... — pexJia cam, cJaraBliv y TOM
TPeHyTKy. Pooh...je Tek MHOTO KaCHH]je,
kaz cam Beh duna ofgpacia, nocTao MojUM
OMUJBEHUM KBBUXEBHUM jYHaKOM.

Mojv 3HaHIM YTy THIIH CYy MU 3a4yheHe
norsiesie. Yorhe ce HUje roBopusio o Milne-oBoj
kb13u. Mako cam y AMepuLy duna MHOTo
nyTa, HajeJHOM caM ce odpesa Ha ocBe
Hero3HaTy Tiy. buia cam y TOM TPEHYTKY
arncoJyTHY cTpaHal, dbuhe c npyre niaHete.

U ToM je cTpaHLy, Koje U rbaBaxe, Tpedalio
00jaCHUTH HEIITO IITO FOTOBO HUKA/Ja HUCMO
y mpuroznu odjaurwasanu. Hemro nomnyr
YHMBEHULE [a Cy jelaH U jefaH — [Ba.
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and Vera did not expire, but they had somehow
abruptly aged, or at least that’s how it seemed
to me when [ visited them...

2. As ]I travelled, I knew that I would turn
up among people who at some stage would
start talking enthusiastically about things

I would not understand. So it was that I
once found myself in the company of some
American acquaintances who were talking
about children’s books, their shared cultural
inheritance.

‘My favourite book was Winnie the Pooh..." I
said, not quite truthfully. It wasn't until much
later, when 1 was already an adult, that Pooh
had become my favourite literary character.

My acquaintances looked at me in surprise.
No one ever talked about Milne. Although I
had been in America many times, I suddenly
found myself on quite unfamiliar territory.
For a moment [ was a complete stranger, a
being from another planet. And now, what

a nuisance, this stranger would have to be
told something that we never usually have to
explain. Something like the fact that one and
one makes two.

Some time ago I happened to be in the
company of some Dutch friends. After a
pleasant conversation about this and that, my
Dutch friends and I were overjoyed to find that



[Tpuje Hexor BpeMeHa 3a[jecuiia cam ce y
IPYLITBY XOJMaHCKUX pujaTessa. HakoH
yrojiHa pa3roBopa 0 OBOME U OHOME, MOjH
XOJIaHICKU MpHjaTesby U ja Naju CMO Y
eydopujy OTKPUBILHY y Pa3roBopy fia 1 ja

Y OHH, CBATKO Ca CBOje CTpaHe, riieamo
roJUIIBY HaTjeuaj 3a njecmy Eyposusuje.
CriomeH riymnora TejaeBU3HjCKor crekTaksia
1333Bao0 je KOO O pacyuX JbyoU [AjeTUHACTO
Becesbe. M aTmocdepa je HajenHOM mocTana
TOIJIM]ja ¥ onylITeHH]a. bunu cmo y Tom
TPEHYTKY 00MTEsb, €BPOIICKA ODUTEJD.

[TyTtyjyhu, oTkpusa cam ja MOju aMepUUKH,
XOJIAH[ICKH, EHTJIECKU MTPUjaTesbU U ja JIako
pasroeapamo 0 MHOIOYEMY, O KibUrama 1
n3noxbama, o GUIMOBUMA U KYJITYPH, O
MOJIMTULIU U CBAKOJHEBHOM XKHUBOTY, aJlu

Ha Kpajy Ullak OCTaje KoMaJ HEefjesbruBa
npocTopa, KoMas XHUBOTa Kojer je Hemoryhe
MPEBECTH, UCKYCTBO Koje je 00MbeKno
3ajeLHUYKHU XKUBOT y ogpeheHoj 3eMibH, y
onpeheHoj KynTypH, y ofpeheHOM CUCTEMY,

y onpeheHy nosujecHy TpeHyTKYy. Taj
HEJjEJbMBU Y HEIIPEBOJUBY CJIOj y HAMA
akTuBUpa ce Ha [TaBoB/beBO 3BOHLE. I MU
HEeMnorpeumnBo CIMHAMO He 3Hajyhu npaso
3alTo. Taj HEMO3HATHU NPOCTOP y HAMa HELITO
je monyT 3ajeJHUYKOT AjeTUBCTBA, TOMA0
TePUTOPH] 3ajeLHULITBA IPYTIE JbYLH, TPOCTOP
pesepBupaH 3a dyayhy HocTanrujy. [ToroToso
aKo HaM Ce y )KUBOTY LECH [Ja HAM Taj POCTOp
HaCHJIHO OAY3MY.

both they and I always watched the annual
Eurovision Song Contest. The thought of the
silly television spectacle aroused a childish
gaiety in these grown-up people. And suddenly
the atmosphere became warmer and more
relaxed. For a moment we were a family, a
European family.

As I travelled, I discovered that my American,
Dutch, English friends and 1 easily talk

about all kinds of things—about books and
exhibitions, about films and culture, about
politics and everyday life—but in the end there
is always a bit of space that cannot be shared,
a bit of life that cannot be translated, an
experience which marked the shared life in a
particular country, in a particular culture, in
a particular system, at a particular historical
moment. This unshareable and untranslatable
layer in us is activated by a Pavlovian bell. And
we salivate unfailingly, without really knowing
why. That unknown space in us is something
like a shared ‘childhood’, the warm territory

of communality of a group of people, a space
reserved for future nostalgia. Particularly if it
should happen that this space is violently taken
from us.
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3. Iloctoju crapu Buy o llIkoTHMa Koju

Kaf ce Hahy, y3BUKYjy OpojeBe U CMUjy ce
OpojeBMMa, yMjecTo UCIIPUUaHUM BULIEBUMa.
YeMy TPOLLIMTH CyBUIIHE pUjeUH. Ja, Koja
IPXUM Ja C TaKohoM NpesiasuM KyJaTypHe
rpaHulle, unak samjehyjem na moxja c Behum
MHTEPECOM KOMYHULIMPaM Ca ,3anaimbanuma’,
aJiv IoCBe CUI'YPHO ¢ BehoM jtakohom ¢
LJ2UcToumanrma’. Hekako ucnanma na ce 3HaMo
U KaJ ce He 3HaMo, Ja JlaKkllle JIOBUMO HUjaHCe,
Ila 3HaMO Kajla JTaXKeMo Yak 1 Kajia usriena
Ila TOBOPUMO UCTUHY. Y Pa3roBopy He pabumo
(bycHOTE, CyBULIHE CY, JOBOJBHO je CIIOMEHYTH
3natwino thene U ycTa ce Beh pacTexy y
0CMHUjexX.

CycperT ca ,MCTOUBaKOM” 4eCTOo je CycpeT

C HallOM BJIaCTUTOM, Beh 3abopaBibeHOM
npouutowhy. Cperana cam Pyce koju cy Mmu
cpoauHo cnomuwanu Pagmuny Kapaknajuh
u hopha MapjaHosrha UM MU TOHOCHO
NOKa3uBaJsy LIUIese jyrocjiaBeHcke
MPOU3BOLHE KyIJbeHE Y MOCKOBCKOj TPrOBUHU
,Janpan”. Cperana cam KnHese koju cy
Ca3HaBIIM OfaKJe CaM OJylIeB/bEHO CpULIAIN
JJle-mu- ka-ne-tan” u byrape koju cy ce c
HenpuMjepeHoM cpfadHourhy pacnuThBamu
3a ,Berery”.

Cpa Ta MM€HA U CTBapX jeABa la Cy MU UILITa
3HaUMJIH, Crajiaja Cy y paHOCOLUjaTUCTHUKY
JyrocnaBeHCKy IIPOLLJIOCT 3a KOjy caM jenBa
3Hasa fa je duna ,moja”, aau OU HHUXOB
CIIOMEH M3a3Bao TPeHyTaH ydox HejacHa
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3. There is an old joke about the Scots who,
when they get together, shout out numbers
and laugh at the numbers instead of telling the
jokes. Why waste unnecessary words?

I believe that I can cross cultural borders
easily, but nevertheless I observe that, while

I may communicate with ‘Westerners’ with
greater interest, I definitely communicate with
‘Easterners’ with greater ease. It somehow
turns out that we know each other even when
we don't, that we pick up nuances more easily,
that we know we are lying even when we seem
to be telling the truth. We don't use footnotes
in our conversation, they are unnecessary, it’s
enough to mention ‘The Golden Calf’ and our
mouths already stretch into a smile.

An encounter with an ‘Easterner’ is often an
encounter with our own, already forgotten
past. I have met Russians who enthusiastically
mentioned the name of Radmila Karaklaji¢!
and Djordje Marjanovi¢? or proudly displayed
their Yugoslav-made shoes bought in the
Maoscow ‘Jadran’ shop. I have met Chinese
people who when they heard where I was from

1 A Yugoslav pop star who was more popular in the, now former,
Soviet Union than she was in, now former, Yugoslavia.

2 Now a completely forgotten Yugoslav ‘musical idiot’, some-
what like the Czech Karel Cott.



ocjehaja KojeM y TOM TpeHyTKY He DMX 3HaJsa
OOPEONVTH HU U3BOP, HU KBAJTITUTETY.

»AKO HEILITO HUCAM BUL WO TPULECeT UITH
YyeTpheceT roguHa, TOo he Mpoy3pounTH jaku
yzapal HocTanruje”!, Kaxe jelHOCTaBHO
Robert Opie, cTpacTBeHU KONEKIIMOHAP
nmpesMeTa U3 CBaKHIALIber )KUBOTA U
OCHHMBAY ,HOCTAJITMYapCcKor” mysejay
Gloucester-y.

4. CrBapu ¢ npouuiourhy, a 0coduTo
3ajeLHUUYKOM, HUCY JeJTHOCTaBHE

Kao LITO TO MO a U3IJlefla U3
NEPCNEKTHUBE KOJEKLHOHApA. Y 0BOM
,JIOCTKOMYHUCTUUYKOM” BDEMEHY
,ACTOUBALKN" Cy, YNHH C€, HAJOC]ETIbUBUJU
ynpaBo Kafa Cy y ATawy T€ ABUj€ CTBAPU:
3ajelHUILTBO U npouyocT. CBaku he Hajnpuje
YCTBPAUTH [1a j€ BEroB IOCTKOMYHH3aM
pasIuyYUT, nofipasymujesajyhu

NIPUTOM YBjEPEHE [1a j€ )KUBOT Y BETOBY
MOCTKOMYHH3MY DJIHM)KM OHOME y 3allaffHUM
IeMoKpalnjamMa Hero UiTo je TO KHUBOT
0CTauX (0CTaJIUX MOCTKOMYHUCTUYKUX
3emaJsba).

CBOjy NOCTKOMYHHUCTUYKY TpayMy
,2MCTOUaK” he Hepaso jaBHO MpU3HATH,

1 ‘Unless you do these crazy things ...": An interview with Robert
Opie, y The Culture of Collecting, yp. John Elsner and Roger Cardi-
nal, Harvard University Press, Cambridge, Maas., 1994, cTp. 29

delightedly pronounced ‘Ka-pe-tan Le-shi”?
and Bulgarians who enquired with incongruous
rapture about ‘Vegeta™.

All these names and things hardly meant
anything to me, they belonged to an early
socialist Yugoslav past which I hardly knew
was ‘mine’, but the recollection of them
provoked the momentary prick of an indistinct
emotion whose name or quality I was not able
to determine at the time.

‘If I haven't seen something for thirty or forty
years it will give me that intense “punch” of
nostalgia,” says Robert Opie, a passionate
collector of objects from everyday life and the
founder of the Museum of Advertising and
Packaging in Gloucester.

4. Things with a past, particularly a shared
one, are not as simple as they might first appear

3 Kapetan Lesi, the handsome and brave hero of Yugoslav
partisan films, shot in the early nineteen sixties, completely
forgotten today. In the meantime, he seems to have ‘died’ in
China as well.

4 'Vegeta', seasoning for food, a popular Yugoslav export
article, can still be found in Turkish shops in Berlin or Russian
shops in New York’s Brighton Beach Together with ‘Minas-cof-
fee’ (known affectionately as It/Missies’), ‘Vegeta' has become
a cult object of the Yugoslav diaspora.

5 ‘Unless you do these crazy things ...": An interview with Robert

Opie, in The Culture of Collecting, ed. John Elsner and Roger Car-
dinal, Harvard University Press, Cambridge, Maas., 1994, P. 29.
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HUATH he ©UMaTu 0CcodUTE BOJbE 1A je
MOKyLIa apTUKyAUpaTH. JJoBOBHO My je
OUJI0 U KOMYHUCTHYKUX TpayMa (1 Ha

wbUX he nonaratu copyright), anu oHe cy

ce HeKaKko M3HOCHJIe, OCTapjesie, LITOo JH,

Y Kao Jla Bullle He DoJte. 3aKkJeTu homo
duplex, MEHTAJTHO UCTPEHUPAH [1a CBOj
0CODHU KMBOT pa3fiBaja 0f KOJIEKTUBHA,
YMOpaH Of CTaJIHe UIE0JIOLIKe TPUCHIIe

Ia )KMBU OKPEHYT OyAyhHOCTH, U3MOpEH
NpeBEIMKOM KOJIMYMHOM ,XHUCTOpHje” Koja
My ce usznoraharna, ynnaiueH cjehawem
KOje OfHeKyl Hajupe, ,ucToumak” he y oBy
TPEHYTKY, UM ce DapeM Tako UWHHU, pafuje
YTOHYTH y DECMIOTOBOPHY U PABHOAYLIHY
cajawmwocT. Jenuno he ce oHM Miahu u
WUCKPEHU]H, KA0 HA JeTHOM KIBKEBHOM CKYIy
(BUBILIM) UCTOYHOWEMAYKHY JpaMaTryap
Thomas Obelender, rnacHo 3a4yIUTH. ..

—Jbynu, na ja Mam fBa )KUBOTA U jJeHY
duorpadujy...!

5. CrBapu c npoliourhy saucra HUCy
jenHocTaBHe. [ToroToBo y BpeMeHy Kafa

CMO U CBjefIOLIN U CYIUOHULIM onther TpeHJa
oxpeTawa oj ctabuiiHe U ,TBpAie” XUCTOpHje

Yy KOPUCT IIPOM]jEHJBUBE U ,MEKE” MEMOPU]jE
(ETHHUYKE, COLHjasIHE, TPYIIHE, KJIACHE, PacHE,
CIIOJIHE, IEPCOHAJIHE U MHE) U HOBOT KYJITYPHOT
(heHoMeHa Koju, kako kaxe Andreas Huyssen,
HOCH PY>XHO UM€ My3eanusauuja. ,Mysejcku
CeH3UDUIIUTET YMHMU Ce 0cBaja cBe Behe
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from the perspective of the collector. In this
‘post-communist’ age it seems that ‘Easterners’
are most sensitive to two things: communality
and the past. Everyone will first maintain that
his post-communism is different, implying

at the same time his conviction that life in

his post-communism is closer to that of the
Western democracies than that of the other
(post-communist) countries. The ‘Easterner’

is reluctant to admit his post-communist
trauma in public, nor does he have the will

to try to articulate it. He has had enough
communist traumas (he holds the copyright

to them too), but they have worn out, aged, or
something, and don't seem to hurt any more.
The cursed ‘homo duplex’, mentally trained to
separate his private life from the collective,
weary of the constant ideological pressure

to live facing towards the future, exhausted
by the excessive amount of ‘history’ that has
happened to him, frightened by memories

that keep popping up from somewhere, at this
moment the ‘Easterner’ would most like to sink
into the compliant and indifferent present, at
least that’s how it seems. It is only the younger
and more honest of them, like the (former)
East German playwright Thomas Oberlender,
who will exclaim out loud: ‘Why, I have two
biographies and one life!’

5. Things with a past are not simple.
Particularly in a time when we are witnesses
and participants in a general trend of turning



IUjesoBe CBaKUallbhe KyJATyPe U UCKYCTBa.
AKXO ce MPUCjeTUMO XUCTOPU3HUPajyhux
pecraypauuja cCTapux ypdaHHUX CpeuIlTa,
LUjesINX Cesa U Mejsaka Koju Cy My3eju,
boom-a Dy B/BUX TPKHULA, PETPO MOZA, BaJIOBa
HOCTAJITH]je, OTICECUBHE CaMOMYy3eann3aluje
nomohy BUle0-peKOprepa, MeMOapCKe U
KOH(eCHOHAaNIHE KIBHKEBHOCTH, U aKO TOMe
L00aMO €JIEKTPOHUYKY TOTaJIM3aL U]y CBUjeTa
Ha DaHKaMa rnojaraxa, OHJja My3ej Bullle

He MO>Ke DMTH ONMCaH Kao NojeJjrHavHa
WHCTUTYLIUja ca CTaDUIIHUM U 100pO
3alpTaHUM rpaHuLama. Mysej y cBom
LINPOKOM M aMOpPGHOM 3HaUewy 110CTao je
KJby4YHa Mapafgurma CyBpeMeHUX KyJATYPHUX
aKTUBHOCTH."?

6. AKO IpUXBATUMO ,My3€j" Kao napajurmy
cyBpeMeHor ocjehama TEMIIOPATHOCTH, OHZ.A
ce, bapeMm LITO Ce eBPOINCKO-aMEPUUKE KyJIType
THYE, MjeCcTa Koja 3ay3MMaMoO y My3€jy U Hall
OJHOC NTpEMa MY3€jy UIlaK Pas3IuKyjy.

Maxko ce Ha aMepUYKOM HHTEJIEKTYaIHOM
TPXKUILTY, HA TpUMjep, 0dphy kibyuHa
nyTawa Halller BpeMeHa Ha Kpajy cTosbeha
— ILITO je XUCTOpH]ja U LUITO MEMOPH]A,
1ITO je MepCoHasHa, a TO KOJIEKTUBHA
MeMopHja, 1 TOME CJINYHO — eBPOINICKOME
CTpaHLy UYMHHU Ce [a je aMepUUYKH OJJHOC

2 Andreas Huyssen, Twilight Memories: Marking Time in a Culture
of Amnesia, Routledge, London/New York, 1945, str. 14.

away from stable, ‘hard’ history in favour of
changeable and ‘soft’ memory (ethnic, social,
group, class, race, gender, personal and alien)
and a new cultural phenomenon which, as
Andreas Huyssen suggests, bears the ugly
name of musealisation. ‘Indeed, a museal
sensibility seems to be occupying ever larger
chunks of everyday culture and experience.
If you think of the historicising restoration of
old urban centres, whole museum villages and
landscapes, the boom of flea markets, retro
fashions, and nostalgia waves, the obsessive
self-musealisation per video recorder, memoir
writing and confessional literature, and if
you add to that the electronic totalisation of
the world on databanks, then the museum
can indeed no longer be described as a single
institution with stable and well-drawn
boundaries. The museum in this broad
amorphous sense has become a key paradigm of
contemporary cultural activities.”

6. If we accept the ‘museum’ as a paradigm of
the contemporary sense of temporality, then,

at least as far as European-American culture

is concerned, the places we occupy in the
museum and our attitude to the museum do
nevertheless differ.

6 Andreas Huyssen, Twilight Memories: Marking Time in a Culture
of Amnesia, Routledge, London/New York, 1945, P. 14.
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npema ,My3€ejy” pasIMuuT ofi EBPOIICKOT,
NIOrOTOBO OHOT UCTOYHOEBPOICKOT. [ToBujecT,
MEMODPHja, HOCTAJITKMja — [I0JMOBU Cy Y
KOjHUMa je CyBpeMeHa AMepHKa IIpenosxHasnta
BHCOKY KYJITy DHO-TEPAIUjCKY U, 1aKaKO,
KOMepLUjaJIHy BpUjefHOCT. [loTHLame
namhema pasmUUUTUX ETHUIKUX
MMHWTPAHTCKUX CKYIIMHA, IOTULAKkE Pe-
KOHCTPYKIIMje n3rydbeHa UgeHTuTeTa
(abpoameprukora, Ha MpUMjep), OTBapamwe
UMUTPaHTCKUX My3eja (Ha Ellis Island-y, Ha
NIpUMJjEP), TOCTOjarbe KaTeAPU Ha aMEPUUKUM
CBEYUMJIMIITHMA Koje ce, baBehu ce
Pa3IUUYUTUM KYJITYPHUM ULEHTUTETUMA,
DaBe MEMODUjOM, U3[laBauka UHAYCTPH]a,
HOBUMHE U TeJIEBU3Hja KOjU Cy CIPEMHO
KOMepLUjalIu3upaau TEMY — CBE TO TOBOPH

y NIPUJIOT HOBUj€ aMEPHUYKE OICjeIHYTOCTH
LMyseanusagnjom”. Ha aMeEpUYKOM TPXKULLTY
MOe ce Hahy cBe, Off JOKYMEHTapHUX
BUJIE0-TpaKa HOBUje TIOBUjECTH IO CYBEHHUPA
Jydepallmer JaHa.

AMepHUKaHLU CBUX JOOU MOTY Ha TPXKUILTY
KYIIUTH HHCTaHT-IIPOU3BOJE 3a 3a[JOBOJbEHE
CBOj€ ,XHUCTOpHUjCcKe” uexme. K naxo cey
Amepuuu cBe dp30 ,MipeTeapa y npousoct”,
Kao ja IpUTOM HULITA He ullye3asa. Ha
TeJIeBU3UjU Ce pUKasyjy cepuje u puiamMoBn

KOje Cy TJIefaiu 4jeflOBU U KOje ryief1ajy YHY L.

Ha pacrnonaraty je uctomodHo u crapu Star
Trek u Star Trek, npyre reHepaluje, 1 CTapu
Superman n Superman-v CBUX HapeLHUX
regepauuja. Ha taj Hauun AmepuKkaHall, Tako
ce DapeM MOBPIIHOM €BPOICKOM CTPaHIy
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For instance, although in the American
intellectual market the key questions of our
time at the end of the century are what is
history and what memory, what is personal and
what collective memory, and so on, it seems

to the European outsider that the American
attitude to the ‘museum’ is different from
that of the European, particularly the East
European. History, memory, nostalgia are
concepts in which contemporary-America has
recognised a high cultural-therapeutic and, of
course, commercial value. The stimulation of
the recollection of different ethnic immigrant
groups, encouraging the reconstruction of a
lost identity (Afro-American, for example),
opening immigrant museums (on Ellis Island,
for example), establishing chairs at American
universities, which, concerned with various
cultural identities, are concerned with memory,
the publishing industry, newspapers and
television which readily commercialise the
theme—all of this supports the idea of the new
American obsession with ‘musealisation’. The
American market contains everything, from
documentary videocassettes of contemporary
history to souvenirs of the recent past.
Americans of all ages can purchase instant
products to satisfy their ‘historical’ yearnings.
And although in America everything rapidly
‘becomes the past’, it seems that nothing
disappears. Television broadcasts series and
films which were watched once by today’s
grandfathers and are now watched by their
grandsons. The old Star Trek and Star Trek, the
New Generation, the old Superman and the



YMHY, )KMBU HEKY BJEUHY CalallbOCT.
BoraTo TpxulITe HOCTaITHje Kao ja MoTHUpe
HOCTaJTH]jy, YMHU Ce la TpaBa HOCTaJruja
3a HeYMM MoApasyMHujeBa ¥ MpaBu rydbrurax
Heyera. A AMepurKa He Mo3Haje rydutak

Uy bapem He y OHY CMHUCIY Y KOjeM ra
nosHajy EBpomsbanu. Tako ce npouecy
KOMepLHjanu3anuje, ajau Uy eJlaCTULUTETY
ofHoca npema namhewy (make — remake, shape
— reshape HOCTanrWja npeTBapa y de3dosan
Cyporart, jeqHaKo Kao U be3uH 00jekT.?

Tako ce, moHaB/baM, YUHU EBPOINCKOM
cTpaHUy. Jep To Ha WITO Hall EBponsbaHuH
(unu Eypo-ero-ueHTpuK) HUMaJso He gBojehu
ToJIa’ke aTiCoIyTHO MPaBo jecT ypaBo OHa,
[ToBUjecT, U BE3UHO Pa3yMHjEBabE.

7. Jep memy ce, EBponjbaHUHY, IOBUJECT
Mujellaa y IpUBaTHU XKUBOT, MUjemaa
BberoBy duorpadujy, 300T e je U3BOLUO
,TPOCTPYKe aKkcese”, pahao ce y je[HOj 3eMJIBH,
’KUBHO y APYyroj u ymupao y Tpehoj, 3bor we

je Mujermao UIeHTUTEeTe Kao KOIyJbe, 30T be

3 YMjeTHMUKa npe3eHTaumuja NoBHUjeCcTH YeCcTo CAujesn naejy
KOMepuujanHa cyporata. Tako jeJaH aMepuuku yMjeTHUK
npeseHTHpa XonokaycT kopuctehu MUHKjaTypHe fjeyje
urpauke (mane CC-ocuunpe, mane noropalle v Masne 10rope),
3aTUM apaHkupaHe dhurypuHe npeHocu Ha dpoTorpaduje
penetupajyhu nobpo no3Hate fokymeHTapHe npusope. [jeuje
urpauke Ha hoTorpaduju UMUTHPajy NpoLy je3nsy 361y A0
nepdexuuje, camo naxsbuBy oky Hehe npomahu unwennua aa
ce pajauocyporary.

‘Supermen’ of all the subsequent generations,
are available simultaneously. In this way, the
American lives a kind of eternal present, or

at least that's how it seems to the superficial
European outsider. The rich market of nostalgia
seems to wipe out nostalgia, it appears that real
nostalgia for something implies its real loss. But
America does not know loss, or at least not in
the sense that Europeans do. Thus, through the
process of commercialisation, but also through
the elasticity of an attitude to recollection
which is constantly changing (making—
remaking, shaping -reshaping), nostalgia is
transformed into its painless surrogate, at the
same time as its object.’

That, I repeat, is how it appears to the
European outsider. Because what our European
(or Euro-ego-centric) claims an absolute right
to, without the slightest hesitation, is just that,
History, and an understanding of History:.

7. Because for him, the European, History
has got involved in his private life, altered his
biography, it has caused him to perform ‘triple

7 The artistic representation of history of ten follows the idea of
the commercial surrogate. Thus one American artist represents
the Holocaust by using miniature children’s toys /little SS
officers, little camps and camp inmates!, then he transfers the
posing figurines to photographs, reproducing well-known doc-
umentary scenes. The children’s toys in the photograph imitate
the past horrific reality to perfection, only the most attentive
eye will observe that it is a question of a surrogate.
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j€e cTexao mayju enacTuuuTeT. [ToHekan my ce
UWHH 4, dalr kao MaykKa, UMa OEBET XXUBOTA...

EBpomna je HeflaBHO Npou3Besia Hajsehu
CYBEHHD Ha CBHUjeTy, BepinHCKY 3UT.
BepnuHCKY 31[] paclpcHyo ce y MUJIHUjyHe
KoMazguha: HeKH Cy ce TPeTBOPHIIH Y
BecMucieHy CTBapLy U 3aBpLIKIHN y cMehy,

a HEeKH y LIparnHesie KOju Cy MOrOgUIN JaBHO
3apacJsie paHe ¥ OTBOPWJIM HOBe. JlaHac
EBpona npexana no naguilamMa namhema,
0CODUTO OHMMa Y KOjrMa JieXKe TpayMaTUUHU
nocjeu I1psora csjeTckor pata, Ipyrora
CBjeTckora para, palusma 1 KOMyHHU3Ma.

Ta rpo3HMYaBa aKTUBHOCT KMa U3BOP Y
cTpaxy of moryhHocTu 3abopasa. Espona ce
y OBY TPEHYTKY DaBM 0OHaB/bawkeM Mpolueca
TIOBHjeCHEe KpUBHe: cTapo cMehe, koje cy
€BPOIICKe 3eMJbe Yy TPOLIECY Kperpamwa 1
pekperpama BlacTUuTa namherwa nogmerasne
jedHa Ipyroj nog BpaTta, NOKyllaBa Ce BpaTUTH
BjacHULKMMa. [TpoLecu cy 4ecTo OCjET/BUBU U
BosHu, ocodbuTo y ogHocy (duBlle) 3ananHe U
(dbusiie) UcTouHe Fhbemauke.

[Tonutuka namhemwa nosesyje ce u

C YMjeTHI/I‘JKI/IM IIUTalkbUMa BHETOBE
penpeseHTaluje, MegHuja, MOTPOIIHOCTH,
KOMepLUHjanusanuje u mopana. EBpona canum
Ha Teufelsberg U3 Kojer je moKysbana caipKUHa.
(Teufelsberg je HajBUILE DEPIUHCKO DPLO YUy
MOBPIIMHY IPEKPUBA TPaBa, a Mo TPaBOM
JIe)Ke MUJIAjyHY TOHa DepIUHCKUX PyILIEBHHA
CKYIJbEHUX HAKOH JIpyror CBjeTCKOr
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axles’, he was born in one country, lived in
another and died in a third; it has caused him
to change his identity like shirts, it has given
him a feline elasticity. Sometimes it seems to
him that, like a cat, he has nine lives...

Recently Europe produced the biggest souvenir
in the world, the Berlin wall. The Berlin wall
shattered into millions of little souvenir
pieces: some turned into senseless objects

and ended up in the rubbish-bin, and others
into pieces of shrapnel which hit wounds
which had long since healed, and opened up
new ones. Today Europe rummages through
drawers of memories, particularly those which
contain the traumatic files of the First World
War, the Second World War, fascism and
communism. This feverish activity, connected
with remembering, may have its origin in the
fear of the possibility of forgetting. At this
moment Europe is concerned with repeating
the process of historical guilt: the old rubbish
which European countries, in the process of
creating and re-creating their own memory,
have shoved under each other’s doors, is trying
to return to its owners. The processes are
often sensitive and painful, particularly in

the relationship of /former) West and (former)
East Germany. The politics of remembering

is connected also with artistic questions of its
representation, the media, its consumability,
commercialisation and morality. Europe is like
the Teufelsberg with its contents bubbling out.
(The Teufelsberg is the highest hill in Berlin,
whose surface is covered in grass; under the



para.) Crapum CyBEHHMpPUMaA UCILJIUBAJIUM
Ha IIOBPLIMHY, 3aCTaBaMa, peJIMKBUjaMa,
LPBEHUM U )XYTUM 3BHj€3laMa U LPHUM

CBaCTUKaMa, IPUAPYKYjy Ce HOBH, joll Bpyhu:

rpaHare, meliu ¥ bomde npucturau u3 bocHe.

8. Bpartumo ce unax feray Cro4eTka

OBE Npuue. 3allTO CaM CBOJUM aMEPUYKUM
3HaHLMMa pPEeKJIa [1a je MOja OMUJbEHA KIbUTa
duna Winnie The Pooh? Moxpa 300T TpeHyTHe
0CaMJbEHOCTH, MOXJIa 3D0T XKeJbe 1a Ce U ja
OrpHjEM Ha KOJIEKTUBHO]j TapX HOCTaJITM4YHA
3a3MBama 1jeTUIBCTBA, @ MOX/A, ILTO

he najnpuje duty, u 360r cBujecTu fa dou

MOj IpaBU OLTOBOP 3aXTHJEBAO U CYBHUIIE
nojalmwanajyhux dycHoTa u, Ha Kpajy, unak
0CTa0 HENIPEBOMUB.

Moja oMmusbeHa gjedja Kiura dunia je, Haume,
Jexcesa kyhuya. Mana, Tora, be3asneHa
KIUra 11ocTasa je CBOjUHOM TeHepaluja
njeue Koja cy ce pahanay Jyrocnasuju.
Fbesun ayTop je bpanko honuh. 3nana

caM Kpyr 3arpedbaykux CTyLeHaTa, Koju

Cy MapJ/buBO CTynupanu Lacana, Foucaulta

v Derridu, anu cy ,rnyny” u npary Jexegy
Kyhuuyy IPOTJIIaCUJIN CBOjOM KYJITHOM KHBUTOM
v 3abaBJbasiv ce peuuTUpajyhu cTuxose
HanameT. buna je To cnodongHa HOCTaNTUYHA
recta, MaJiy TeCcT U3 reHepalujckor namhema.
Bpanko honwuh, nnaue bocancku CpbuH,
npuje [Bajecetak roguHa U3BpIIMO je

grass lie millions of tons of Berlin ruins piled
up after the Second World War.) Old souvenirs
which had surfaced — flags, relics, red and
yellow stars and black swastikas — are joined
by new, still warm grenades, bullets and bombs
freshly arrived from Bosnia.

8. Butlet us return to a detail from the
beginning of this story. Why did I tell my
American acquaintances that my favourite
book was Winnie the Pooh? Perhaps because
for a moment I felt lonely, perhaps I wanted
to be able to join them in the warmth of the
collective steam of nostalgia by conjuring up
a shared childhood, or perhaps, most likely,
because I realised that an honest answer
would have demanded too many explanatory
footnotes and in the end have remained
untranslatable.

My favourite children’s book was The
Hedgehog's House. This little, warm, innocent
book became the property of generation after
generation of children born in Yugoslavia. Its
author was Branko Copi¢. I knew a circle of
Zagreb students who studied Lacan, Foucault
and Derrida assiduously, but proclaimed the
‘silly’ but ‘dear old Hedgehog's House' their
cult book, and amused themselves by reciting
lines learned by heart. It was a free nostalgic
gesture, a little test of memory of a generation.
Branko Copi¢, otherwise a Bosnian Serb,
committed suicide twenty years ago, having
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camoyd0jCcTBO, TPETXOLHO PeiBULjEBIIU
y MpauHy [I0rOBOPY jeJHE OJ] CBOJUX
MOC/be/IBbUX KHhUTa CBE LITO he ce kacHUje
uspgoraharu. Janac je bpanko honuh
3abopassbeH nucall.’ Ceoje he mjecto, jefHora
IaHa Kajia ce yKJIOHe pylueBuHe, Beh npema
CB0jOj KpPBHO] Irpymny, Hahu y nosujectu
CPIICKe KBHXEBHOCTH. Moxza 1 bocaHcke,
3aBUCH O]] BEJIMKOJYIIHOCTH TPEHYTKA. Y
XpBaTckoj bpanko honuh Bulle He MOCTOjU.
W3 TpocTpyka, YMHHU ce, passora. [Ipsu
JIeXKH y CAaMOM paTy Koju je cam 1o cedbu
aMHeCTHYKa Jbyicka akTUBHOCT. [Ipyru y
ynweHulu ga je honuh duo Cpdun. Tpehu
Nak pasJior JieXxu y unweHnnu 1a honnh
npunana OMBILO], jyroclaBeHCKoj KyJaATYpH.
Ila mocToju, 3a HEeroBOM KHUTOM MOTJIa OU
MOCErHYTH pyKa HOCTQJITMUHA YUTAOLa.

A cBaxa v Hajbe3as3neHKja HOCTANTHja

y BpeMeHy Opucama jefHor namhemwa u
KOHCTPyHpama HOBOra (M BpeMeHy
MIPUCUIIHE aMHe3nje U pucuiHa namhema)
cmarpa ce, C TpaBOM, OMTACHOM.

4 Y jeaHOM 3anucy capajeBckor HoBMHapa bpatka Bykosuha
onucaHa je NoTpecHa en13oja pasroBopa c MAaAnuMm
CapajeBCKUM CHajNepUCTOM MYCIMMAHCKE HALMOHAHOCTH.
BojHuKk koju je ,nponynao” y byHuny roBopu Kako ce, 3a4yao,
,dypa” Ha camo jeaHy cTBap, Ha Kbury Opnosu pano neiie.
[jeuja kwura, unju je aytop bpanko honuh, cnaga y Bucoko-
aeKTUBHW TONOC KyATYypHOT namherba HEKONMKO reHepaumja
JyrocnaseHa. Env3ona je, nakako, roToBO HEMpeBOAMBa,
tb€3WHY MOTPECHOCT, TEXUHY U CUMDONMKY MOTY Y OBOM Yacy
pasymjeTu camo HUBLIW JyrocnaBeHu, OHW Pe3UCTEHTHUM Ha
HAaLUMOHANMUCTHUKY MPIKIbY, TH ManodpOjHUjH, yOCTanoM.
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previously foretold in a dark postscript to one
of his last books, all that would happen later.
Today Branko Copi¢ is a forgotten writer.® One
day, when the ruins are cleared, he will find
his place, according to his blood group, in the
history of Serbian literature. Maybe Bosnian
too, it depends on the generosity of spirit of the
moment. In Croatia, Branko Copi¢ no longer
exists. For three reasons, it seems. The first is
the war itself which is in its nature a human
activity that encourages amnesia. The second
is the fact that Copi¢ was a Serb. And the third
reason is the fact that Branko Copi¢ belonged
to the former, Yugoslav culture. If he existed,
the hand of a nostalgic reader might well reach
for him. And at a time of erasing one memory
and constructing a new one that is a time of
enforced amnesia and enforced remembrance),
every nostalgia, including the most harmless,
is, rightly, considered dangerous.

9. If the reader envisages the state as a
house, it will be easier for him to imagine that
for many inhabitants of former Yugoslavia,

8 A note by the Sarajevo journalist Branko Vukovi¢ describes
a moving episode: a conversation with a young Sarajevo
sniper of Muslim nationality. In delirium, the soldier, who had
‘freaked out’, said that remarkably, the only thing that really
‘turned him on’ was the book Eagles Fly Early. This children’s
book, by Branko Copi¢, is a highly emotive topos of the cultur-
al memory of several generations of Yugoslays. The episode
is, of course, virtually untranslatable, its emotional impact,
weight and symbolism can be understood at this moment only
by former Yugoslavs, and only by those of them who are more
resistant to nationalist hatred, that is the less numerous.



9. AxouuTanal npenouyu cedu ApxaBy Kao
kyhy, 8uT he My nakiue 3aMUCIUTH fa Cy
MHOTHMM CTaHOBHUIIMMA DUBLIe Jyrocaasuje
3ajeJlHO C paTOM M HECTAHKOM 3€MJbe
KOoH(HCLMPaHe MHOTe CTBapH: HE CaMo
HHX0Ba JIOMOBHHA U BUX0BA HMOBHHA HEro

Y 1UX0BO Namhemwe. Y onhoj ¥ BUI/BbHBO]
Hecpehu HUTKO He y3uMa y 0031p HEBU[JbUBE
rybutke. Ha mpuopUTeTHO] IUCTH I'yDUTaKa,
KaKo 3a r'ybUTHHKA, TAaKO U 3a MpomMartpaya,
NIPBO MJECTO 3ay3UMa CaM »KUBOT, 3aTUM
rybrrax HajONMKUX, 3aTUM U MaTepujaiHe
umoBuHe. Tex oHfla MOTY I0hU Ha pef, ako
he yorthe nkana nohu Ha pes, HEOTUITJbUBH
rydunu. Pa3roBop o wMma HeyMjecTaH je

y BpeMeHy cTBapHe cMpTU. CriomeH Jexcese
Kyhuye criazia y yBpeiJbUBO JIYKCY3He
ocjehaje. Mana kwura, mehyTum, HUje jenrHa
CTBap Ha MONUCy ryduTaka. A Taj mornuc Moriu
OM MCIIOCTAaBUTH (Kaza OM 3aKUCTa MOIJIH,
Kaja OW 3aucTa XTjesau 1 Kafa Ou 3HaIU
KOMe) HeKMX [1BajieceTak U BUILIE MUJIHjyHa
CTAaHOBHMKA UILIYE3JIE 3EMJBE.

KoH3yMeHTH Me[inja y OBUX NTOCIbENBUX

NET rOJMHA MOIJIU Cy YYTH BUILIE-Mabe

UCTY NPUUY 0 paty y dusioj Jyrocaasuju. Y
WHTEPNPETALUJCKOM NIAKETY jyrocaaBeHCKe
Hecpehe cBoje cy MjecTo Hallsie reorpadcke
KapTe U I'PaHule, HALIMOHAJIHE, BjEPCKE U,
€THUYKE PAa3JIMKE, JE3ULIM U TUCMA, TIOBjeCHU
y3pOLH, ,PENPECUBHU" JyTOCIABEHCKH
(bepepaTUBHU CUCTEM, KOMyHH3aM U
NIOCTKOMYHH3aM, arPECOPU U XKPTBE,

along with the war and the disappearance of
their country, many other things have been
confiscated as well: not only their homeland and
their possessions but also their memory. In the
general and obvious misery no one takes into
account invisible losses. On the priority list of
losses, both for the loser and for the observer, the
first place is the loss of life itself, then the loss

of those closest, then material goods. Only then
come, if they ever do, intangible losses. To discuss
them at a time of real death is inappropriate. The
memory of The Hedgehog's House is an offensively
luxurious emotion. However, this little book is
not the only thing on the list of losses. And that
list could be drawn up by some twenty million
plus inhabitants of the vanished country (if they
really could, if they really wanted to and if they
knew who to do it for).

Over the last five years, media consumers could
hear from journalists, television reporters,
politicians, historians, intellectuals and writers
more or less the same story about the war

in former Yugoslavia. In this interpretative
package of the Yugoslav misfortune, there was
a place for geographical maps and borders,
national, religious, ethnic differences, languages
and scripts, historical causes, the ‘repressive’
Yugoslav federal system, communism and
post-communism, aggressors and victims, the
repertoire of human evil, massacres, rapes and
camps, the names of international negotiators
and mediators, peacemakers and murderers,
politicians and leaders. Numerous books have
been published by historians and political
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penepToap /byACKUX 3aa, MacakpH,
CUJIOBaka U JIOTOPH, UMeHa MehyHapoHUX
nperosapava M ocpefHuKa, MUpOTBOpaLa u
ybojuua, nonutuvapa 1 Boha. OdjaBibeHe cy
OpojHe KIbUTE NMoBjecHUYapa U MOJTUTHUYKUX
aHaJMUTH4Yapa, HOBUHApa U nucaua,
pernopTepa 1 JbyduTesa ,karacTpobruuKor
Typusma’, 3aJlyTajluX 3HATUKEbHUKA,
tdotorpada, noBaua Ha jaka ocjehamwa u
ayTtoputeTa 3a Tyhy Hecpehy. Tu bpojHu
npoMaTpayi, CyAUOHHLU U TOCPeJHUIIU
MIPUBYUEHHU CIIEKTAKJIOM CMPTH ONTYXHUBaJIH
Cy jeIHU ipyTe 38 MOpaJiHy PABHOIYIIHOCT U
WHKOMIIEHTEHLIUjY U NpUCcKpdbrBau cedu
UHTeJIeKTyaJslHe, CTPYUYHEe 1 MOpaJiHe MOoeHe.
Hucmo, mehyTum, dnarajHuuu fa o Tome
CYyOHMO.

Y TOj TOMUJIN U3rOBOPEHUX U HAMMUCAHUX
pHjedu, MaJo je TKO CIIOMHUbA0 00UUHe
Jbyne. AHOHUMHU rpahanu OuBlIe 3eMIbe
Ounu cy ¥ ocTanu paBHOAYIIHe Opojke
yOHjeHux, pacesbeHUX, HeCcTanux, udjernux,
MpEeXUBjeINX, HAallUOHATHOM I'PyIIOM
uneHTUuduMpannx Mycnumasa, XpBara,
Cpbda... Ako cy Beh 3a nomahe rocnogape
paTa jby Y TeK PaBHOJYIIHO TOMOBCKO MECO,
nMTansa cam ce kako To fa mehy dpojuum
HUHTepHpeTaTopuMa MOoCTjyrociaaBeHCKe
Hecpehe maso TKo xkanu oduuHe spyze. Tyha
je Hecpeha decnyatHa vy npaBuiy He DOJH.
[To’KaJUTH jOLI U MOXKEMO, aJlu TEeIKOo Ja
CMO Yy CTamby CXBaTUTH IIyHe pasmjepe Tyher
ryburtka. Ay rydbuTke craja U KOJIeKTHBHO
namheme.
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analysts, journalists and writers, reporters
and lovers of ‘catastrophe tourism’, stray
inquisitives and politicians, photographers and
hunters of strong emotions, experts on Eastern
Europe and authorities on other people’s
misfortune. These numerous observers,
participants and intermediaries, drawn by the
spectacle of death, have accused one another
of moral indifference and incompetence and
scored for themselves intellectual, professional
and moral points /however, there is no cash
desk where these could be counted), fighting
over other people’s land.

In this heap of spoken and written words,
few have mentioned the ordinary people. The
anonymous citizens of the former country
were and have remained the indifferent
statistics of the killed, dispersed, vanished,
refugees, survivors, identified by national
group as Muslims, Croats, Serbs ... If for the
local warlords people were simply indifferent
cannon fodder, I wonder how it is that among
the numerous interpreters of the post-Yugoslav
misery so few pity the ordinary people. The
misfortune of others is free and as a rule
does not hurt. We may still pity, but it is hard
for us to be in a position to comprehend the
true dimensions of other people’s loss. And
those losses include such a difficult-to-grasp,
many-faceted and complex thing as collective
memory.



10. Y3BaHa rnegaHo, jyrocaaBeHCKH
HapOoJIH Yy OBOM 4acy CJIMYE Ha NOJIyAjerie
rpodape. Kao na TBpOraaBo yTBphyjy MmpauHe
CTEPEOTUIIE KOJE O BUMA UMAjy APYTrH. Y
perneproap CTepeoTHUIla criajia v Taj fja Ce TH
HAapOJIU Y TOKY CBOje MOBUjeCTH U HUCY DABUIIH
IPYTUM JI0 3aKOTIaBakheM U 0TKOMIaBabeM
JBYOCKUX KOCTHjY. Y OBOM TPEHYTKY Jby/ICKe
JIELIEBE jeNly U3IJIa/lbeJle CBUIE UIIH, ¥
BospeM ciiyuajy, 3aBpLIABAjy y De3UMEHUM,
KOJIEKTHUBHHUM I'PODHMIIaMa Kao MPayHHU 3aJ10T
3a ,cBjeTnujy” dynyhuoct. Y ogucra: jyro-
HapOoJU Cy HajUWJIUjU Kafa Lohy y NIPUIUKY
7a jeJHU APyT¥MMa yHULITE MPOLIIOCT
(HanrpobHe cmomMeHuKe, budiuoTexe, LPKBe,
CIIOMEHHUKE 0]] KYJITYPHO-XUCTOPHjCKe
BpujenHOCTH). Hu npema BacTUTO)j
MPOLIJIOCTH HUCY HUMAJIO BeXHUjHU:
npedpucar he je nnn yckpcHyTH, Beh npema
notpedu, Kommjytepckom sakohom.” CBojom
aKTUBHOUIhY HCKONaBawba U 0)KabuBamba
JBYICKUX KOCTH]JY M 3aKOIaBama CBjeKUX

be3 morpedHUX pUTYyasa TU C€ HAPOAH BPTE

y haBopeM kpyry: HUKaKo fa u3ahy Ha kpaj

5 JenaH oA HajCBjeXMjUX NPUMjepa je XPBATCKK rpas KHuH.
Hekonnko rognHa xpBaTcka ApxasHa nponaraHja KopucTuna je
KHHWH, ,KONKjeBKY XpBATCKUX KpasbeBa”, 3a bunaare HauMoHanHa
namhera. Y KHUHY W OKONMLM XKHUBjeH Cy NODYHEHHM XPBATCKH
Cpbu. Y konoso3y 1995. kaaa je KHun ,0cnodohen” (1j. kaga cy
xpBaTcku Cpbr MacoBHO UCTjepaHu OfaHAe), M Kafa je XpBaTcKa
3aCTaBa NOCTaB/beHa Ha KHUHCKY TBphaBy, KHUH rybu He camo
CBOjy NponaraHAHO-MaHHMyAALHjCKY HETO U ,MEMOPHjaNHY"
BPHjeAHOCT. KHUH je y 0By Yacy rpaj JyxoBa, onycTuo 1
onaykad. Onbaukanu cy ra camu Xpsatu. UaeHTHUHU
npUMjepH Hanase Ce M Ha CPNCKOj CTPaHK. JefaH 0f TakBHUX
L,TOMAUX" MAHUMYNALMjCKMX TOMOCA Y CPMICKOM HALMOHANTHOM
namhemy je KocoBo, raje skuBe KoCOBCKM AndaHuM.

10. Seen from outside, at this moment

the Yugoslav peoples resemble demented
gravediggers. They appear stubbornly to
confirm the dark stereotypes others have

of them. Included in that repertoire of
stereotypes is the idea that, throughout

their history, the Yugoslav peoples have done
nothing other than bury and dig up human
bones. At this moment, human corpses are
being eaten by starving pigs or, at best, they
end up in nameless, collective graves as a dark
pledge to a ‘brighter’ future. And, truly, the
Yugoslav peoples are, it seems, most blithe
when they are in a position to destroy each
other’s past /gravestones, libraries, churches,
monuments of cultural-historical value). At
this moment they are confirming that they are
masters of destruction: only true masters know
how to remove one another’s memory. Nor are
they any more tender towards their own past:
they will wipe it out or resurrect it, according
to need, with the ease of a computer?® Through
their activity of digging up and ritually
mourning human bones and burying fresh ones

9 One of the freshest examples is the Croatian town of Knin. For
several years Croatian state propaganda used Knin, ‘the cradle
of the Croatian kings’, to construct national memory. Knin and
its surroundings were populated by rebellious Croatian Serbs.
In August r995, when Knin was ‘liberated’ that is, when the
Croatian Serbs were driven out en massel, and when the Cro-
atian flag was placed on the Knin fortress, the town lost not
only its manipulative-propaganda value but also its ‘memorial’
value. Now, Knin is a town of ghosts, deserted and plundered.
It was plundered by the Croats themselves. There are identical
examples on the Serb side as well. One such ‘hot’ manipulative
topos in the Serbian national memory is Kosovo, inhabited by
the Kosovo Albanians.
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C BJIaCTUTOM npounoihy, cagammwoihy u
dynyhnomhy.

Ha Hexoj Apyroj, ¥ eNeraHTHU)0], Pa3UHHU
morJia 01 To DUTH U pUYa 0 Proust-y kojem

je HacumnHO ony3eT ,Kibyu” 3a cjehame,
madeleine. Ha mpBu MoTJie HeBaXkHa CTBap,
odbuuHa madeleine. Taj ,kmyu” ce, mehyTum,
CBaKM MyTa HAaCUJIHO 0/ly3UMa BllaCHULIMMa 1
W3BUPYje Ha NOBPIIMHY HAKOH MHOTO TOJJMHA,
TEK OHJIa Ka/ia BUIlle HeMa OHUX KOju b1 3HaIH
HBUMe OTBOPUTH BpaTa, U kajia, yocTaJioM, HU
KOoH(HCKaTOpa BULIE HEMA.

11. T'pabanu duBlue JyrocnaaBuje HArJo Cy ce
odpenuy cuTyauuju fa MUMajy Ba )KMBOTa U
jenHy dbuorpadujy. OHU CTapUju HAHU3AJIU CY
Ha cBoje bruorpaduje yak Tpu kuBoTa. Hosa
BJIACT, ,IOCTKOMYHUCTHAYKA", IPEY3EBIIU
3Hame 0l CBOjUX NPETXOLHHUKA — KOMYHHUCTA,
3Ha 3@ BUCOKY MaHUMYJIaTHUBHY BPHjeHOCT
KOJIeKTHBHA NaMhema. Jep KOJIEKTUBHO
namheme Moxe ce dpucaTu 1 HAHOBO
YIUCUBATH, JEKOHCTPYUPATH, KOHCTPyHUpaTH
U PEKOHCTYHUPaTH, KOHPUCLIUPATH

U pe-KoHbUCcUUpaTy, NporaacuTu

MOMUTUYKN KOPEKTHUM UJIU HEKOPEKTHUM
(KOMYHUCTUUKHUM je3UKOM PEUYEHO: MOLOOHUM
v HerlonodHUM). [Tonutruka bopda je bopba 3a
TEPUTOPH]j koJekTUBHA Namhemwa. C pacnazom
BUILEHALIMOHAJIHE JyTrocaaBrje 3amoveo je
npouec KOHpHUCKalUje jyrociaBeHckora
KOJIEKTUBHOT Mamhera U bherose 3amjeHe
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without funeral rites, the Yugoslav peoples are
spinning in a diabolical circle: it is impossible
for them to come to terms with their own past,
present and future.

On a different, and more elegant, level,

this could also be the story of Proust who

was forcibly deprived of the ‘key’ to his
remembrance, a madeleine. At first glance a
trivial thing, an ordinary madeleine. However,
in the Balkans that ‘key’ is taken by force from
its owners. The ‘key’ only comes to the surface
many years later, when there is no longer
anyone who would know how to open the door
with it, and when the confiscators too are long
gone, when it has become a meaningless thing.

11. The citizens of former Yugoslavia
suddenly found themselves in the situation

of having two biographies and one life. The
older ones even added three biographies to
their life. The new, ‘post-communist’, powers,
taking over the knowledge of their communist-
predecessors or simply applying their own,
communist knowledge, know the great
manipulative value of collective memory. For
collective memory can be erased and rewritten,
deconstructed, constructed and reconstructed,
confiscated and reconfiscated, proclaimed
politically correct or incorrect (in the
communist language: suitable or unsuitable).
The political battle is a battle for the territory
of collective memory.



KOHCTPYKTOM HalluoHasHa Namhewa. Part je
camo ydp3ao npouec U pagukaausnpao mjepe.
JlaHac je, Y4MHU Ce, 10Ca0 yCIjelHO NPUBEIEH
Kpajy: u3dpucaHo je jenHo namhemwe 3a pauyH
yCIIOCTaBe fpyrora.

Y TOoMe npoLecy HeKU Cy CPETHULIN

no0duau mpaBo Ha MoBpaT CBOje ,MMOBHHe"
0Iy3€eTe Npuje nepecerTak roguHa. lecra
IIMPOKOTPYLHOCTH 3aBUCHIIA je off onthe
MOJIMTHKE CAMOAM3ajHUpama CBake duBLIe
jyrocyiaBeHCKe gp)kaBe T0Ha0cod, of
NIOJINTUKE KPEXpaka BjacTUTa HallMOHAJIHOT
umuna. Tako cy y XpBaTckoj, Ha IpUMjep,
NpaBO Ha MOBPAT CBOT KOH(UCLIMPAHOT
namhemwa [odunu rydutHruu Ipyrora
CBJETCKOr paTa, 0CTapjesy NOJUTUYKH
eMUTpaHTH, ycTallle, KojgabopaHTH
[TaBenuhesa pexxuma, NOHEKH UyBap y
XPBaTCKUM KOHLEHTPaLlMOHUM JIOTOPUMA,
noHeku MuHucTap y [laBennhesoj
HALlMCTUYKO] Bjaagu. JlyrosjeuyHu cTapuu
nodunu cy cuMbonuuky catucaxkuujy:
BpPaTHUBILIY CE HAKOH TOJIMKUX FOJHUHA, MOTJIH
Cy MOHerzje BUjeTH ycTalke cumboite,
TIOHerje yJIu4Hy Tadny ca uMeHoM Muie
Bynaka, noHergje nopTpeT cBora NnorjlaBHUKa
Anrte ITaBenuha. Jodunu cy npurony na
pexaduIuTHpajy BAaCTUTY MPOLJIOCT: HUCY
OJ0JbEJIM NIPUJIMLIM 18 XPBATCKOj JaBHOCTH
odjacHe KaKko Cy XpBaTCKU KOHLEHTPaLHOHU
JIOTOPH 3a BpUjeMe Ipyror CBjeTcKor paTa
Ouny 3anpaBo HEKOH(OPMHUJU XOTEIH.
[ToHexH je oduo PyHKLU]Y Y HOBOJ

BlIal !, TOHEKH je 00jaBUO KBUTY, TOHEKH

With the collapse of multinational Yugoslavia
began the process of confiscating the Yugoslav
collective memory and its replacement by the
construct of national memory. The war simply
speeded up the process and radicalised the
measures. Today, it seems, the work has been
successfully completed: one memory has been
erased in order to establish another.

In this process, some ‘fortunates’ have acquired
the right to reclaim their ‘property’ confiscated
some fifty years previously. This generous
gesture depended on the general policy of
self-design of each former Yugoslav state
individually, on the policy of creating its own
national image. Thus, for instance, in Croatia
the right to reclaim their confiscated memory
was extended to those who lost the Second
World War, the ageing political émigrés, the
Ustashas, collaborators with the Paveli¢ regime,
the occasional guard in Croatian concentration
camps, the occasional minister in Pavelic¢’s
government. The long-lived old men acquired a
symbolic satisfaction: returning after so many
years they were able here and there to see
Ustasha symbols, here and there a street sign
with the name of Mile Budak,' here and there
the portrait of their leader Ante Paveli¢. They
were given the opportunity of rehabilitating
their own past: they could not resist the
opportunity of explaining to the Croatian

10 Minister and Croatian writer, the dedicated signatory of the
racial laws in Pavelie¢ Nazi statelet.
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npoHalao hparMeHT CBOje MPOLIOCTH U
HaJy y Be3WH IyHU [0BpaT y IPynu MIagux
XPBATCKMX HEOHALUCTA. 3alITO Cy dalll TH,
a He HeKHY JpYTH Jby 1 JOOUJIY TPaBo Ha
nospat? HampocTo 3aTo jep Cy HOBOj BJ1aCTH
MOCJTY>KUJIU Kao JOOPOAOLIIN )XUBYhH
(bparMeHTH y KOHCTPyHpamwy HallhOHaIHa
namhewa. Hosa Bnact ydbp3aHo panu Ha
OU3ajHUpay HOBE XpBATCKe Ap:xase. I1o
cBeMy cynehu, nma Hamjepy oDJIMKOBaTH
XpBaTCKy Kao Ip)kaBy MPeKHUHYyTa
NOBHjeCcHa KOHTUHYUTeTa (Taj haMo3HU
MOBjeCHU KOHTUHYUTET NPEKUHYIIH CY,
BaJb/la, KOMyHUCTH 1 Cpbu). 3aTo cpery

C YeTBEPOTrOAUIIHOM (DAIUCTUUKOM
HesaBrCHOM Ap>KaBOM XPBaTCKOM [IPKU
MPUPOLHU]OM Of yTOTOAUILbE CIIpere C
KOMYHUCTUYKOM JyrocaaBHjoM.

CBe y cBeMy, naHac je mamhemwe y 0d1uKky
KPXOTHHA NPOILJIOCTH, TI0OKOjer cumboa

U NoKojer cyBeHupa BpaheHo MmawuHU. 3a
pauyH MawHHe 0[1y3eTo je BehuHH, Toj K0joj
J€ KOHCTPYKT 3BaH Jyrocjasuja BpEMEHOM
II0CTa0 CBAKOJHEBHUM XHUBOTOM.

12. [laHac ce moxasyje fa Cy ce MHOre
HCTOYHOEBPOIICKe, DUBIIE KOMYHUCTHUKE,
KyJIType IIpUIIpEMaAJIE 38 BJIACTUTY CMPT,
CKymbajyhu maTepujas KoJeKTUBHA
namhema. Tako cy, Ha MpuUMjep, pycku
aJTepHAaTUBHU YMjETHHLIM Of] IPBOT 3HaKa
aroHuje MapsbHMBO MjepuiId yJc ymupyhem
MaMyTy KOMyHHU3Ma. [ljesna pyckux coll-
apTUCTA, Ha TpUMjep (COBjeTCKHU MOJTUTUUKH
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public that the Croatian concentration camps
during the Second World War were actually not
particularly comfortable hotels. Some of them
acquired a function in the new government,
some published a book, some found a fragment
of their past and the hope of its complete
restoration in a group of young Croatian neo-
Nazis. Why was it they, and not some others,
who were given the right to the return of their
property? Simply because they served the

new authorities as welcome living fragments

in constructing the national memory. The

new authorities are rapidly working on the
design of the new Croatian state. By all
accounts they intend to shape Croatia into a
state of interrupted historical continuity (that
famous historical continuity was, presumably,
interrupted by the communists and the Serbs).
Hence the connection with the four-year fascist
Independent State of Croatia is presumably felt
to be more natural than the lengthy connection
with communist Yugoslavia.

Allin all, today memory in the form of
fragments and splinters of the past, the
occasional symbol and the occasional souvenir,
has been restored to the minority. For the

sake of the minority, it has been denied to the
majority, those for whom the construct called
Yugoslavia had with time become their daily life.

12. Today it turns out that many East
European, former communist cultures had



KWY Ha carukaMa Komapa v Menamupna;
COBjeTCKA CBAKOJHEBHULA, byt, HA cliKama

Y uHcTanauujama Ume Kabakosa; jesauk
COBjETCKMX LLJIAarepa, HOBUHA U YJIULE Y
njecmama Imutpuja Ilpurosa; jesuuHo-
MEHTAJIHU CKJIONOBU [IPEY3ETH U3 COBJETCKUX
My4YKUX KaJeHgapa, WKOJICKUX YATaHKH

Y ylI0eHMKA y je3UUHUM TBOpPEeBHHaMa

JleBa PyduHIITEjHA, COBjeTCKU CTAMDEHO-
KOMYyHaJIHH KM4Y Yy MHCTaJlauujama Jlapuce
3BE3[J0UETOBE, U TAKO J1aJb€ U TAKO PELOM),
CBa Ta yMjeTHUYKA ,apXeosoruja” CoBjeTcKe
CBAaKOJHEBHULIE HECTAHKOM KOHTEKCTa
MIPOMUjEHHUIIA je CBOjy MPBOTHY (DYHKLH]Y.
OuTpH TOHOBU yMjeTHUUKE CyOBEp3Uje
IOOUJIM CYy faHaC MeKy MaTHHY HOCTaJTHje.
Ipyrum pujeuruma, pasnuka usmehy
aMEPUUYKHUX [ON-apTUCTA U BUXOBE dmericane
Y DYCKMX COL-apTUCTa U BUXOBE Sovetiane
yCIIOCTaBJjba CE€ aHaC, HAKHALHO. Jep oK

ce Warholov-a Campbell jyxa v [ame Moxe
KYIIUTH y CBaKOj aMEPHUUKO] CAMOYCJIIY3H,
VMKOHE COBJETCKE CBAKUALIBHULIE UIIYE3aBajy.
PanoBu pycKMX COL-apTHCTa, XTjeNN

OHMU TO WJIU HE, ITOCTAJIU CY y PE3YJITATY
IOKYMEHTOM Hlvessie 30usbe. 3axpasmyjyhu
YIOPHY, JYTOTOJUIIBEM UCTPaKUBAKY
MUTOJIOTHjE COBJETCKE CBAKUIAIIBULIE KOJOM
Cy ce DaBUJIM COBjETCKU aJiTEPHATUBHU
YMJETHULIY, lAHAC j€ U3a ENIOXE KOj€ BULIE
HEMa 0CTa0 rOJIEM YMJETHUUKU MaTEPUjall.
3aTo je MoCBe pa3yMJbHBA JaHAllba
)KMBaxHa UHTeJIeKTyaJlHa aKTUBHOCT pyCcKe
VHTEJIMTEHLH]€ Be3aHa Y3 UCTPAKHUBABE

prepared their own death, by collecting the
material of collective memory. Thus, for
instance, from the first signs of its encroaching
end, Russian alternative artists assiduously
measured the pulse of the dying mammoth

of communism. The works of Russian ‘soc-
artists” the Soviet political kitsch in the
paintings of Komar and Melamid; the Soviet
everyday reality, ‘byt’, in the paintings and
installations of llya Kabakov; the language of
Soviet pop songs, newspapers and the street
in the poems of Dmitri Prigov; the linguistic
collocations taken from popular Soviet
almanacs, school primers and textbooks in

the creations of Lev Rubinstein; the kitsch of
Soviet communal living in the installations of
Larisa Zvezdochetova; apt-art, and so on and
so forth—with the disappearance of its context,
this whole artistic ‘archaeology’ of Soviet
daily life has changed its original function.
The sharp tones of artistic subversion have
today acquired the soft patina of nostalgia. In
other words, the difference between American
pop artists and their Americana and Russian
soc-artists and their Sovietana is being
established today, retrospectively. For while
Warhol's Campbell soup may still be bought
today in every American supermarket, the
icons of Soviet daily life are disappearing.
Whether they like it or not, the works of
Russian soc- artists have consequently become
the document of a vanished reality. Thanks

to the assiduous, lengthy investigation of the
mythology of Soviet daily life with which
Soviet alternative artists were concerned, today
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KOJIeKTUBHA Namhewa. UHTemureHuuja

— uno3odu, KyJATYyPOI03H, COLIMOTIO3H,
aHTPOIMOJI031 — DaBM Ce JaHaC UCTPa’KUBAHEM
Pa3HOJIMKUX CJI0j€Ba ,COBJETCKOra” KyJITypPHOT
namhemwa, He 1udehu ce npuTom (1 He
cTupehu ce) uctpakuBamba MexaHusama
KOJIEKTUBHE U OHE 0CODHE HOoCTaTHje.®

Ciuka je, Jakako, HEMOTIyHa U HUCY CBU
CJ10jeBU KOJIEKTHBHA Namhemwa jegHako
IOTakHyTH. [IoroTOBO HE OHU AENUKATHU]U:
CTa’BUHUCTHUUKY JIOTOPH, aJId U AYTOT O UL U
CY’>KMBOT Y MYJITHHAIIMOHAJIHO] U
MYJITHETHUYKO]j 3ajeAHULIM KaKBa je dua
Cosjercku CaBes.

13. To 1wTo MOTHYE HOCTANITH]Y, Taj ydoT
HejacHa ocjehama, jeJHaKo je CI0XKeHO

Kao ¥ Tonorpacduja Hauer namhemwa. bauu
Kao ¥ MEXAaHU3MHU CHA, IIje OHUPHUUKH
OOOUp C KaKBUM De3HauajHUM U
De3assieHUM NpeJMeTOM MOXE H3a3BaTH
IIOCBE HENIPUM]EPEHY EMOLIU]Y, TAKO CY U
MeXaHU3MU HOCTaJITHje HellpeBULJbUBY

U TELKO YUT/bUBU. HocTanruja He

MO JIMjeKe KOHTPOJIY, OHa je CyDBep3HBHa
IjenaTHOCT Haluer mosra. Hocrarnuja panu
C (hpparMeHTHMa, MUPUCUMA, I0IUPOM,
3ByKOM, MEJIOIUjOoM, DOjOM, BE3HHO je 1oJbe

6 Svetlana Boym'y kwwn3n Common Places: Mythologies of Everyday
life in Russia (Harvard University Press, Cambridge, 1994)
3aBpLUABA CBOjE UCTPaXXWUBAtbE COBjETCKE CBAKUAALbHLE
oncepeaunjom: M Tako TO MAE: HETKO KETH U3NHjeUnTH
HOCTaNTUjy KPO3 XUCTOPH]jy, anu 3aBpLIaBa xMcTopusnpajyhu
BNIACTUTY HOCTANTHjy".

/8

the epoch which is no more has left a vast array
of artistic material. That is why the present
lively intellectual activity of the Russian
intelligentsia connected with investigating
collective memory is readily understood. The
intelligentsia—philosophers, cultural historians,
sociologists, anthropologists — are all today
concerned with investigating the various layers
of ‘Soviet’ cultural memory, not avoiding and
not ashamed) to investigate the mechanisms of
collective and personal nostalgia."

The picture is, of course, incomplete and not
all layers of collective memory are touched
on equally. Particularly not the more delicate
of them: Stalinist camps, but also the many
years of shared life in the multinational and
multiethnic community that was the Soviet
Union.

13. What stimulates nostalgia, that prick

of indistinct emotion, is just as complex as
the topography of our memory. Just like

the mechanism of dream, where the oneiric
encounter with an insignificant and harmless
object can provoke a quite disproportionate
emotion, so are the mechanisms of nostalgia

11 In her book Common Places: Mythologies of Everyday Life in
Russia (Harvard University Press, Cambridge, 1994 Svetlana
Boym ends her investigation of Soviet everyday life with the
observation: ‘And so it goes: one wishes to cure nostalgia
through history, but ends up simply historicising one’s own
nostalgia.’



OJCYTHOCT, OHa je KallpPULIM03HU KOPEKTOop
npunaroamsreor namhemwa. Ctpareruje
Hhe31Ha [jesoBama Cy MoJMYyKJIOCT,
XUPOBUTOCT, CyOBEp3Uja, U3HEHAJHOCT,

LIOK U 3a4yAHOCT. HocTanruja He no3Haje
XHUjepapxujy BpUjELHOCTH, ,MaTepujan’ C
KOjUM DapaTa He [Ujesu Ha 1odap U Jol,
MIPUXBAT/bUB U HEIIPUXBAT/bUB, BaXKaH U
HeBajkaH, laMeTaH U IyI, fanavye KakBa
,TJYTIOCT" YeCTO je he3uH OMUJbeHU u3dop.’
[Tosbe we3nHa jesioBama Cy MoLCBUjeCT,
KeMHuja Mo3ra, paj Cpua, he3nHU MeXaHU3MHU
YeCcTo Cy DJIUCKU (DEHOMEHY KOju
HEYPOJIOTHjU 30By PEHOMEHOM ,(aHTOMCKOT

”

yna’.

YrpaBo 300r HeyXBaT/bUBE IPUPOJIE
HOCTaJIrHje, BIaCTH HOBUX JipXKaBa

duslle Jyrocnasuje UCKOBae Cy TEPMUH
JyrOHOCTa/Iruja u fajle My HEJBOCMUCJIEHO
3Hauewe. TepMUH jyroHoCTaaruyap Ciayxu 3a
MOMUTUUKY U MOPaJIHY JUCKBaTUPUKALH]yY,
JyroHOCTaru4ap je CyMmbUB YOBjEK,
,HApOIHU HempujaTtes’, ,u3pajuua”’, ocoda

7 Y jeaHom TpeHyTKy Buna cam 3aMuCanNa NPojeKT Aa Cakynum
+MEHTanHe CyBeHMpe" U3 )HUBOTa y OUBLLOj Jyrocnasuju u
3aMo/Wna npujatesbe M 3HaHLe Aa cyajenyjy. bes ob3upa
Ha COLUMjanHe, KyNTypHe, reHepaumnjcke, rpynHe pasauke
3aHMMaJ0 Me MOXE 11 Ce O PEANTH 3aje AHUUKM KOPMYC
acdexTuBHMX Tonoca y namhewy. Hesennku ,matepujan” koju
cam cKynunajokasyje a je TakBo UCTpaxuBake moryhe.
Mpeapar [ojunHosuh, NjecHUK W €CEJUCT, NPUNOKHO je
CBOj ,CyBeHHp”, onuc omoTa ,byue”. ,byuo” je o manu
UETBPTACTH TOM/BEHU CUP C AHTUMATUUHUM NOpTpeToM Aedena
fjevyaka Ha omoTy. [letasb yKasyje He Camo Ha XMPOBHUTOCT
HOCTANTMje Hero v Ha Ee3UHY ,HENPEBOAMBOCT" Ha Apyre
KYNType, APYTUM PUjEUMMA, Ha EKCKTY3UBHOCT KONEKTUBHA
namhemwa, Ha anconyTHu copyright.

unpredictable and hard to read. Nostalgia is
not subject to control, it is a subversive activity
of our brain. Nostalgia works with fragments,
scents, touch, sound, melody, colour, its
territory is absence, it is the capricious
corrective to adaptable memory. The strategies
of its activity are deceit, capriciousness,
subversion, suddenness, shock and surprise.
Nostalgia knows no hierarchy of values, the
‘material’ it deals with is not divided into good
and bad, acceptable and unacceptable, clever
and stupid; on the contrary some ‘silliness’

is often its favourite choice.'? The field of its
activity is the unconscious, the chemistry

of the brain, the workings of the heart, its
mechanisms are often close to the phenomenon
which neurologists call the ‘phantom limb’.

Precisely because of the elusive nature of
nostalgia the authorities in the new states

of former Yugoslavia have coined the term
Yugo-nostalgia and given it an unambiguous
meaning. The term Yugo-nostalgic is used

12 Atone time | had imagined a project of collecting ‘mental
souvenirs’ of life in former Yugoslavia and asked my friends
and acquaintances to participate. Regardless of social,
cultural, generational, group differences | was interested in
knowing whether it was possible to identify a common corpus
of emotional topoi in our memory. The meagre ‘material’
| collected proves that such research is possible. Predrag
Dojcinovi¢, a poet and essayist who lives in Amsterdam exile,
contributed his ‘souvenir’, a description of the wrapping of
a 'Bocci’ cheese. This was a little square of processed cheese
with a hideous portrait of a fat boy on the wrapping. This
detail suggests not only the capriciousness of nostalgia but
also its ‘untranslatability’ into other cultures, in other words
the exclusivity of collective memory, its absolute copyright.
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KOja »KaJju 3a mponatrhy Jyrocnasuje (naxie
3a nponaurhy KOMyHH3Ma, a KOMyHH3aM je
,Cpbo-DospiIeBHM3aM”!), jyroHocTanruuap

je Henpujaresb gemokpauuje. Tepmun
,JYTOHOCTaNrKja” npunaga HoBoj, paTHOJ
TEPMUHOJIOTHjH.

14. Xohe nu jenHora faHa HoCTaldruja
YCIIjJETH apTUKYJIIUPATH CBOj IPESMET

Y OAPELUTHU CBOj TEPUTOPH]) TEILKO je
npeABULljeTH. JeJHAKO je YITUTHO [1a I TakBO
LITO, HOCTAJITK]ja, Yy OBOM TPEHYTKY [IOCTOjH

Y aKo [1I0CTOjH, KaKkBe je kBanurere. [Tocse

je moryhe ma je paT ZOKpajuyro KOJEKTUBHO
jyro-namhete, ocTaBUBIIM 38 CODOM TeK
KeJsby 3a 1ITo OpkuM 3abopaBoM. be3umene
jyrocnaBeHcke u3djersivue pazacyTe o CBUM
3eMJbaMa M KOHTUHEHTUMaA CBUjeTa TIOHUjeJIe
CYy y CBOM M3DjerIMUKOM 3aB€XKJbajy HUKOM
noTpedbHe, dbecMuUCeHe CyBeHupe (CTHUX,
tortorpadujy, cInKy, IpU30P, MO H]Y,
TOH, pUjey...). Y UCTOM 3aBe’xJbajy namhemwa
KOMellajy ce pparMeHTH mpoliie 30usme, Koju
ce BUIlIe HUKafla Hehe cacTaBUTH Y jeJHO, U
NIpU30pHU paTHUX yKaca. CBe Te pasiOMJbEHE
(bparmeHTe HUXOBU BJIACHULU TEIIKO Aa he
Mohu nKoMe TpeHujeTH, BpeMeHoM he ce

CBE 3aMeT/baTH y UYBOP HEMPEBOJUBE, TPajHE,
BesrnacHe myke. Ty, ak, KOju Cy oCTajau
cauyBaJIM KpOB HaJ IJ1aBOM NpUIarogur he
ce Opxe, HAyYUTH pUjeur HOBOTa BpeMeHa U
3aDOpaBUTH CTape.
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as political and moral disqualification, the
Yugo-nostalgic is a suspicious person, a ‘public
enemy’, a ‘traitor’, a person who regrets the
collapse of Yugoslavia, a Yugo-nostalgic is the
enemy of democracy. The term ‘Yugo-nostalgia’
belongs to the new terminology of war.

14. Whether nostalgia will one day succeed
in articulating its object and determining its
space is hard to predict. It is equally debatable
whether such a thing, nostalgia, exists at

this moment and if it does what its nature is.
It is perfectly possible that the war has put

an end to collective Yugo-memory, leaving
behind only the desire for as speedy as possible
oblivion.

Nameless ex-Yugoslav refugees scattered

over all the countries and continents of the
world have taken with them in their refugee
bundles senseless souvenirs which nobody
needs /a line of verse, an image, a scene, a
tune, a tone, a word .../. In the same bundle of
memory jostle fragments of past reality, which
can never be put back together, and scenes

of war horrors. It is hard for their owners to
communicate all these shattered fragments to
anyone, and with time they wrap themselves
into a knot of untranslatable, enduring,
soundless distress. Those who stayed and
preserved a roof over their heads will adapt
more quickly, will learn the words of the new
times and forget the old.



KoHducuupaHo cjehamwe noxata ce xao
VHBAJIUHO THJEJIO KOj€ IOBPEMEHO N1aTH Off
cuHppoMma ,aHtomckor yna". Y beorpany
JBYL W UCTjepyjy jyroHocTanrujy cayumajyhu
cTape XxuToBe non-njesava Onusepa
Iparojesuha, ApceHa Jenuha v 'adu HoBak.
Y 3arpedauxum NpuUrpafckum Kpumama 3Ha
Cé NOTOOUTH [1a MPUIMIUTH JbY U Yprajy njecme
Jlene bpene, nuTajyhu ce kacHuje y jyTapwmem
MaMypIyKy ,1ITO UM je To buno”. Y Ckomnssy
ce cacTajy pasfiBojeHe 0dUTesbU U cTapu
npujaresnsy (CKoNbe je ,HajnpupopHuje”
MJjecTo cacTaHKa, TaMo Cce y TproBlUHama joul
MOT'Y KyIHUTH ,jyrOC/aBeHCKU" IIPOU3BOAY, &
3amaurhene u npaiuHe Tutose dportorpaduje
JOILLI HUCY CBYTAj€ CKUHYTE Ca 3UM0BA).

Ha xoHLepTe BojBOhaHCKOr Ion-njesada
Hopha banamesuha, kKoju cy ogpkaHu y
Jbybmanu 1 Mapubopy, IOMyTOBAIX Cy MHOTH
3arpenuanu. Y 3arpedy, beorpany, Jbydmanu
UJIerajiHo Ce MpoJajy BULEe0-Ka3eTe CTapux
»jyrocnaBeHckux” punmona. Y Cromssy,
KaXKy, Ka3era ,Jyro-xuToBa” U3 Le3NeCceTux
rofiuHa uje kao ayzna. Hak he ce u xpsarcku
npencjenauk ®pawo Tyhman, jeman o
Hajpyhrx nobopHrKa KOH(pUCKalUje jyro-
namhema, 0dpaTUTH CBOjUM CypafiHULIIMa

Confiscated memory behaves like a disabled
body which from time to time suffers from
the syndrome of the ‘phantom limb’. They say
that in Belgrade, in Serbia, people assuage
their Yugo-nostalgia by listening to old hits

of the Zagreb pop singers Arsen Dedi¢ and
Gabi Novak. They say that in Zagreb suburban
taverns drunk people shout songs of Lepa
Brena,” wondering later in their morning
hangover ‘what came over them'. They say
that divided families and old friends meet

in Skopje, in Macedonia (Skopje is the ‘most
natural’ meeting place, there ‘Yugoslav’
products can be bought in the shops, and
dusty, greasy photographs of Tito have not
entirely disappeared from the walls). They

say that when the Vojvodina-born pop singer
Djordje BalaSevic¢ held a concert in Ljubljana,
many people from Zagreb travelled there,

and also many from Belgrade. They say that

in Zagreb, Belgrade, Ljubljana videocassettes
of old ‘Yugoslav’ films are sold illegally. In
Skopje, they say, a cassette of ‘Yugo-hits’ from
the sixties is selling like hot cakes. Even the
Croatian President, Franjo Tudjman, one of the
fiercest proponents of the confiscation of Yugo-
memory, in a speech at a moment of joyful
excitement because of the ‘great Croatian
military victory’ in Krajina (or the expulsion

13 Lepa Brena, an unusually popular singer of ‘newly composed
traditional’ songs. The last ‘adrenalin’ unifying cultural topos
of the nations and nationalities of Yugoslavia. Up until the
last moment, she declared herself a Yugoslay. Today, Lepa
Brena, a Muslim by nationality, in order to save the remnants
of her market, declares herself a Serb.
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,CPOO-KOMYHUCTHUKUM" TUTYJINPabEM
,Opyrosn”.8

A kapn cmo Beh xoj KoHdUCKaTopa,
criomeHUMO ¥ CriodomaHa Munomesuha,
NpBOTr ,Mrpavya’ y JyrociaBeHCcKOj UTpU
YHULITEeHA. YKpaBLIU UMe Jyrocnasuje

u HapjeHyBlx ra Cpduju u LipHoj ['opy,
jeoHOCTaBHOM MAaHHUIyJIaLHjOM UMEHA,
naxiye, Munowesuh je KoHbUCTHUPAO
CUMDOJIMUYKM TEPEH MOTYher 3aje i HUIITBA,
Taxo W jyroHocranruje. OduuaH, npernaallesu
rpahanuH duslle Jyrocnaasuje Npu
odjalimaBamy HajjeflHOCTABHU]UX CTBApH
yrnanay Mpexy noHwxasajyhux gycHora.

Ila, jyrocnaBeHCKH, alli OHaj OUBIIH
jyrocnaBeHCcKkH, He oBaj Musnowesrnhes
jyrocnaBeHckH... [la, HOCTaAruja, MoXJja Ce TO
TaKo 30Be, ajlH, 3HaTe, He 3a Musnouesnhesom
HEro 33 OHOM... DUBIIOM JyTroc/iaBUjoM... 3a
OuBLIOM KOMyHHUCTHUKOM Jyrocnasujom?! He,
He 3a AP’KaBOM, He 38 KOMyHU3MOM... Hero 3a
yum?! Tewko je, 3HaTe, 00jaCHUTH... 3ap OHA
3a mjeBaveM, 3a Hophem banawesnhem?! Ja,
3a mjeBaueM... Asnu Taj Baw banamesuh je
CpduH, 3ap He?!

8  ®unamcku pexucep Keaumup KUTHUK y JOKYMEHTapHOM
bunmy Mapwan Tuiio, gpyiu iy mehy Cpduma Hanpasuo
je HeoDMUHO 3aHMMJIBKB TECT KONEKTHBHA Mamhetba. Y3eo je
raymua koju usnuku Heobuuro noacjeha Ha Tuta, opjeHyo
ray mapuancky yHudopmy u nyctuo ga npowehe yauuama
Beorpasa. MaKko cy cBM nponasHWLMW 3HaW 1a Ce paju o
cyporaTy, MHOTH Cy 0/ tbHX, 3aDopaBuBLIM Ce, Pa3roBapau ca
CyporaTom Kao ca camum TUTom.
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of the Serbs who lived there) accidentally used
a Serbism, the Serbian version of the verb ‘to
organise’!™

And, as we are discussing confiscators, let us
mention also Slobodan MiloSevi¢, the first
‘player’ in the Yugoslav game of destruction.
Stealing the name of Yugoslavia and applying
it to Serbia and Montenegro, by simply
manipulating the name, in other words,
MiloSevi¢ confiscated the symbolic territory
of possible community, therefore also of
Yugo-nostalgia. The ordinary, fearful citizen
of former Yugoslavia, when trying to explain
the simplest things, gets entangled in a net of
humiliating footnotes. Yes, Yugoslavia, but
the former Yugoslavia, not this Yugoslavia

of MiloSevic ‘s ... Yes, nostalgia, perhaps

you could call it that, but, you see, not for
Milosevi¢, but for that . . . former Yugoslavia
... For the former communist Yugoslavia?! No,
not for the state, not for communism ... For
what, then? It’s hard to explain, you see ... Do
you mean for that singer, for Djordje Balasevic,
then?! Yes, for the singer ... But that Balasevi¢
of yours is a Serb, isn't he?!

14 The film director Zelimir Zilnik conducted an unusually
interesting test of collective memory in his documentary film
Marshal Tito Among the Serbs Again. He took an actor with a
remarkable physical resemblance to Tito, dressed himin a
marshal’s uniform and let him walk through the streets of
Belgrade. Although all the passers-by knew that he was a sur-
rogate, nevertheless, many of them, forgetting themselves,
spoke with the surrogate as though he were Tito himself.



15. Jugoslaviana (Ha30BUMO TaKo
MUTOJIOTH]Y CBAKULALIBET )KUBOTA) KOJY

Cy nefeceTak roguHa rpaguian U Aujenunu
rpahanu duslie Jyrocnasuje — olpTaBa faHac
cBoje obpuce y 3paky. Kajia ux cinyuaj HaHece
jenHe Ha pyTe, by U C [Ba )KUBOTa U jeTHOM
drorpacdujom HajeAHOM OTKPUBA]jy Lpax
KOJIeKTHBHA cjehawa. MHOTH Ccy 3anameHu
HaJ Cr03HajoM fia je ,CBe TO” MOCTOjasio !
caMo TaKo HecTaslo, ja, eTo, HUCY yCIIjenu

HY 3aMujeTUTH. [loHekrMa najia Ha mameT
Ila Cé UCTOYHOWEMAUKH ,TpadaHT” Hanasu

y My3ejy, a jyrocyiiaBeHcku je ,cbuho”, rie,
WII4Ye3a0 U HUTKO Ce HU]je AOCjeTHO [1a ra
cTaBu y Mysej. Y kaxas yornhe mysej!? Jep
TKO he y HOBUM HallMOHAJHUM I p)KaBama
3ay3eTUM OMJIZalkeM BJIaCTUTa HaLlMOHATHOT
era OUTH BoJbaH a npey3me ,Tyhe” ogdbaueHo
cmehe, negeceTorofullite ,,jyrocjiaBeHcko”
KyJATYpHO cjehamwe? Yak U fa ra npeysme, TKO
he ra gaHac y nocBe U3MHUjeHEHUM KOJOBUMA
3HATH NMPAaBUJIHO ouuTaTH? Jep cjehame ce
cactoju oz 6e3dpoj HempeBOJUBUX CTBAPU
Koje 3axTujeBajy 0e30poj nmojattasajyhux
(ycHoTa, a ¥ nopex PycHoTa, TKO he 3ampaBo
pasyMmjeTH HellTo LITO Ce UCIPENJeno,
3apacsio ¥ 3aXKUBjesIo y NefeceTOrofAuILIBbU
3ajemHUYKM XKUBOT? Jep Tko he ce, onucTa,
MPUXBAaTUTH apTHUKYJalKje niyese
KyJTYPHE CBaKOJHeBHUlle (BULIeBa, TPeMETa,
TEJIEBU3WjCKUX CEpUjalia, HOBUHA, [0~
MY3HKE, je3uKa, XyMopa, THUX HajTOIIUjHUX
onhux Mjecrta konekTrBHa namhemwa) u
YJIOKUTH HATOP Aa je bapeM IjeIOMUYHO

15. Yugoslaviana—the mythology of everyday
life which the citizens of former Yugoslavia
built and shared for fifty years—is today
sketching its outlines in the air. When chance
brings them together—ex-Yugoslays suddenly
discover the charm of collet rive memory.
Many are astonished at the realisation that ‘all
that’ existed and disappeared ‘just like that’
without their even noticing. It occurs to some
of them that the East German ‘Trabant’ is now
a museum piece, while the Yugoslav ‘Fi¢o' has
simply disappeared and it never occurred to
anyone to put it in a museum. And what kind
of museum anyway? Because where could

you find anyone, in the new national states
preoccupied with building their own national
ego, prepared to take over ‘foreign’ discarded
rubbish, fifty-year-long ‘Yugoslav’ cultural
memory? Even if he were to do it, who would be
able to read it properly today in the completely
altered codes? Because memory consists of
numerous untranslatable components which
demand numerous explanatory footnotes,

and, even with the footnotes, who would in
fact understand something that entwined,
grew together and evolved into a shared life of
fifty years? For who would, really, accept the
articulation of a vanished cultural everyday life
(jokes, objects, television series, newspapers,
pop music, language, humour, those warmest
commonplaces of collective memory) and invest
in it the effort required to ‘musealise’ it at least

15 The first car manufactured in Yugoslavia.
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»My3eanusupa’, kKaja mpaBe My3eje U cTape
bubnuoTexe nonyznjeny daakaHCKU rpodbapu
npeTBapajy y npax U Iemneo?

16. — Ogaxne cu?
— U3 Jytocnasuje.
— 3ap toctioju Waxea 3emmpa’
— He, anu ja cam utiax gowao ogange.

OBaj uuTaT aHOHMMHA ayTopa CTOjU Ha
novetky kwure [Jjeya Atinantiuge,’ 300pHUKa
eceja MIagux JbyoHd, eKc-JyrociaBeHa
usdjernux 3dor para. Kaxy na jesnx
MpoX3BOL Y 30UJby. Y IPUUHU O pacnany
JyrocnaBuje u paty uma 0e30poj KecTokruX U
3actpauyjyhux npumjepa koju notsphyjy oy
Te3y. Pujeu ATiiaHTHa, KOja ONUCYje MUT O
uiyesnyhy semsbe Kojy cy KasHUIM DOTOBH,
OykHyna je Kao metadopa 3a Jyrociasujy
kaza je dykHyo u par. Onabup AtnaHtuie

3a Mmetadopy camo notephyje onhu ocjehaj
nedHHUTUBHOCTH UIYe3Hyha.

Hamy npuuy o konekTuBHOM namhemy
BpahaMo Ha camu nouetak, Ha [luuiepona
KOjU y CBOjOj kmbU3u De oratore npuda
npuuy o njecHuky CUMOHULY, ,U3yMUTEIBY"

9 Children of Atlantis: Voices from the Former Yugoslavia, ed. Zden-
ko Lesi¢, Central European University Press, 1995.
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partially, when real museums and old libraries
are being transformed by the demented
Yugoslav gravediggers into dust and ash?

16. — Where do you come from?
— From Yugoslavia.
— Is there any such country?
— No, but that’s still where I come from.

This anonymous quotation comes from the
beginning of a book entitled Children of
Atlantis,' a collection of essays by young
people, ex-Yugoslays, refugees from the war.
It is said that language produces reality. In
the story of the disintegration of Yugoslavia
and the war there are numerous cruel and
terrifying examples that confirm this thesis.
The word ‘Atlantis’, which refers to the myth
of the disappearance of a country punished by
the gods, erupted as a metaphor for Yugoslavia
with the eruption of the war. The choice of
Atlantis as a metaphor only confirms the
general sense of its definitive disappearance.

We take our tale about collective memory back
to the very beginning, to Cicero who, in his
work ‘De Oratore’ tells the story of the poet
Simonides of Ceos, the ‘inventor’ of memory."”

16 Children of Atlantis: Voices from the Former Yugoslavia, ed.
Zdenko Laid, Central University Press, 1995.

17 1 quote Cicero's story from Frances A. Yates's book, The Art of
Memory. | am grateful to Naiad laid, for drawing my attention
to the cited example.



memopuje.'’ TIprua roBOpH fia je Tecanunjcku
nnemuh Ckomac no3sao Ha CBe4yaHu DaHKeT

y CBOjy nasnauy U njeciuka CUMOHHAA [1a
Hamulle mjecMy y yact fomahuna. Jodusiu
MOPYKY Jia ra HeTKo Tpaku, CUMOHUJ je
ycpen daHkeTa yCTao, HallyCTHO Nanady u
M3alllao Halnosbe. Y BpUjeMe bherosa usdusamwa
W3HEHa/la Ce yPyILIKOo CTPOI najsaye v ydouo
nomahuHa u rocre. Tujena cy buna tako
3rbeyeHa ja pohallu HacTpajaiux, Koju

Cy OOLIIM [a UX caxpaHe, HUCY MOTH
uneHTUULpaTH nelese. [Tpexxusjenu
Cumonug je, mehyTum, 3annaMTHoO raje je

TKO Cjeivo 3a cTosioM. [Ipuua kasyje fa cy
3axBasbyjyhu CuMoHHIy pohaly nnak Moriu
CaxpaHUTH XPTBE.

Mako oBa npuva nog pujedjy ,memopuja”
nofpasyMujeBa MHEMOTEXHUKY, y3eT hy cu
cnodony na je uCrpruyam Ha CBOj HaYMH.

[Tpnya o CumoHMAY Ka3yje HaM Jia je
pohemwy namhemwa nperxopusna Hecpeha,
ypyllaBakwe KpoBa, CMPT, HldesHyhe.
[Tprua 0 Jyrociasuju U BE3UHY pacnany
Morsa du MmetaOpHUYKU KOMHLUUPATH C
NpU30pOM DaHKeTa U CToJIa 3a KojeM cjefe
spynu. Mi3HeHagna ce ypyllasa 3aje JHUUKH
KPOB Ha/Jl IJ1IaBOM U N100Uje JbyZie 3a CTOTIOM.
[Tpexxusjenu CUMOHHUT, KOjer pohauu
Tpake Ia UIeHTU(PULNPA XKPTBE, He CTHXe

10 LuuepoHoBy npuyy uMTHpam npema kwu3u: Frances A. Yates,

The Art of Memory. Henany UBuhy 3axBasbyjem Ha TOMe WTO
MU je CKPEHYO NMaXhy Ha LUTHPAHW NpUMjep.

According to the story a nobleman of Thessaly
named Scopas invited the poet Simonides to a
banquet at his palace in order for him to write
a poem in honour of the host. Having received
a message that someone was looking for him,
Simonides got up in the middle of the banquet,
left the palace and went outside. While he

was outside the ceiling of the palace suddenly
collapsed, killing the host and his guests. Their
bodies were so crushed that the relatives of
the victims could not identify them when they
came to collect them for burial. However,
Simonides, who survived, remembered where
each one had been sitting at the table. The story
says that thanks to Simonides, the inventor

of memory, the relatives were after all able to
bury their dead.

Although in this story the word ‘memoria’
means mnemotechnique, which is one of the
five parts of Cicero’s rhetoric, I shall take the
liberty of telling it in my own way.

The story of Simonides tells us that the birth
of memory preceded the accident, the collapse
of the roof, death, disappearance. The story
of Yugoslavia and its disintegration could be
likened metaphorically to the scene of the
banquet and the table with people sitting
round it. Suddenly the shared roof over their
heads collapses, killing the people at the table.
Simonides, the survivor, asked by the relatives
to identify the victims, does not manage to do
his mnemotechnical job and relate what he
remembers, because suddenly the remaining
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00aBUTH CBOj MHEMOTEXHUUYKHU I10CA0 U
npeHujety namheme, jep ce u3HeHaza, rie,
ypyllaBajy NpeocTaiu 3uJ0oBU U youjajy
mera 1 pohake Koju cy AOLIN la caxpaHe
cBoje. HoBu cBjemouu npusopa, noroheHu
IBOCTPYKOM HecpehoM, y cTamwy Cy, LOOyILe,
UAeHTUhULIMPaTH KPTBE, alTh CaAMO OHE
KOje Cy 3alTaMTHJIU C MjecTa Ha KOjeM Cy

ce 3aTeKJIu y yacy Kafia Cy ce ypyLuan
IMPpEOCTaSIX 3UJOBH. W Taxko cBAaTKO MaMTH
CBOj€ ¥ omJaKkyje cBoje. JIpyre »xpTBe He

noctoje. O OHMMa MPBUMa J1a U HE TOBOPHMO.

[TpoutiocT Mmopa OUTH apTUKYJIUPaHa 1a Ou
nocrana — namhewem. 'pahannma dusle
JyrocnaBuje ofyseTa je BUX0Ba 3ajeJHUUKA
nefleceTorouilmba NpouiocT. Ta mpomIocT
HajBjepojaTHUje Hehe MaTh mpunrKe na

ce apTUKYyJIUpa y CKIaLHO KOJIEKTUBHO
namheme, anu he je unak dOUTHU TeLIKO
u3dpucarty jep je MpUpOJHO 3aXKUBjesa Kao
ILITO 3aKMBJbYj€ CaM CBAaKMJALIBU )KUBOT. Y
3aMjeHy 3a ony3eTo rpahaHuma je moHyheH
KOHCTPYKT HallMOHAJHOT mamhemwa, Koju cy
MHOTH OAYILEBJbEHO MPUXBATUIN MUcehu

Ila je OHO CUT'ypaH Temesb 3a 007y dyayhHOCT.

MehyTuMm, KOHCTPYKT HUjE YCBOj€EH, jep
HUje HU MOTao HU CTUTa0 OUTH, HUTH ce
NpPEeTBOPHO y KOJEKTHBHO Namhemwe, jep na
Ou ce To LOTOAMIIO, MOPajy ra, Kao CBOjY
CBaKMUAALIBULY, )KUBJETU FEHEPALIU]E.

Vi3BaHa rinesaHo YMHHU Ce 1a je TpaHCaKLHja

ycnjelHo odasbeHa. M3HyTpa, mehyTum,
HUTH je ulliTa 3ad0paB/beHO, HUTH je UILITa
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walls collapse, killing him and the relatives who
had come to bury their dead. The new witnesses
of the scene, struck by a double misfortune, are,
admittedly, in a position to identify the victims,
but only those they remember from the places
where they happened to be when the remaining
walls collapsed. And so each one remembers
and mourns his own. The other victims do not
exist. Not to mention the original ones.

The past must be articulated in order to
become ... memory. The citizens of Yugoslavia
have been deprived of their common fifty-year-
long past. That past will probably never have

a chance to be articulated into a harmonious
collective memory, but it will still be hard

to erase as it came to life naturally, just as
everyday life itself comes to life. In exchange
for what has been denied them, the citizens
are offered the construct of national memory,
which many accepted with enthusiasm,
thinking it was a firm foundation for a better
future. However, the construct has not been
adopted, because it has not had a chance to

be, nor could it have been transformed into
collective memory, because, in order for that
to happen, generations would have to live it, as
their everyday reality.

Looking from the outside it seems that the
memory transaction has been successful.
However, from the inside, nothing is ever
really forgotten nor is it really remembered.
Everything is there, present, as in Scopas’s
collapsed palace. And if we are to believe



3aucTa 3anamheHo, CBe je MPUCYTHO Kao y
3ayCcTaBJbeHy Kanpy ypyluieHe Ckonacose
nanayve. M ako je BjepoBatu YmbepTy Exy koju
Kaxe 1a ,3abopaBsbaMo He 300T ofy3suMama
Beh 300r HaromunaBawa, He C MIPOH3BOLHOM
OJCYTHOCTH HETO C YMHOXaBambeM
npucyTHocTu","! oHZa je mocBe moryhe na u
Hallla puyYa OTKJIM3U Y CYIIPOTHY CMjepy

U yMjecTo o namhemwy ocTaHe NPUYOM O
3abopaBy. My, Apyrum pjeurma, Npuyom o
3abopaBJbeHOj ATIAHTULHU TAje Cy 30UbCKU
JBYIU IOTOHYJIK y — napadosy. A Tamo, Beh
npema XaHpy, IPeocTaje caMo jeTHO MUTAE:
LITO je TO TOJIMKO pa3sby THJIO DoroBe?

Tpasar, 1996.

P.S. OBaj Texcr je cTap 26 rogrHa 1 jow
YBH]JEK j€ Henpo4uTaH. Moxza 1 3aTo
JEP je ¥ CTBApHOCT KOjy )KUBUMO OCTaJla
HENIPOMHUJEHEHOM.

Bemaua 2022.

11 Umberto Eco: An Ars Oblivionalis? Forget it!, PMLA,
1988, str. 260.

Umberto Eco who says that ‘one forgets not
by cancellation but by superimposition, not
by producing absence but by multiplying
presences’,'® then our story could easily slip
in the opposite direction and instead of being
about remembering it becomes a story about
forgetting. In other words, a story about
Atlantis where real lives and real people sink
into a parable. And there, according to the
genre, just one question is left: What was it that
so angered the gods?

April 1996

PS This text is 26 years old and still unread.
Maybe in part because the reality we are
living remains unchanged.

February 2022

18 Umberto Eco, ‘An Ars Oblivionalis? Forget it!" PMLA,
1988, p. 260.
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Aunnko Kpexo
Dinko Kreho

bpanko honwuh, jyrocnaBeHcku nucau
Branko Copi¢, Yugoslav Writer

Translated by Mark Brogan



[ | YBoxg [lpBa Bepsuja TekcTa
KOjU CIIMjeH lTaMIIaHa je y 4aComucy
CapajeBcke cBecke, y Jbeto 2014. ronuse (0poj
43—-44), youu cToTe roguiitrile honuhesa
pobema (jaBHOCT je Taj jydusej BehuHcku
odusexkusa y HapenHoj, 2015. roguHu,
Tparom cayxdeHor nogaTka o MALIYeBOM
pobennany, koju je cAm honuh onospragao).
Fberosa cibeeha nHauria nojasumia ce y
MOj0j KibHU3U eceja buo cam madagu aucay,
odjaBipeHoj 2019. y Hakanu 3arpedauke
kyhe ,Cannopd”. OBnje npunoxeHa Tpeha
BEp3Kja TEKCTA Of} OHE CE APYTE Ha IIPBU
Tnorses, pasjauKkyje KoJaMKo U pyra of MpBe:
CaMo I0 CTUJICKUM IpenHakamMa. Kaxem

Ha [pBU MOIJIe, jep, IpemMja ce TeKCT y
KJbyYHUM UMaHEHTHHM aclekTuma — hopma,
CTPYKTypa, CTUJI, apTyMeHTal ja, TOH — HUje
BuTHO yznamuo of npeniouka u3 2014, Ha
M3BaHTEKCTYyaJIHOM U NTapaTeKkCTyalHOM
NJIaHy y TPOTEKJINX HEKOJIMKO TOJJMHA [IOLJIO0
J€ 0o HM3a [TOMaKa KOju YyMHOTOYEMY YBjETY]y
yuTawe U nepuenuujy eceja ,bpanko honuh,
jyrociaBeHCKH nucay”. 3aTo MUCJIMM Jia je Ha
OBOME MjeCTy 3Ha4ajHO aJpeCUpaTh KOHTEKCT
U KO-TEKCT YHyTap Kojer oH 1o Tpehu nyr
13J1a3u npef nyosinKky, a Koju yTjede Ha beroso

[ | Introduction The first

version of the following text was published

in the magazine Sarajevske sveske (Sarajevo
notebooks) in the summer of 2014 (nr.
43—44), on the eve of the hundredth
anniversary of Copi¢’s birth (this jubilee was
mostly commemorated by the public in the
following year of 2015 using a piece of official
information about the writer’s birthday, which
Copi¢ himself refuted). The next version

of this text appeared in my book of essays

Bio sam mladi pisac (I was a young writer),
published in 2019 as an edition by the Zagreb-
based publishing house “Sandorf”. The third
version enclosed here on first appearances
differs as much from the second as the second
does from the first: only in terms of stylistic
modifications. I say on first appearances,
because although the text in its key and
immanent aspects — form, structure, style,
arguments, tonality — has not significantly
deviated from the original of 2014, on the
‘extra’-textual and paratextual levels there
have been in the past few years a series of
shifts which in many ways shape the reading
and perception of the essay “Branko Copic,
Yugoslavian writer”. That is the reason why
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pasyMujeBame U IOTEHLHjaHu ofjex y 2022.
rofiMHM (je3nBo je Beh ¥ HanucaTH Ty dPojKy).

Y NpoTexkauX MeT-1IecT roguHa, UMarnHapuj
couMjanucTUuKe Jyrociasuje UUPKyInpa

y JaBHOCTH C TOCBE HOBUM entlanomM. HOB,
napTH3aHU U NapTU3aHKe, NapTU3aHCKU
CIIOMEHHULIU, MHAYCTPHUjCKa U3Tpajiha, a
OHJIa U jyrocjiaBeHCKa CBaKOJAHEBHULIA,
(burypupajy kao HausrieJ HeMCLPITHO BPeJIo
MOTHBA 33 WIYCTPaLXjy WaJluLa, Majulla u
LIEKEpa; YIIOPeo C TUM, cara 0 yCIIOHY U Tafy
jyrocouujajusma HULITA Make U3LalIHO
XPaHU YMjETHUYKE [IPOJEKTE, 3HAHCTBEHA
UCTpaXKHMBaka U akajeMcKe pafose, na

Y ecTpajHe CIIeKTakJIe. JyrocaaBeHCKU
revival He oyTyjeMo MojaBU UCTUHCKH
MPOjyrociIaBeHCKUX MOMUTUUKUX CHara:
HaNpoTUB, MOXKEMO pehu fa je ynpaso
OJCYCTBO TAKBUX MOJMTHKA OHO LITO ra
yuHU Moryhum. Takohep, ako cy npse
BaJIOBE MOMNYyJapHe ,jyroHocTanruje” kpajem
IeBefeceTUX U MOYeTKOM HYJITHUX FOfIMHA U
MIPOU3BOLMJIE U KOH3YMHUpaJie TPBEHCTBEHO
reHepauuje boomer-a — by U KOjU Ty 3€ MJbY
I00pOo MamTe U KOjHU Cy HheHY CTBAPHOCT
CBaKOJHEBHO ’KMBjeJIM — HOBE TPEHJIOBE
,JyroecKkIIoarauuje” HoCe NPBEHCTBEHO
muneHujanuy, pohern y cympak COPJ ninu
Beh HakoH we. [lITaBulle, MUIEHUjAJICKe
regepauuje (kojuma 1 cam npunagam)
TOTOBO fla CY U3H]je[pujie HEKU HOBU TUII HOBE
LLpBeHe dyp:koasuje”, koja ce penpoayuupa
Kpo3 dheTHL jyrocounjasucTuuKor
MMaruHapuja, a Ha CUMOOIMYKOM KanuTaty
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I think it is important here to address the
context and co-text in which this text makes a
third public appearance, and which influences
how it is understood and its potential
reverberations in 2022 (it is scary to be writing
this number already).

In the past five or six years, the imaginary

of socialist Yugoslavia has been circulating
amongst the public with a completely renewed
elan. The NOB, partisans and monuments

to partisans, industrial buildings, and then
Yugoslavian everyday life, figure as seemingly
inexhaustible and burning motives for the
illustrations on cups, t-shirts and cloth bags;
at the same time, the saga of the rise and

fall of Yugo-socialism generously feeds art
projects, scientific research and academic
works, and even also the spectacles of show
business. We don't owe the Yugoslav revival to
the emergence of truly pro-Yugoslav political
forces: on the contrary, we can claim that

it is precisely the absence of such politics
which makes this revival possible. Also, if the
first waves of popular “Yugo-nostalgia” were
produced and consumed primarily by the
generations of the boomers — those people who
best remember that country and who were a
part of its everyday reality — the new trends
of “Yugo-exploitation” are borne primarily by
the millennials, born in the twilight period

of the SFRY or just after it. Moreover, the
millennial generations (to which I myself
belong) have almost spawned a new type of
“red bourgeoisie”, which is reproduced through



jyrociaBeHCKMX ¥ NapTU3aHCKUX Mpefaka.
OBa kJiaca Hema MOJUTHUYKY MOh, HO UMa
pactyhu yTjeuaj Ha KyJITypy, YMjeTHOCT,
LIMBUJIHY CEKTOP, N1 ¥ HEBEJIMK ajiv BUJIJbUB
IV0 Me[IUjCKe CLieHe (TeHepaJu3upam y3
CBUJECT 0 pa3anKama Koje mocToje uamehy
jyrociaBeHCKMX 3€Masba U CpefiuHA: YHHU
MM Ce [1a je CIIOMEHYTH Npollec U3 HU3a
pasJjora HajBULJbUBUJU Y XPBATCKO]).
Tpxuiure je, kako To Beh duBa, npenosHano
NOTPaXkiby — U IPYLITBEHE MPEXKE LIBjETAjy O[]
napTU3aHIITHHE Kao fa je 1945.

Cse TO, HapaBHO, HE 3HAYM Ja CE BjepOjaTHO
HajIIoNyJIapHUjer nucua Apyre Jyrociasuje
Bpanka honuha Bullie Uy MOMHUje YUTa y
OJIHOCY Ha BpHjeMe O[] IpHje MeT UK JeCeT
roguHa. [1a unax, CUMOOIMUKO MjecTo Koje
honuhy no nHepuuju npunazga caj kan

je jyrociiaBeHCTBO y KyJTYypH TIOHOBO in'
WIaK je MOHEeLITO Jpyravyyrje: oH ce Mmehy
pacTyhuM gHjesiom KyJaTYPHOT 10Jba caj
npenosHaje kao ,Hau". [Tputom, honnhes
je ciyuaj ceuuduvaH yTOJTUKO LITO

1 TIOMOAHOCT jyroCcouMjanucTHYKUX TEMA NPUTOM HHje
OrpaHnuyeHa Ha KyNTypHhadyKo-yMjeTHUUKO-aKTHBUCTHUKY
/bEBULY O KOjOj N1LeM. [loBO/LHO je Mano npokonatu You-
fube-oM C jeiHe, Te PELLEHTHOM KtbMMKEBHOM MPOAYKLHUjOM
HalWX 3emasba, C Apyre cTpaHe, na Aa bucmo ce ysjepunu
[a jey npoTeKNoj AeLeHNjH 3aHWMatbe 3a COUUjannCTUUKY
Jyrocnasujy BpTOrNaBo eCkanupano — 04 KOHCMUPONOLIKe
oncecuje cnyxdama, THATOBUM MAEHTUTETOM UK
napanonMTUYKWM HHTPUrama, Hagasbe. To 3aHUMarbe
MOXXEMO MPOMAaTPaTH y KOHTEKCTY rodanHor ,0TkasuBata
dyayhHoctu” (Franco Bifo Berardi), ycaujen Koje HUCMO
CNOCOOHM M3BECTH KYNTYPY M NoNUTHKY U3 20. cTobeha, anu u
Hawe fomahe, HenpepaheHe u TpaHcreHepauujcke Tpayme.

the fetish of the Yugo-socialist imaginary, and
based on the symbolic capital of Yugoslav and
partisan ancestors. This class has no political
power but does have a growing influence on
culture, art, the civil society, and even on

a small but visible part of the media (I am
generalising here with a full consciousness of
the differences that exist between the Yugoslav
countries and mileux: it seems to me that the
above process is for a number of reasons most
visible in Croatia). The market, as is already
happening, has recognised this demand — and
the social networks are bursting with partisan
paraphernalia as if it is 1945.

All this, of course, does not mean that probably
the most popular writer of the Second
Yugoslavia, Branko Copi¢, is being read more
or less than five or ten years ago. Nevertheless,
the symbolic place which Copi¢ by inertia
occupies now that Yugoslavism is once again in
in culture is yet somewhat different to earlier:
he is now recognised amongst the growing

1 The fashionability of the Yugo-socialist topic is not thereby
limited to the cultural-artistic-activist left which I am writing
about here. One just has to dig around Youtube on the one
hand, and the recent literary production of our country on the
other, in order to assure oneself that in the past decade inter-
est in socialist Yugoslavia has escalated to dizzying heights
— from the conspiratorial obsession with the intelligent agen-
cies, the identity of Tito and with his parapolitical intrigues,
and so on. We can look at this interest in the context of the
global phenomenon of the “slow cancellation of the future”
(Franco Bifo Berardi), the consequence of which is that we are
unable to take the cultural policies and politics out of the 20th
Century, and also cannot deal with our local, unprocessed and
transgenerational traumas.

91



MOJMIUTUYKO NTpero3HaBambe KOHBEpryupa
ca OHUM OCODHUM, Na U UHTUMHUM: 4aK U
Moje BpLIbaKHbe U BPIIbALK O4PaciIu U
LIKOJIOBAHU HAa TEPUTOPHUjHUMA Ha KOjUMa

je mucall 010 CKpajHy T Kao NOJIUTHUUYKH
HernohynaH /UM eTHUUYKHY ,Tyh” y OrpOMHOM
cy ce bpojy maxap oyelliasy O kberoBo ajeso.
Axo HM1UTA, 0 Jexcesy kyhuyy. lTaBule,
ycynuo dux ce pehu fa He OCTOjU KHUTa 0KO
4Hje je IUTEPAPHE U KYJITYPHE BPUJELHOCTH
(hopMHpaH Tako YBPCT MehyreHepanujcku
KOHCEH3YC Kao LITO je TO cJiyyaj c DacHOM 0
Jexxypxu Jexuhy. Kako npumjehyje Henap
Bennukosuh?, meHo cBojenodHo n3baunBamwe
U3 IIKOJICKE JIEKTUPe Yy XpBaTCKOj M3a3Baso

je xkeurhe v bpojHUje peakUrje U ocyne
TaMOILIKbE jaBHOCTH HErOJIM U3TOH JleceTaka
(yry1aBHOM CPIICKMX) ITACaLa HE CaMO U3
JIeKTUpa Hero ¥ U3 HapogHUX dudiauoTeka u
KyJTypHOr namhemwa, Kojy neueHujy paHuje.
[TvTamwe 0 NpUPOLHM TOT HECPa3Mjepa MoXxe
HaM MOMOhH [1a 0CBUjETAMMO aropuje Hallera
IaHalumwer ofHoca npema honuhy.

Y BjepojaTHO Haj3HA4YajHUjOj KPUTUYKO] (pe)
uHtepnperauuju honuhesa fjena odjaBmeHoj
nocsuje Kpaja Jyrocnasuje, INUPOKU
KOHCEeH3YC oKo Jexese kyhuye Hedojua
JoBaHoBKh cynpoTCcTaBba BULLEELeHHjCKO]
MapruHaan3aluju, na 1 HeuuTamwy ocTaTka

2 HeHnaa Benuukosuh, ,boamukaso 3Hace”, Pagno Capajeso, 25.

08.2010, https://radiosarajevo.ba/metromahala/ja-mislim/
nenad-velickovic-bodljikavo-znase/32104 (npuctyn 01. 03.
2022).
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parts of the cultural field as “ours”. At the same
time, Copi¢’s case is specific insofar as political
recognition converges with personal, and even
intimate: even my peers who grew up and
attended schools in the territories in which the
writer was marginalised for being politically
undesirable and/or ethnically “alien”, have in
enormous numbers at least come across his
work. If nothing else, then across Hedgehog's
Home. Moreover, 1 would hazard to say that
there isn’'t another book around which such a
firm intergenerational consensus has formed

in terms of literary and cultural values as has
happened with the fable of Hedgehog's Home. As
Nenad Velickovi¢ notes,? the book’s expulsion
at one time from the school reading programme
in Croatia provoked fiercer and more numerous
reactions from the public of the time than
happened with the removal of dozens of (mostly
Serbian) writers not only from school reading
but also public libraries and the cultural
memory a decade earlier. Questioning the
nature of that disproportionality can help us to
shed light on the aporia that is our relationship
today to Copic.

In probably the most important critical (re)
interpretation of Copi¢’s work published
after the end of Yugoslavia, NebojSa
Jovanovic¢ contrasts the broad consensus

2 Nenad Velickovi¢, ,Bodljikavo znase”, Radio Sarajevo, 25.
08.2010, https://radiosarajevo.ba/metromahala/ja-mislim/
nenad-velickovic-bodljikavo-znase/32104 (accessed 01. 03.
2022).



werosa njena’. Haume, JopaHoBuh mokasyje
Ia mapruHanusauuja honunha Humoumro
HUje 1oyesia C XUCTOPHUjCKOM CEeKBEHIIOM
pacnaga JyrociaaBuje, HEro 3HaHTHO

paHuje, jo C TpPUjyMEpOM MOIEPHUCTHUYKE
napagurme v 1apnypiapTUCTUYKUX
€CTeTHKA Y KIbM)KeBHOCTU: U3 eTUTUCTUUKOT
MOJIEPHHUCTHUKOT paKypca, NonyjapHu
MOAIPMEUKH KJIaCHK YMHUO ce De3HaLexHo
npeBasuheHuM, pypasHUM, KibHIKEBHO-
CTUJICKM HAaUBHUM (Kako JoBaHoBKh

penoM 1okasyje, MOTIYHO MOIPELIHO).
Jexxypka Jexxuh ocra(ja)o je nowreheH, na

1 000KaBaH Kao CEHTUMEHTAHO 000jeH
PEJIUKT LjETUICTBA — JIU YJEAHO U CBE

LITO MPUCTOjaH KBHKEBHU YKyC Tpeda of
honuha. lpyrum pujeunma, [ujeHa eHOPMHE
MOMyJIapHOCTH Jexege kyhuye y felieHnjama
Koje cy ycaujepune dro je 3abopas we3uHa
ayTopa Y BheroBa OrpOMHOT M pa3HOBPCHOT
Ijena, ajlu U jaBHOT [IjesioBama. Tako ce U
MOTIJIO JOTOOUTH Jia faHac, kaz ce honuha no
MPUIHLY UWTa Make Hero ukaja — npempia
Ce U HEroB XKUBOT U HEroB KHM)KEBHU paf

3 Nebojsa Jovanovi¢, ,'U podsvijesti, u bunaru’: Branko Copié,
postizmi, i kulturno nesvjesno Jugoslavije”, y: Borislav Mikuli¢,
Mislav Zitko, Srdan Damnjanovi¢ [ur.], Psihoanaliza i njezine
sudbine (radovi Sestog Okruglog stola Odsjeka za filozofiju),
3arpeb: ®unosodcku dpakynter Ceeyuunuwray 3arpedy,
2021. JoctynHo Ha: https://filoz.ffzg.unizg.hr/wp-content/

uploads/2021/11/Psihoanaliza-zbornik-2021.pdf (npuctyn 01.

03.2022).

around Hedgehog’'s Home to many decades of
marginalization, and even to the non-reading
of his other works.? Namely, Jovanovi¢ shows
that the marginalisation of Copi¢ in no way
began with the historical sequence of the
disintegration of Yugoslavia but much earlier,
that is with the triumph of the modernist
paradigm and l'art pour I'art aesthetic in
literature: from an elitist modernist angle,

the popular classic from Podgrmec seemed

to be hopelessly outdated, rural and naive in
terms of literary style (which Jovanovi¢ in turn
shows to be a completely wrong point of view).
Hedgehog Hedge is and was spared from this,
and even revered as a sentimental childhood
relic — and thus also was everything that a
“proper” literary taste requires from Copi¢. In
other other words, the price of the enormous
popularity of Hedgehog’s Home in the following
decades was for its author and his vast and
diverse range of works to fall into oblivion,
and also his public activities. So it happens
today that even when Copi¢ is presumably
read less than ever — although his life and
literary work has from time to time still been

3 Nebojia Jovanovi¢, ,'U podsvijesti, u bunaru’: Branko Copic¢,
postizmi, i kulturno nesvjesno Jugoslavije”, in: Borislav
Mikuli¢, Mislav Zitko, Srdan Damnjanovi¢ [ed.], Psihoanaliza
i njezine sudbine (radovi Sestog Okruglog stola Odsjeka za
filozofiju), Zagreb: Faculty of Philosophy of the University
of Zagreb, 2021. Available at: https://filoz.ffzg.unizg.hr/
wp-content/uploads/2021/11/Psihoanaliza-zbornik-2021.pdf
(accessed 01.03. 2022).
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C BpeMeHa Ha BpujeMe KpuBOTBOpe! — jeHa
werosa dacHa u3 faBHe 1948. u nasbe NpKOCU
CBUM M3a30BUMA.

Y oITPOj CyMPOTHOCTH CIIpam
»Myseannsauuje” honnha xakBa ce mpoBogx
Mehy ocTanvM U Kpo3 afopauujy Jexese
kyhuuye, JoBaHOBMhEB TEKCT UCTIOCTABIbA CIIUKY
ayTopa YMjU KIbMKEBHU pajl U rpahaHCcku
YKUBOT MOJjefHAKO KapaKTepusnpajy
NpoTypjeyja, pacuujenu u packoau. Ho

na drucmo ce yorrhe MOTJIH CYCPECTH C TUM
aCleKTUMa MUIIYEBA OMyca, a OHAd UX U
MPOMHUIIJBATH, TOTPEDHO je, TOHOBHO, UUTATH.
3ByuH DaHaJIHO, HO Y OBOM TPEHYTKY YHHU Ce
pjebum Ho Mkagna: HU oHM Koju honuha (pe)
VHTEPNPETUPA]y Y HAMOHAJIUCTUYKOM KJbY Uy,
HU OHU KOJH T'a CBOjaTajy 10 HEQ]yTOCIaBEHCKO)]
MOJIMTUYUKO] IMHUJU HE 3a[IpXKaBajy ce
MpeTjepaHo Ha HEeroBUM TEKCTOBUMA, 10K OU

4 HauWOHANWUCTHUKE pEHHTEPNpETaLHje 1
peKoHTEKCTYanM3almje ca CpncKUM Npes3HakoMm, Kako
JoBaHoBKh UAyCTpUpa, Cexy 04 CEAAMIECETUX rOAnHA
npow/nora ctosbeha, na cBe 0 PELEHTHE KibHKEeBHE
npoaykuuje. PetpoaktusHa ,cpdusaumnja” honwha npucytHa
je 'y MaCcoOBH(Mj)0j KynTypH: LOBO/BHO je MOCAYLWATH OjKanuLy
(posranuuy, kpajuwky njecmy) Ipyne ,fpmey”/ boxo u Pena
,bpanko honuh" (https://youtu.be/Co2BkSKYz5Y, npuctyn
01.03.2022), y k0joj ,CBaKO NpaBOCNaBHO AujeTe” Kao
HeM30CTaBHU WO CBOT XabuTyca 3Ha ,KkyA opnosn honuhesu
nete”. C gpyre cTpaHe, 0BOM NPUAMKOM Basba NOACJETUTH
(?) M Ha HeflaBHY akuMjy Dolwtbauke HALMOHANUCTHYKE
npoBeHWjeHuuje, Koja je rpahannHa honuha ,packpuHkana”
KA0 YETHWKA W BENMKOCPOMHA KOjH je aKTUBHO CYAjenoBao y
macakpy bowmaukux uusuna. B. ,honuh u apyrosu: ‘MowrTo je
caa kuna wehepa’, nutanu cy Tprosua boduha u 3aknanu ra”
[HenoTnucano], Cras, 02.01. 2017, pocTynHo Ha: https://arhiv.
stav.ba/copic-i-drugovi-posto-je-sad-kila-secera-pitali-su-tr-
govca-bobica-i-zaklali-ga/ (npuctyn 01. 03. 2022).
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subject to falsification? — that one of his distant
fables from 1948 continues to defy all forms of
adversity.

In sharp contrast to the “musealization” of
Copi¢ which has been carried out amongst
other things via an adoration of Hedgehog's
Home, Jovanovic's essay produces another
picture of the author in which his literary work
and civilian life are equally characteristed

by contradictions, divisions and schisms.
However, in order to encounter these aspects
of the writer’s opus, and then consider them,
it is necessary to read his work again. This
sounds a banal thing to say, but at this time
this seems to be something which is done

less than ever: neither those who reinterpret
Copi¢ in a nationalistic tone, nor those who
lay claim to him in terms of a neo-Yugoslavian
political line, do not spend too much of their

4 Nationalist reinterpretations and recontextualisations of
a Serbian kind, as Jovanovi¢ illustrates, date back to the
seventies of the last century, all the way up to recent literary
production. The retroactive “Serbianisation” of Copi¢ is also
present in mass culture: one just has to listen to the Ojkanje
(Rozgalica, a song from Krajina) of the musical group Grme¢/
Boze i Repe ,Branko Copi¢” (https://youtu.be/Co2BkSKYz5Y,
accessed 01. 03.2022), in which ,every Christian Orthodox
child” as an essential part of his habitus knows ,where the
Copi¢ eagles fly”. On the other hand, it is worth remembering
on this occasion the recent actions of the Bosniak nationalist
provenance, which “exposed” citizen Copi¢ as a chetnik and
protagonist of a Greater Serbia, and an active participant
in the massacre of Bosniak civilians. See “Copi¢ and friends:
‘How much is a kilogram of sugar now?’ they asked the trader
Bobi¢ and then slaughtered him” [unsigned], Post, 02.01.
2017, available at: https://arhiv.stav.ba/copic-i-drugovi-pos-
to-je-sad-kila-secera-pitali-su-trgovca-bobica-i-zaklali-ga/
(accessed 01.03.2022).



OHM KOjU I'a HACTOj€ I10CIaTH Ha CMETJBULITE
NIOBUJECTH Hajpaluje 3aTyKJIU U CaMy
nomucao Ha wux. OTyn je Beh ypamwamwe

y CTOTMHE U CTOTHHE CTpaHulla Koje 1oj
honuheBrM HMEHOM CaKyIsbajy MpallnHy M0
dudnuoreykum HOHAOBHUMA, Y3 OiDaLIBaAbE
sorvke Op3e HHTepIpeTaluje U CIIOHTaHe
KomopuduKaluje, CBOjeBpCHa MOIUTHYKA
recra.

Axo je To noTpedHo HaraauasaTH, 0COOHO

U najbe TBpAUM 1a je bpanko honuh

par excellence jyrocyiaBeHCKH Ucall, U
yIpaBo MU je Kao TakaB dJiM3aK U par
Mehy ocTasuM U 0 OJIUTUYKO]j INHU]HU.

[1a nnak, yurawe honrha y cBoj Berosoj
KOMIIJIEKCHOCTH oMoryhyje Ham fa fohemo
Y IO ApyTe BPCTE NOJIUTUUKE CIIO3Haje: 1a
HUCKYCHMO OHO WITO Jacques Ranciére Ha3uBa
MOJIMTUKOM KB HKEeBHOCTH. Huje pujey,
ZaKJse, O MOJUTHULU-Y-KEBHKEBHOCTH, HETO 0
creudUYHOj MOJUTULM KHBHIKEBHOT TEKCTa,
KOjH HaM je y CTay OTKPUTH U OHO LITO
IOPYTH DUCKYPCH HUCY — U TO YIIPaBo KPo3
CBOje amduBasneHluje, IPOTYPjeuHOCTH,
KpaTKe CII0jeBE, KPO3 CBOjY HECBOLUBOCT

Ha HeJJBOCMMUCJIEH U3BAHKIHH)KEBHU CTaB
unu nopyky. M Ha roj je pasunu Bpanko
honuh ucTHHCKY nHcall, Kao U UCTUHCKH
MOJIMTUYKH NHCAall, @ BjeEp0jaTHO U UCTUHCKH
JyrocouujajucTU4Ky I1call.

3aiped, 01. 03. 2022.

time reading his works, whilst those who try

to dispatch him to the rubbish dump of history
would most gladly beat the very thought of

his works to death. Hence, plunging oneself
into the hundreds and hundreds of pages
which under Copi¢’s name gather dust on
library shelves, as well as discarding the logic
of a rapid interpretation and spontaneous
commodification, constitutes a kind of political
gesture in itself.

If it is necessary to stress this, I personally still
make the claim that Branko Copic¢ is a Yugoslav
writer par excellence, and in being so is close
and dear to me, amongst other things, because
of this position. Even so, reading Copi¢ in all
his complexity enables us to come to another
type of political cognition: to experience what
Jacques Ranciere calls the politics of literature.
This does not concern, therefore, the place of
politics in literature but the specific politics

of a literary text, what it is able to reveal

to us that which other discourses can't — it

does this precisely through its ambivalence,
contradictions, short circuits, through being
irreducible to an unequivocal extra-literary
attitude or message. On this level Branko Copi¢
is a true writer, as well as a true political writer,
and probably also a true Yugoslav writer.

Zagreb, 01. 03. 2022
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I Tlpouino je Beh Tpu ¥ Mo felieHHje 0TKako
cu je bpanko honuh ogy3eo )KUBOT CKOKOM

c Tajawmwer MocTa dpaTcTBa U je AUHCTBA,
DaHawmwer bpaHkosor mocra, y beorpany.
[TpeMIa UME HOCH 10 LPYTOM KHBHIKEBHUKY,
Bpanky Papuuesnhy (y merosom
NponyXeTKy Hasnasu ce u Paguuesnhesa
ynula), peMmuHuclieniuje Ha honuha Ha
CIIOMEH MOCTa He3ayCTaBJbUBO U3DUjajy

y IpBU NaH. [Ipempa je, o ciayxdeHum
nosauuma, pohen Ha Hosy 1915, Buie
u3BOpa, ykpyuyjyhu camor honuha, xaxe
na je sanpaso poheH 1914 —y rogunu [Ipsora
CBjETCKOT para, jefHor of forahaja koju
CUMDONMUYKM 03HAUaBajy NoveTak JBafeceTor
crosseha kao crtosseha goraz HeBuheHUX
y»xxaca. Opsenoscka 1984, y kojoj je honuh
CKOHYA0, MOXKJa HUje JOHU]jesa APYILTBO
TOTaJIHe KOHTPOJIe, anu ce npunazaajyha
LOEeLEHM]a 0CaMIECETUX CBAKAKO MOXE Y3€TH
Kao Kpaj YTONKjCKe U PEBOTYIUOHAPHE
CeKBeHIle TOr UCTOT cTosbeha, 3armoueTe
OxTodapckom pesonynujom. Mehytum, naxko
ce honuhes )KUBOT CMjecTHO U3Mehy ABUjY
BPJIO ,JUCTONH)CKU” KOHOTUPaHUX FOJJUHA,
BET0B CTBapaslayky 3€HUT MIOKJIONHO Ce C
JEOHUM BEJIMKUM YTOIU]CKUM IIPOJEKTOM:
jyrocnaseHckuM couujanusmom. honuh je
noveo objaB/bUBATH 3@ BpHUjeMe PETXOLHE,
MOHapXHUCTHUUKE JyTroClIaBUje; Kao U TOMUKHU
IOPYTH, KPEATUBHO j€ EKCIIJIONUPAO0 TH]EKOM
HaponHoocnobonunauke dopde (y camom
HBEHOM CpLY, Kao daralyuku JOMUCHUK
beorpazncke bopbe); cBoje HajsHAYajHHU]e
KIbUTe HAMIKCAOo je n3aMmehy paHUX IeAeCceTux
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I Three and a half decades have passed since
Branko Copi¢ took his own life by jumping
from the then-called Bridge of Brotherhood
and Unity, today Branko's bridge in Belgrade.
Although it bears the name of another writer,
Branko Radicevi¢ (the bridge continues into
the Radicevic¢ street), reminiscing about Copi¢
on the bridge’s comes unstoppably to the

fore. Although according to official records

he was born on New Year’s Day 2015, many
sources, including Copi¢ himself, claim that
he was actually born in 2014 — in the first
year of the First World War, one of the events
which symbolically mark the beginning of

the Twentieth Century as one of the worst in
terms of unspeakable horrors. The Orwellian
1984, in which Copi¢ ended his life, maybe
hadn’t produced a society of total control

but the associated decade of the eighties

can certainly be taken to be the end of the
utopian and revolutionary sequence of the
Twentieth century, beginning with the October
Revolution. However, although Copi¢’s life
was located between two very “dystopically”
connoted years, his creative zenith coincided
with one of the great utopian projects: that

of Yugoslav socialism. Copi¢ began to be
published in the previous monarchic period of
Yugoslavia; like so many others, he exploded
creatively during the People’s Liberation
Struggle (at its very heart as the Banja Luka
correspondent for the Belgrade-based Borba);
he wrote his most important books between the
early fifties and the mid-seventies. His line of
development is by no means unique, but still



Y CDEIUHE CelaMIeCeTUX FOJUHA. Iberosa
pas3BOjHA IMHKja HUIIOUITO HUje YHUKATHA,
13 UNaK: BEeroB KbHKEBHU pajl Ha

pujeak HauYMH 0CTaje BE3aH Y3 KYJITYPHH,
OPYUTBEHU U TIOJTUTUYKH OKBUD U aMOUjEHT
couujaluCTU4Ke Jyrociasuje.

Haume, axo je uxap ocrojao jyrocjiaBeHCKH
nucal, To je buo u octao ynpaso honuh.
[TpUTOM HE MUCJIMM CAMO Ha HEBjEPOBATHY
TNIOIYJIapHOCT KOJjy Cy Iherosa Ajesia y>Krupasa
on Bapnapa no Tpurnasa, Ha UUBEHULY [1a

Cy Ta Jjesia UATaJy CBU y3pacTH, HA TUTYIY
,HaJOMUJbEHHU]ET JyrOCAaBEHCKOT UCcLa”
KOjOM Cy Ta U ME[JUjU U CTPyKa MOCJIOBUYHO
kuTuIu. Umam Ha ymy npuje ceera honuhesy

camorepLUenuujy v cydjeKTUBHO onpenjesbene:

Ha KIBW)KEBHOM U Ha U3BAHKBHIKEBHOM
NIJIaHY, OH je YBUjEK U3HOBA HACTYIa0 Kao
JyrocnaseH-koMyHHUCT. To 3a honunha,
MehyTUM, HUje 3HaYMUJIO CaMO TponarupaT
texoBuHe HapopHoocnodopunauke dopde,
3aroBapaTtv OpaTCTBO-U-jeIUHCTBO UIN
crajaTy y3 TUTOBY U TUTOUCTUYUKY MOJIUTUKY
— Hero, Takohep, ¥ OUTH De3 nake Ha je3UnKy,
0CTaTH OflaH Ufeany KpuTuke v bopde npoTuB
HemnpaBsze ¥ OHJja KaJj To dalll HAje OMOPTYHO.
Tako cy honuhy u nucame U jaBHU UCTY N
BUIIE O[] JelaHIIy T JOHU)EIX HEBOJBE YIIPABO
npej UHCTUTyLMjaMa U anlapaTuma I KaBe
KOJy je, MyLIKOM U IIEPOM, IIOMOrao CTBOPUTH.
honuheBy jyrociaBeHcKy opujeHTalujy

Ha 0/iroBapajyhu HauMH U3pakaBa U Heros
ayTOPCKHU UIUOM, KOjH je TEIIKO OLPERUTH
OPYKYH]je HETO KA0 CPIICKOXPBATCKH.

his literary work remains tied in a rare way to
the cultural, social and political framework and
ambience of socialist Yugoslavia.

Namely, if there has ever been a true Yugoslav
writer, then this was and still is Copi¢. By this
I am not only thinking about the incredible
popularity enjoyed by his works all the way
from Vardar to Triglav, nor the fact that all
ages read his works, or that he was proverbially
adorned by both the media and the profession
with the title of “the most favourite of all
Yugoslav writers”: again and again on the
literary and extra-literary levels he came
forward as a Yugoslav communist. For Copic,
however, this meant not only propagating

the achievements of the People’s Liberation
Struggle, advocating brotherhood and unity or
standing by Tito and Tito’s policies — but also
speaking his mind, staying loyal to the ideals
of criticism and the fight against injustice,
even when that was not the most convenient
thing to do. Thus, because of both his writing
and public appearances Copi¢ got more than
once into trouble with state institutions and
apparatuses which he himself had helped to
create with his rifle and pen. Copi¢’s Yugoslav
orientation is best manifested by the idiom

he used as an author, which is hard to define
other than being Serbo-Croatian. His language
is extremely inclusive, both in “horizontal”
and “vertical” terms: linguistic variants and
varieties mutually interweave in it, as also
does the register of the standard language

in general with that of various non-standard
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Iberos jesuk Kpajme je MHKIIY3UBaH, Kako
,XOPU30HTaIHO", TAKO U ,BEPTUKAJIHO": Y
wbeMy cy MehycodHo ncnpensieTeHe jesuuHe
BapUjaHTE U BAPUJETETH, aJld U PETUCTAP
CTAHIAPIHOT je3uKa yorhe ¢ perucTpom
pasHUX HeCTaHAApAHUX uguoma. ,Onpocrure
LITO MHjELIaM CPIICKU U XPBATCKH, a CIIYKUM
ce 1 DOCAaHCKOM BapujaHTOM je3nKa”, OCBPHYT
he ce jegHom npunrkom honuh Ha BIACTUTH
W3pu4aj, yCTBPAUBIIU: ,Jpara MU je cBaka
nujena pujeq’”.

Ha niaHy KibHKeBHOT CTBapasallTBa
HEeCyMIbHBO MOCTOjH HeKoMKo hornnha®.
HecyMmHBO HajIonyJapHUjU jJECT ay TOP
njena xao wro cy Jomusmwaju Huxonetmiune
Bypcaha, Maiapehe togune, unu Opnogu paHo
Jietlie ¥ BerOBU HaCTaBLM. XyMOPECKHO-
MenaHkonuyaH, Taj honuh Ha jennHCTBEH
HauMH ucnpenarhe BeJpuHY U CjeTy, HaLy U
pasouapeme; MajcTop je Mpo3HOr hparmeHTa
U enusofe (poMaH Maiapehe iogune Ha HEKUM
je MjecTuma OTy[ OTMCaH M Kao 3dupka
npunosujenaxa). OBaj NULIYEB aBaTap
Hajnakiie Oy U0 omucaTy Kao ,ajevjer”

5 bunojeToyoTBOpeHoM NUcMy bopdu NoBOAOM TeNEBHU3MjCKOT
npukasusara Apame Anuje Mcakosuha To, kojom je honuh
6no nyboko noTpeceH 1 3aMHTPUTHMpPaH, Uy KOjOj je npeno3Hao
BJIACTWUTE Mpeokynauuje npownowhy v cagawrowhy
,00caHcKor kapakasaHa”. B. duorpadcky ctyaujy o honuhy
Paposana Monosuha: Myt go mocTa, beorpaa: Cnyxdenu
rnacHuk, 2009, ctp. 104-105

6 3anotpebe osor Tekcta kopucTHo cam honuhesa CabpaHa
njena I-XVII, Capajeso: Cjetnoct—l1pocBjeta—Becenunn
Macnewa, 1980.
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idioms. “Forgive me for mixing Serbian and
Croatian, and for using the Bosnian variant

of the language”, Copi¢ in retrospect will once
say about his own means of expression: “every
beautiful word is dear to me”.*

In terms of literary creativity there are
doubtless several Copi¢s.¢ One of the most
popular of these is certainly the author of
works such as DoZivljaji Nikoletine Bursaca
(The Adventures of Nikoletina Bursac),
Magarece godine (“Donkey” Years), or Orlovi
rano lete (Eagles Fly Early) and its sequels.
Humorous and melancholic, this Copi¢ in a
unique way interweaves cheerfulness and
longing, hope and disappointment; he is
masterful with fragments of prose and the
use of episodes (hence the novel Magarece
godine has in some places been described

as a collection of stories). This writer’s
avatar would most easily be described as

the “childish” Copi¢, but this would be too
reductive; maybe it is best to describe him with
Dragan M. Jeremic¢'s definition as “a writer

5 Thiswas in an open letter to Borba on the occasion of the tele-
vision screening of the Alija Isakovi¢ drama To, which deeply
shook and intrigued Copi¢, and in which he recognised his
own preoccupation with the past and present situation of the
,Bosnian Karakazan”. See the biographical study about Copic¢u
by Radovan Popovi¢: Put do mosta, Belgrade: Sluzbeni glasnik,
2009, pp. 104-105

6 For the purposes of this text | used Copi¢'s Sabrana djela |-
XVII, Sarajevo: Svjetlost—Prosvjeta—Veselin Maslesa, 1980.



honwuha, Ho TO O1 BuIo 0fBeh penyKTHUBHO;
MoOX7a ra je Hajdbosbe omucao Jparan M.
Jepemuh ogpegHULIOM ,TTKCALl 3@ BEJTUKY
neuy’”. CiMyaH XyMOpPeCKHO-MeJIaHKOJTUYHU
perucTap 1 ToH ofipehyje ¥ mpo3Ha jena
nonyT ITponoma unwv He tiyiyj, bpon3ana
clpaxco, ajv 0Baj My T ca aMOULIMjOM Jia ce
NIOCTaBU U Pa3BUje IIKPa U KOMIJIEKCHU]jA
pOMaHEeCKHa KOHCTpyKUHja (Taj je Harop
KPUTHKA Nperno3Hana, fna je Hiup. bpoxsana
ctupaxca nodbuna HUH-oBy Harpany 3a
1958). Ha npyrom nosy nak croju honuh-
caTUpHuyap: Hajllo3HATH]U N0 Jepeliuukoj
tpuuu, Koja My je o objaBmuBamy 1950.
IOHUjesia MHOTe HeBOJbE, ajlu 3aCJly)KaH

Y 3a CjajHe IPO3HE TEKCTOBE KAO LLUTO CY
L2Jyrocnasuja des JyrocyioseHa” u ,HM3bop
npyra Coxpara”. IIpemaa honunhesa
caTUpHUYHA 1P03a CafipXkH BjepOBATHO

HEKE Of JeTKHUjUX pPeflaka UCIIUCaHUX Y
KHBW)KEBHOCTH Ha HallleM jesrky yornhe, oHa,
kao mTto npumjehyje Boja Mapjanosuh,

,Y CBOjOj efleMeHTapHOj OUTH HUKala HUje
Ouia HM HMHWYHA HU pyliniauka”s. honuh
,2HHje caTupuuap 1o Bokaluju"?, anu yceaja
caTUpy Kao CIIOHTAaHM MeJJ1j MpOoTecTa: OH
u3Bphe pyriay onopTyHHU3aM, Kapujepusam,

7 V.Dragan M. Jeremic, ,,Za ponovno Citanje Branka Copiéa”,
y: Kritika o djelu Branka Copica, Capajeso: Csjetnoct, 1987,
420-425

8 Voja Marijanovic, ,Satiri¢na proza Branka Copica”, y: Kritika o
djelu Branka Copica, 465

9 1Ibid

for big children”.” A similar humorous and
melancholic register and tone also determines
the prose in works such as Prolom (The Break-
out) or Ne tuguj, bronzana strazo (Don't be
sad the Bronze Guard), but this time with

the ambition to set up and develop a broader
and more complex novelistic construction
(this effort was recognised by critics so

that for example, Bronzana straza received
the NIN award in 1958). On the other side
stands Copi¢ the satirist: the best known
works are “Jereticka prica” (“Heretic Story”)
which got him into a lot of trouble after it
was published in 1950, but he is responsible
also for great prose works such as “Jugoslavija
bez Jugoslovena” (“Yugoslavia without
Yugoslavs”) and “Izbor druga Sokrata” (“The
Election of Comrade Socrates”). Although
Copi¢’s satirical prose contains probably
some of the most scathing lines in literature
written in our language in general, it as Voja
Marjanovi¢ notes “was in its elementary
essence never cynical or destructive.”®

Copi¢ “is not a satirist by vocation”,? but
spontaneously takes up satire as a medium of
protest; he mocks opportunism, careerism,
bureaucratic obstinacy and the abuse of

7 V.Dragan M. Jeremic, ,,Za,ponovno ¢itanje Branka Copic’a“,
in: Kritika o djelu Branka Copic¢a, Sarajevo: Svjetlost, 1987,
420-425

8 Voja Marijanovic, ,Satiricna proza Branka Copic¢a”, in: Kritika
o djelu Branka Copica, 465

9 Ibid
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YUHOBHHYKY CaMOBOJbY U 3710y110Tpedy mohu y
MOCTPEBOTYLIMOHAPHO] JyrocinaBuju, ¥ TO UUHHU
yIPaBO y UME BjepHOCTH PEBOTYLIMOHAPHUM
npuHUMNuMa. [1ocToju U jeiaH rpoTECKHU]H,
BU3apHHUjH, TOTOBO rOT0JEBCKY HACTPOjEH
honuh. Bes xeme 3a MUCTUDUKALIUjOM,
TELIKO je y TOM CMUCJy He CTIOMEHYTH HEroBy
npunosujetky Camoyduciieo, us 1971. then
NPOTarOHMUCT j€ YNHOBHUK KOjH Pa3MHUILLbA

0 HajyYMHKOBUTHUjUM HauWHMMaA [a TOYMHHU
caMoyD0jCTBO, a KaJj My Ce jaB1 MHCAo0 Jia ce
Balu c MocTa, OHa MY Ce TOJIUKO CBUIH 1A
npuje Kpaja pafiHOr BpEMEHa UCTPUU U3 ypena
y3Bukyjyhu ,¥ CaBy, y CaBy!”, y ersantupaHoj
Kypodu fa obaBu cBoj Haym. ETo camo HeKkux
on honuheBux nuTepapHUX UHKapHaLHja
(aa ce NpUTOM HUCMO HU [OTaKJIU HEroBe
noesuje UM ApamcKor nucma). IIputom,

CBE U3parkajHe TEHAEHLUje U PETUCTPHU

KOje caM Ha3HauMo CyOIIMMUPaHHU Cy Y
honuhesoj npo3Hoj 30upuu bawiia cpe3ose
0oje, u3 1970. bawiia npencTaB/ba HE CAMO
BpXyHal] kerosa paja, Hero u, ycynur hy ce
pehu, jefaH of BpXyHalia CyBpeMeHe Ipo3se

Ha jy’>KHOCJIaBeHCKMM jesnirma. [Tumyesa
yyJecHa CIOCODOHOCT KpeTamwa y jesuky YUHU
na be3 Hamopa KJIM3NMo U3mMehy perucrpa
MOeTCKe NMPOo3e, XyMOpeckKe, OTI0POT peannu3ma,
na ¥ kaKHjaHCKOr ancypaa; unak, cae
BpHUjEME 0CTaje jJaCHO Ja UUTaMO UCTY KIBUTY U
ucTora nucula. He noctoju nyHo TakBUX KHbHUTa.

II  [anac je bpanxo Rotuh 3a00pasmver nucay,.
Csoje he mjectiio, jegHola gana kag ce yKoHe
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power in post-revolutionary Yugoslavia, and
he does this exactly in the name of a fidelity
to revolutionary principles. There is one

more grotesque, bizarre, almost Gogolesquely
inclined Copi¢. Without any desire for
mystification, in this sense it is hard not to
mention his short story “Suicide” of 1971. Its
protagonist is an official who thinks about
the most effective way to commit suicide,

and when the idea occurs to him of throwing
himself off a bridge, this idea appeals to him
so much that before the end of the working
day he runs out of the office shouting “Into
the Sava, into the Sava!”, in a state of exalted
haste to carry out his plan. Above are just a
few of Copi¢’s literary incarnations (and we
haven't even touched on his poetry or dramatic
writing). At the same time, all the tendencies
of expression and registers which I have
indicated are sublimated in Copi¢’s collection
of prose Basta sljezove boje (The Marshmallow
Colour Garden) from 1970. The Garden
represents not only the pinnacle of his work,
but I will be so bold as to say the pinnacle of
contemporary prose in South Slavic languages.
The writer’s miraculous ability to move in
language causes us to effortlessly slide between
the registers of poetic prose, humorousque,
harsh realism, and even Kafkian absurdity;
however, the whole time it remains clear that
we are reading the same book and the same
writer. There aren’t many such books.



pyuiesune, 8eh Upema ce0joj KpeHoj ipyiu, Hahu
y Hosujectiiu cplicke KrouxesHocmiu. Moxga

u bocancke, 3a8UCU 0g 8EIUKOGYUHOCTIU
wpenytxa. Y Xpeatickoj bpanko hotiuh guwie
He Uoctoju. M3 tpoctipyxa, uunu ce, pasioia.
Ipsu sexcu y camom patiiy Koju je cam o cedu
amuectuuuxa wygeka akimusnoct. Jpyiu y
uurweHuyu ga je ouo Cpdun. Tpehu tiax pasoi
nexcu y uurweruyu ga Rotuh tputiaga buswioj,
Jylocragenckoj kyniaypu.t°

Osako je nucana dydbpaska Yrpewunh necetak
rofuHa HakoH honuhese cMpTH, Kaf ce
CcaMoyTpaBHHU COLiMjanin3am Beh YNHUO

Kao JajieKa [IPOLLIOCT, @ PaTOBY 3a BEr0BO
Hacnujehe ynpaso cy djecHunu. JloucTa, Halle
HallMOHAJIHEe KIbHKEeBHE XUCTopuorpaduje
HakoH 1990, ykmyuyjyhu u cpncky, honuh He
MOXKXE HE CTaBJ/baTH HA MyKe. MUCJIUM J1a TO
MIPBEHCTBEHO Oyryjemo Tpehoj cTaBLUM KOjy
Yrpewnh uctuue, Tj. HEroBoj NpPUNagHOCTH
,OMBILIO]j, JyTOCIaBEHCKOj KYyJITypu” —a
rmocedHO YMHEHUILIU fa ce Ha honunhesom
)KUBOTY U Jijeny pasdujajy CBU CTEPEOTUIIH
KPO3 KOjé JaHaC CIIOHTAaHO PUCTYIIaMO

TOj KynTypH. Ilpuje ceera MUCIUM Ha

OINTUKY KOja XXHUBOT y COLUJAJIUCTUUKUM
IpyLITBUMa CBOL Y Ha DMHAapHe OMo3uLnje:
cnyxbeHa UAeosoruja Hacy mpoT 3aTajeHe
WCTHUHE; PEXUMCKHU JbYIU (M THCLIH)
HaCynpoT JUCHLIEHATA; PEXUMCKA JIax

10 Dubravka Ugresi¢, ,Konfiskacija pamcenja”, y: Kyniypa
naxu, 3aiped: Apk3un, 1999 [1995], 248

II Today Branko Copic is a forgotten writer.
He will find his place, one day when the ruins
are cleared away, according to his blood type, in
the history of Serbian literature. Maybe also his
place in Bosnian literature, depending on their
generosity in that moment. In Croatia Branko
Copi¢ no longer exists. For three reasons so it
seems. The first is the very war itself which in
itself is an amnesic human activity. The second
in the fact that he was a Serb. The third reason
however lies in the fact that Copic¢ belongs to the
former, Yugoslav culture.®

This is what Dubravka Ugres$i¢ wrote ten
years after Copi¢’s death, when self-managing
socialism already seemed like a distant past,
and the wars over its legacy were raging.
Indeed, Copi¢ cannot but help be a source

of torment for our national literary histories
after 1990, including that of Serbia. I think we
owe this primarily to the third reason pointed
out above by Ugresi¢, that is his belonging to
“former, Yugoslav culture” — and particularly
to the fact that all the stereotypes through
which we today spontaneously approach that
culture are smashed into pieces in Copi¢’s life
and work. First of all, I am thinking about the
types of optics which reduce life in socialist
societies to binary oppositions: official ideology
as opposed to suppressed truth; regime people
(and writers) as opposed to dissidents; the lies

10 Dubravka Ugresi¢, ,Konfiskacija pamcenja®, in: Kultura lazi,
Zagreb: Arkzin, 1999 [1995], 248
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HaCyNpoT CTBAPHOCTH, Ha KOjy AUCULEHTH
xpadpo ykasyjy uta. ,ToranutapHo” (1To je
MPBEHCTBEHO LH1dpa 3a: COLUjaTUCTUUKO)
IPYLITBO U3 TakBe DU MepcreKkTUBe duio
MOHOJUT Yy KojeM [TapTuja kao cBemohHa cumna
MpecynHo 00JIMKYje CBe pa3rHe CBaKOJHEBHOT
KUBOTa, ryuehu v cpaBmwyjyhu cse
aHTarOHW3ME U MPOTypjeydja Ha Koja Hauhe.
OBakBa nepcrnekTuBa He MoXKe n3ahu Ha Kpaj
C eJIeMEHTapHUM unkeHrlama u3 honuhese
druobudnuorpaduje. C jenHe cTpaHe, TELUIKO ga
je mehy kwuxeBHULIMMa buio moryhe Hahu
Beher BjepHMKa jyrocjiaBeHcKe peBosyLuje 1
peBHUjer 3aTOUHUKa DpaTCTBa-U-jeIUHCTBA.

C mpyre cTpaHe, mocpujenu je, Takohep,

jenHa o IPBUX jaBHUX JINUHOCTHU KOja je y
NOC/IMjepaTHOM pa3ziodsby y3esa Ha HULIAH
Tajallky NapTHjCKy HOMEHKIATYpy — a fa
MIPUTOM, 3@ Pas3IMKy Off pelluMo MuioBaHa
Bunaca, HUje dunma KOHBEPTHT.

[TocebHy nurpecujy 3acayxyje adepa

c honnhesum nckmpyuewem u3 Casesa
KoMyHUCTa Jyrocyiasuje. [IpUunMKoM BErosor
nyTtosamwa y Cosjercku Cases 1960. MockoBcKa
Jluthiepattiypxdja ia3etia HapaBuIa je ¢
honuhem uHTEPBjy y Kojem je usmehy ocranor
OUJI0 TOBOPA U O CTatby Y jyroCiaBeHCKO]
KHW)KEBHOCTH U KynTypu. KoMeHTHpajyhu
Tazla akTyaJsiHe TeH3uje usmehy ,MmonepHucTa” u
Jpeanucta”y Jyrocnasuju, honuh ce kpuTuuku
OCBPHYO Ha MOAEPHUCTHYKE TEHIEHLU]E,
W3jaBUBIIH [1a j€ ,,€KCIIEPUMEHTHCAE

jeIHa 0l CaBpEMEHUX LipTa JyrOCJI0BEHCKE
KHM)KeBHOCTH U fla Cy Pe3ysITaTy Tora v fodpu
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of the regime as opposed to a reality bravely
pointed to the dissidents; etc. From such a
perspective, a “totalitarian” (which is primarily
code for: socialist) society would be a monolith
in which the Party as the all-powerful force
decisively shapes every level of everyday life,
smothering and flattening all the antagonisms
and contradictions it comes across. Such a
perspective cannot cope with the elementary
facts from Copi¢’s biobibliography. On the one
hand, it was hard to find amongst the writers
of his milieu a greater believer in the Yugoslav
revolution and a more zealous follower of the
principle of brotherhood and unity. On the
other hand, it is also a matter of one of the
first public figures who in the Post-war period
targeted the party nomenclature of the time
—and who unlike for example Milovan Dilas
wasn't a convert.

The affair of Copi¢’s expulsion from the
League of Communists of Yugoslavia deserves
a special digression from the text so far. On
the occasion of his trip to the Soviet Union in
1960, the Moscow-based Literaturnaya Gazeta
(Literary gazette) conducted an interview with
Copi¢ in which amongst else the discussion
also went to the situation in Yugoslav literature
and culture. Commenting about the then
actual tension between the “modernists” and
“realists” in Yugoslavia, Copi¢ was critical

of the modernist tendencies that were then
prevalent, saying that “experimentation is

one of the contemporary features of Yugoslav
literature and that the results of it are both



v phasu”. lujenose UHTEPBjya YPEeLHULIU
T'a3etie ACKOPUCTUIIM CY KAO IIPUJIOT 3a
OTIIMPHUjU KPUTHUYKHY NTPHUKA3 CTama y
jyrocnaBeHCKOj KyJTypH KOjU Cy 00jaBUIIN y
jenHoMm on HapenHux dpojesa. I1o moBpaTky

y beorpag, kpuTHKa ,eKCIIEpUMEHTHCAbA”
noHujena je honuhy nMo3uB Ha OATOBOPHOCT y
LleHTpaJIHK KOMHUTET, & IOTOM U UCKJbY YEHE
u3 [TapTtuje!’. Ca craHoBHUIITa KOje y
jyrociaBeHCKOM COLIMjaIu3My BULH CAMO
TEH3U]jy U3Mehy napTUjCKe penpecuje u
cnodoze cTBapama, HECXBAT/BUBO je 1a Cy
jenHora nucua ,TOTaJIUTapUCTH” MOTJIU
Ka3HUTHU HE 3aTO LITO je KPUTU3KUPAO
jenHoymIbe, (Ta]l MpaKTUUKHK HerocTojehu)
,colpeanusam” UK HEKaKBY IIPETIIOCTaB/bEHY
NapTUjCKy JIMHU]Y Y YMJETHOCTH — HETO 3aTO
1ITO ce (M TO 10CTa dJ1aro) KPUTHUUKU OCBPHYO
Ha MOZIEPHM3aM U [Ty paju3aM.

Hapenuux rognna honuh je HacTaBuo duTH
NIPUCYTaH Y JyrocJIaBeHCKO]j jJaBHOCTH, HE
caMo Kao nucall becTcenepa Hero 1 Kao,
LaHallBbKUM je3MKOM Ka3aHO, aKTHBUCT.
IlaHac je maJo No3HaTa YMbEHULA 1A j€ OH
Oro jegHa off HajaHraXKMpPaHUjUX JaBHUX
JIMYHOCTH y MOAPIILU CTYLEHTCKUM
OEMOHCTpalljama IPOTUB ,LIPBEHE
dypxkoasuje” y jyHy 1968, Te CyIMOHUK CBUX
3HauYajHMUX NPOTECTHUX MUTHHTA TOT dypHOra

11 TMoapoduuje o oBoj adepu Buan y: Monoswuh, Myt g0 mocTa,
cTp. 73-77 v (u3 nepcnexkTuse camor honuha) Bnagumup
bywau (npup.), Jepetnukn bpanko honuh: 1914-1984,
beorpaa: HapoaHa kiura, 1984, 82-83

good and bad”. Parts of the interview were used
by the editors of the Gazete as a contribution to
a more detailed critical review of the situation
in Yugoslav culture which they published in
one of its following issues. On returning to
Belgrade, the criticism of “experimentation”
led to Copi¢ being called to account before the
Central Committee, and then also his expulsion
from the Party."! From the standpoint of
Yugoslav socialism, he sees only tension
between party repression and the freedom

to create and it is incomprehensible that one
writer could be punished by the “totalitarians”
not because he criticised hypocrisy, (the then
virtually non-existing) Socialist realism or
some supposed party line in art — but for

(and quite mildly) criticising modernism and
pluralism.

In the following years Copi¢ continued to
be present in the Yugoslav public realm, not
only as a writer of bestsellers but also as, in
today’s language, an activist. It is a little-
known fact today that he was one of the
most engaged public figures in support of
the student demonstrations against the “red
bourgeoisie” in June 1968, and a participant
in all the important protest rallies of that
turbulent summer. When in the 1970s the
literary establishment in the SFRY becomes

11 For more details about this affair see: Popovi¢, Put do mosta,
pp. 7377 and (from the perspective of Copi¢ himself)
Vladimir Bunjac (ed.), Jereticki Branko Copi¢: 1914-1984,
Belgrade: Narodna knjiga, 1984, 82-83
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weta. Kag cefaMoeceTux roguHa KibKeBHU
ecrabnummeHT y COPJ ynpaBo noz 3acraBama
IIypanansma, JEMOKPaTUYHOCTHU U, KUBOCTH”
(Bnatko ITaBnetnh) mocraje cBe oTBOpeHHje
HallMOHATUCTHUYKU U aHTHjYTOCIaBEHCKH,
honwuh (kxao u, Hrp., Ockap JaBuyo) ocTaje
jenaH ofl pUjETKUX UCKPEHUX NTpUCTalla
jyrocnaseHcKor npojexra mehy suhenum
nuTeparuma. Kako roguse nposnase, oH
NOCTYIIHO O4J1a3u y caMousonauujy: of 1978.
na 1o cmpTH 1984. Hehe o0jaBuTH HUjenHY
HOBY KHUTY, cBe he pjehe HacTynatu y
jaBHOCTH, IOCJbEIHUX FOJIUHY JaHa XKUBOTA
roTOBO U Hehe M37a3uTH U3 CTaHa. PujeTku
IpyjaTesby KOjU ra ycliujesajy BUAJeTH
CBjefoue 0 berosoj pacTyhoj pacTpojeHocTH,
3JI0BOJBbH, TjeCKOOHU, Ta U JeNpecHuju.
OnpourrajHa nopyka kojy je honuhesa
cynpyra borganka — Iluia npoxauia y
HEroBOM PaJHOM CTOJIy CBjeflouM 0 [yOUHHU
pacTpoja koju je mponasuo'?. Fherosa je
Iernpecuja Jujesom cBakako Moryia dOUuTH u
nocsseiulia Kpuse ujeanay koje je 1ydboxo
Bj€pOBao, Na Tako ¥ pacTyher eTUUKor u
NnoauTHYKOr ja3a u3mehy honuha u oKX
KOjuMa je Hekaz buo okpyxeH (mehy Kojuma
je duo, peuumo, u jenan Jodpuua hocuh).

12 ,CaMm je Kpu1B 3a CBOjy CMPT. Baaunu cy ra u3 ropaHa MHOMH
n0dpu pyrosu, na H1je nomorno. buo je Ty u Xextop,
ambacapnop 13 Mekcuka, caaa jey Typckoj, u Cenum Hymuh,

1 PaTko Hosakosuh, 1 Linua, dor je yduo naboraa! U werosu
OpojHu unTaoum, anu HUWTA HKje nomorno. lMomo3uTe joj aa
npekuBK OBY MOjy DpPYKY M CpamoTy, ako je ukako moryhe.
36orom, nujenu 1 cTpalwHu kuBoTe! MapT mjecell, 1984. roaunHe.
Bpatko honuh.” Mpeyseto u3: Monosuh, Myt go mocta, 148—-49
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increasingly nationalistic and anti-Yugoslavian
under the banners of pluralism, democratic
values and “liveliness”, Copi¢ (as well as for
example Oskar Davico) remains one of the

few sincere followers of the Yugoslav project
amongst the then prominent writers. With the
passing of the years, he gradually withdraws
into self-isolation: from 1978 until his death

in 1984 he will not publish another book,

will decreasingly appear in public, and in the
last year of his life will almost never leave

his flat. The few friends who managed to see
him bear witness to his growing agitation and
distractedness, resentment, anxiety, and even
to his depression. The farewell message which
Copi¢’s wife Bogdanka — Cica found in his work
desk testifies to the deep state of distress he
was in."? His depression would certainly have
been partly a consequence of the crisis of the
ideals which he deeply believed in, and thus
due to the growing ethical and political gap
between Copi¢ and those around him (amongst
whom for example was a certain Dobrica
Cosic).

12 ,He alone is guilty for his death. Many good friends pulled
him out of the shit, but it didnt help. These were Hector, the
Mexican ambassador, now in Turkey, and Selim Numi¢, and
Ratko Novakovi¢, and Cica, God forbid! And his numerous
readers, but to no avail. Help her to survive this disgrace and
shame of mine, if that is at all possible. Farewell, beautiful
and terrifying life! March, 1984. Branko Copi¢.” Taken from:
Popovi¢, Put do mosta, 148—49



III 1lrta Hama faHac Moxe dUTH bpaHko
honuh? Cpehom, Mmucium 1a je nmporuosa
IybpaBke Yrpewuh nnak dusa noHeuTo
npeTjepaHa: U HakoH U 0e3 Jyrocnasuje,
honuh je unaxk KOJIMKO-TOJMKO NPUCYTaH

y kyhHum dudnuorexama, nomynapHoj
MMaruHauuju 1 KyJaTypHoMm namhemy.
[Tpempa Huje W 3auujesio Hehe mocTaTu oKoO
XPpBaTCKOra HallMOHAJIHOT KIbM)KEBHOT KAHOHA,
HErOBO MIPUCYCTBO U ajbe je IPUM]ETHO U

y XpBaTCKOj — Makap Kpo3 Jexesy kyhuuyy.

Ho, v ako ce cnoxumo za je honrh godap

Y 3aHMMJBUB NHCAL, [1a ¥ XUCTOPU)jCKHU
KYDHO3UTET, j€ JIX OH Halll CyBpeMEeHUK? Kap
je mocpujenu, peuumo, Mo Aufpuh, unHK

Ce 1ay MOCTjyrocaaBeHCKUM OKBUPUMA
NOCTOjH KOHCEH3YC O BET0BOj aKTyaIHOCTH.
Yax 1 oHU koju AHApUha Halase NoJUTHYKU
CIIOPHUM WJIM TPOOIeMaTUYHUM NIPU3HA]Y
MYy HECYMBUBY aKkTyasnHocT (0 Auaiprhesum
NpUCTallaMa U3JIMIIHO j€ U TOBOPUTH: OHU Cy
IjeJsio jyrocyiaBeHCKOr HODesoBLa y3AUTIIN Y
HeKaKaB TPAHCXUCTOPHjCKU NPUPYUHUK 32
Tymauewe BocHe U bheHUX Jbynu). MehyTum,
aKo je aHopuheBCKU TUXU TECHMHU3aM yBUjeK
y TpeHay, mra je ¢ honuhesckom Hafiom 1
BjEpOM Y XKHUBOT, y MOI'YhHOCT eMmnaruje,
IpyrapcTBa v nodyHe?

JenaH off pUjeTKUX PELIEHTHUJUX TEKCTOBA
Koju 3arosapajy honuheBy akTyanHoCT

y HallleM BDEMEHY jeCT oCBPT bopuca
Pawere objaBsbeH y beorpanckom Bpemeny.
[Mocpujenu je BpJio 0COOHA, UHTUMUCTUUKH
WHTOHMPaHa peMUHUCLIeHIIHja Ha

III What can Branko Copi¢ mean to us today?
Fortunately, I think that Dubravka Ugresi¢’s
prediction was somewhat excessive: even

after and without Yugoslavia, Copi¢ is still
pretty much present in home libraries, the
popular imagination and the cultural memory.
Although he isn't and certainly will not become
a part of the Croatian literary canon, his
presence in Croatia is still noticeable — at least
via Hedgehog's Home. However, if we are agreed
on the fact that Copi¢ is a good and interesting
writer, and even a historical curiosity, can we
still say that he is our contemporary? If we take
for example Ivo Andri¢, it seems to be the case
that in the post-Yugoslav context a consensus
has formed about his relevance. Even those

for whom Andric¢ is politically controversial
and problematic acknowledge acknowledge his
undoubted relevance (it is redundant to speak
here about Andri¢’s followers: they elevated

the work of the Yugoslav Nobel Prize winner

to becoming some kind of transhistorical
handbook by which to interpret Bosnia and its
people). However, if Andri¢’s quiet pessimism is
still trendy, what about Copi¢’s hope and belief
in life, in the possibility of empathy, friendship
and rebellion?

One of the most recent texts which advocates
Copi¢’s relevance in our time is a review by
Boris Raseta published in the Belgrade-based
Vreme. This is a very personal, intimately
intoned reminiscence on Copi¢’s story-telling
skills, a small homage to his influence on
generations and generations of readers. Raseta
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honuheBo npunosjenauko ymujehe, manu
OMa’X BEeroBOM yTjeLajy Ha TeHepauuje u
reHepaluje ynTaTesbylla U yuraresba. Y
MULIYEBO] BJEPU Y jeAHAKOCT M eMaHLUNIaL U]y
Pawera npenosHaje, noTkpensyjyhu to
npumjepuma us Jexese kyhuuye, jenan
,ApyTraunju naTpuotusam” — erajutapat u
aHTHayTOpUTApaH, Te MOKyIlaBa 3aMUCIUTH
honuhes yxac npes paTHUM pasapambem
Jyrocnasuje'®. Ha PalieTus TeKCT 0OITOBOPUIIA
je JoaHa ['muropujesuh, Takohep BpJo
ocobHuMm 3anucom'. IIpema muropujesuh,
honuh ject akTyanaH — anau He camo 1o
nodpy. Yuratu honnha HakoH paTosa,
€THUYKOT ynlrhewa U reHoLra nocse

J€ IpYyKUMje UCKYCTBO, TBPAU OHA, HETO

1ITO je TO OWJI0 y HEKa CPeTHHUja BpemMeHa.

Kao npumjep I'muropujesuh HaBOLU JTUK
Xamupa 3eaHor Pyc, us Maiapehux ioguna —
MPUIIPOCTOT Y JOOPOAYLIHOT IIabUBLIKje KOjU
je, 300r crmauke y K0joj je mOMHjelIao Lumee
ucrnpeq jamuje, u3dayeH U3 MyCJIMMaHCKOT
WHTEpHATa, Na je yTOUMLITE Hallao y
NpaBOoCJiaBHOM UHTEpHATY. O TOME KaKo je
Buso noHOBHO uuTaTU Maiapehe fogute 2011.
Inuropujesuh nuue:

13 Boris Raseta, ,U traganju za izgubljenim zavicajem”, Bpeme
1111, 19. 04. 2012, http://www.vreme.com/cms/view.
php?id=1047532 (npuctyn 21. 12. 2018)

14 Jovana Gligorijevi¢, ,Brankelja, izvini”, Bpeme 1112, 26. 04.

2012, http://www.vreme.com/cms/view.php?id=1048645
(npuctyn 21.12.2018)
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recognises in the writer’s belief in equality and
emancipation, supporting this with examples
from Hedgehog’'s Home, a “different patriotism’
— egalitarian and anti-authoritarian, and tries
to imagine Copi¢’s horror at the destruction
of Yugoslavia by war.!* Jovana Gligorijevi¢
responded to Raseta’s essay, also with a very
personal note." According to Gligorijevic,
Copic¢ is relevant — but not only in terms of
the notion of the good. The reading of Copi¢
after the wars, the ethnic cleansing and
genocide is a completely different experience,
she claims, than it was in somewhat happier
times. Gligorijevic gives as an example the
character of Hamid, also called the Russian,
from “Donkey” Years—a simple and good-
natured prankster who was expelled from a
Muslim boarding school because of a practical
joke in which he mixed up the shoes in front
of the mosque, and who then found refuge in
an Orthodox boarding school. About what it
was like to read “Donkey Years” again in 2011,
Gligorijevic¢ writes:

1

This time it was not so much fun to read, I
did not laugh at the picture of mad Muslims
pulling their hair out and fighting in front of
the mosque in search of their shoes, I was not

13 Boris Raseta, ,U traganju za izgubljenim zavicajem”, Vreme
1111, 19. 04. 2012, http://www.vreme.com/cms/view.
php?id=1047532 (accessed 21. 12. 2018)

14 Jovana Gligorijevi¢, ,Brankelja, izvini”, Vreme 1112, 26. 04.
2012, http://www.vreme.com/cms/view.php?id=1048645
(accessed 21.12.2018)



[O]BOr myTa MU MPOYMUTAHO HUje dKII0 TaKO
3abaBHO, HACAM Ce CMejala HaJl CJIMKOM
cnyheHux mycirmaHa KOju Ce 4yTnajy U TyKy
WCIIpen LlaMuje y TOTpasy 3a Lumenama, Huje Mu
BUJI0 TOJMKO Aparo WTo je XaMuj 0g0pycro XoLu
ha oeceT myTa BUILE BOJIU KDMETHUHY HETO ,,lbETOBY
xo3eTHHY". M3 moTaje Me je crionasia Hejaroga
30or Te clieHe ca J0OpUM NpaBOCIaBLUMa U 31TUM
MyCJIMMaHHMMa, yJIPY’KEHa Ca N0JaTKOM KOjH
IBaleceT rofvHa paHuje HUTYU CaM 3HaJjla HUTH

Me je 3aHuMaro, na je bpanko honuh Cpdun.

honuh je, 3akyunt he [nuropujesuh,
MpeBullIe BEJIUK U 3Ha4YajaH fa OucMo

ra ce HalpoCTO OJPEKJIH, ajly Dalll 3aTo

ra ¥ MOpaMo YNTATH KPUTHYKH — ca
ocjeTsuBolIhy 3a cBa HEKOPEKTHA U
yBpE€LJbUBA MjECTa KOja IETOBE KIBUTE
canpxe. Axo cey CjenumeHum IpkaBama
MOTy I0jaB/bUBATH LieH3ypUpaHa n3famwa
Mark-a Twain-a, raje cy us Huckleberry Finn-a
u Tom-a Sawyer-a usdaueHe pujedu nomnyt
Redskin unu Negro — Tpedamo pasmMHUCINATH,
cyrepupa oHa, fia ¥ ¢ honuheBum kwpurama
MOYHEMO UYMHUTH UCTO. 32 HEroBo U 3a
Halue 1odpo, kako du honuh u dynyhum
reHepannjama 3Ha4yMo OHO LITO je 3HAaYHO
HEKUM NIPHjaLIBUM.

Haxasocrt, u3 Texcrosa Pamere u
Inuropujesuh Huje ce pa3Buia fasbikha U LIUPa
nonemurka. C 063UpoM Ha akTyaslHOCT Tema
Koje oboje eBoLIMPajy, TakBa OU pasmjeHa MorJia
OUTH 3aHUMJbUBA Y UCTOj MjepH Y K0joj je U
npujexo norpedHa. OBOM NPUJIMKOM Ha3HAUUT

so glad that Hamid snapped at the hodja that he
likes pork ten times more than “his goatmeat”.
Secretly I felt uneasy about that scene with
good Orthodox Christians and evil Muslims,
along with the piece of information which
twenty years earlier I neither knew about nor
was interested in, that Branko Copi¢ was a
Serb.

Copic¢ is, Gligorijevi¢ concludes, too big and
important to be simply given up, but that is
why we must read him in a critical way — with
a sensitivity towards all the incorrect and
insulting places contained by his books. If
censored editions of Mark Twain can appear in
the United States, in which words like Redskin
and Negro have been erased from Huckleberry
Finn and Tom Sawyer, we need to think, she
suggests, of starting to do the same with
Copi¢’s books. That is for his and for our good,
so that Copi¢ would mean to future generations
what he meant to previous generations.

Unfortunately, no further or broader polemic
developed out of RaSeta’s and Gligorijevic's
texts. Considering the relevance of the topics
they both evoke, such an exchange had the
potential to be as interesting as it is essential.
Here I will indicate one possible line of thought.
I certainly agree with Gligorijevi¢ that Copi¢
should be read critically and, let’s put it this
way, materialistically — which includes a critical
study of the strategies (ethnic, gender, class...)
of representation in his prose. Potentially
insulting or discriminatory elements should
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hy Tek jenan moryhu cMmjep pasmullljbama.
Caaxaxo ce cnaxem ¢ JopaHoM I'nuropujesuh
na honuha Basba YMTaTH KPUTHUUKHU U, PELIUMO
TaKo, MaTePHjaINCTUUYKU — LITO YKIbyUyje
KPUTHUYKO TpOyyaBame cCTpaTeryja (eTHUUKe,
POLLHE, KJIaCHE...) pENpe3eHTalH]je Y ’herosoj
npo3su. [IoTeHMjalHO yBpeJbUBE UITH
OUCKPUMHHATOPCKE eJIEMEHTE HUIIOLITO He
Tpeda cxBahatu osaKo, HO BaJba UMATH Ha
yMY U [1a je npodiemaTHKa pernpeseHTanuje u
CTepeoTUIa CKJIM3aK TePEH, U 1a je 3a BUX0BO
carsjesiaBame Hy>KaH KOHTEKCT. Y ci1yuajy
Xamupa Pyca, 1erosa je CTepeoTUIIHOCT,

3a roueTtak, U3HMMKa y OLHOCY Ha 00usbe
NICUXOJIOUIKY BULIECJIOJHUJUX, ,, ) KUBOTHUJUX"
JIMKOBA U3 MYCITUMaHCKOI/DOLIBbauKor
€THOPEJIUTH]CKOT MUJbEA U KOPITyCa KOjU
HacespaBajy honnhesy nposy. Jour BakHuje,
Xamupg ce y Maiapehum logunama mojaBibyje
Kao jeflaH 0ol HajoLaHUjUX APYroBa U
HajIOXXPTBOBaHUjUX MaKx bopala 3a
NpaBAy, Kojer I pyroBU CUJIHO BOJIE HE 3aT0
LITO Cy ,J00pU paBociaByn”, Beh yrmpaso
3aTo LLITO He MPUCTA]jy Ha JIOTUKY CTaja —

KOjy UM u3Mebhy ocTanux Xeuu yTjepaTu

Y TTpaBOCJIaBHHU BjEPOYUUTETD, JelaH O
IJTaBHUX aHTaroHUCTa y pomaHy. (YoctasioMm,
MPUMHjEHUMO JIH ,,eTHUUYKY" ONTUKY: HUCY
JIM HajKapuKaTypasaHUjU TUKOBU y Matapehum
fogunama ynpaso Cpdu?)

Wnax, mpuje Hero mTo peneproap
honuheBux n11KoBa CBeleMO HAa €THUUKHU
TIOMHC, U CrIoYMTamo nucuy-Cpduny na
NIpUKa3yje CBOje HECPIICKE JIMKOBE Kao
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by no means be taken lightly, but it should

be kept in mind that the problematics of
representation and stereotypes constitutes a
slippery slope, and in order to perceive them
correctly it is necessary to take the context into
account. In the case of Hamid the Russian,

his stereotyping, for a start, is an exception in
relation to the abundance of psychologically,
many-layered and “living” characters from

the muslim/Bosnian ethno-religious milieu
and corpus which inhabit Copié’s prose.

More importantly, Hamid in the “Donkey
Years” turns out to be one of the most loyal

of comrades and self-sacrificing little fighters
for justice, greatly loved by his comrades not
because they are “good Orthodox Christians”
but precisely because they do not agree with
the logic of the herd — which amongst other
things the Christian Orthodox religious
teacher, one of the main protagonists in the
novel, wishes to drive into them. (After all, if
we apply an “ethnic” optics to the novel, are not
the most caricatured figures in “Donkey Years”
precisely Serbs?)

However, before we reduce the repertoire
of Copi¢’s characters to a list of ethnicities,
and impute the showing of his non-Serbian
characters as stereotypes and caricatures to



CTepeoTHIle U kapukatype'®, duno 6u 1odpo
BpPaTUTH CE U Ha HeKa NHUTamwa Koja ce TUUy
cTepeoTuna onhenuTto. Periumo: mopa u
CTEPeOTHII HY)KHO 3HaUUTH U AudamMalujy
WU JUCKPUMUHALIN]Y, UM MOXe DUTH
KpeaTHBHO ynoTpujedsbeH dall kako du ce
atupmupare yHUBep3alHe BpUjeJHOCTH,
MOMYT COMUAAPHOCTU U Apyrapctsa? OcodHo
BjepyjeM y 0BO MOTOmE, U3Mehy ocranor u

3bor Xamuza Pyca, a Moka jol BuLie 3dor
honuhesor Hacpanuna Xolie — jyHaka 1ujesior
JEOHOT LMKJIyCa IIPUIIOBHjelaKa y Kojuma

OH yIpaBO XyMaHU3Wpa Taj kapukaTypaaHu
JIMK U3 yCMEHOKIkeBHe DalTuHe. Takohep,
MUCJIUM [a 01 KpUTHUYKU NoBpaTak honuhy
MOPao MOCErHYTH U C OHY CTPaHy aHaiuse
honuhesor Tekcra (honuh-mo-cedu), na

OY apTUKyJIMpao ¥ aHaJM3y Hac CaMUX, Tj.
OTITHKE KPO3 KOjy U3HoBa unTamo honuha
(honuh-3a-gpyre). ¥ Tom du cmuciy (110)
HOB(H)o yMTate honmrha Ha Koje Mo3uBa
JoaHa ['muropujesuh mopaso 0dyxBaTUTH U
ayTopedreKcujy: y Kojem je MOMEHTY 3a by (U1
3a Hac?) nucay of JyrocnaseHa noctao Cpdoun?
YYHU MU ce a HaC TeK TaKBO pasmaTrpame

— KOj€ aKTHUBHO NPOIIUTYj€ yBjeTe y KOjUMa
HacTaje — MO)Ke YBEeCTH Y IPOMHUIbakhe Haller
onHoca c honunhem naHac u oBzje.

15 TlpUCTaHEMO M Ha TaKkBY MHTEpNpeTaLujy, NoCTaB/ba ce u
nuTake teHe (He)NpUMjerbMBOCTH Ha LjenokynHu honuhes
onyc. Peynmo, Aa N1 SUCMO OHAA FNACOBUTH IMPCKH
dparment nocsehen 3uju Ausnapesuhy koju otBapa bawiy
cmeszoge boje, y KOjemM Ce TOBOPH 0 moBpaTky dawnma
(,UpHWUX KOWAHUKA" W ,HORHWX 1 AHEBHWX BamMnupa”), unutanu
Kao nucmo CpdrHa bowrbaky?

the Serbian writer," it would be good to return
to some questions concerning stereotypes

in general. For example, does a stereotype
necessarily imply either defamation or
discrimination, or can it be creatively used
precisely to affirm universal values, such as
solidarity and friendship? Personally, I believe
in the latter, among other things because of
Hamid the Russian, and maybe still more

so because of Copi¢’s Nasreddin Hodja — the
hero of a whole series of short stories in which
Copi¢ humanises this caricatured figure from
the oral literary heritage. Also, I think that a
critical return to Copi¢ should reach beyond
an analysis of Copi¢’s text (Copi¢-for-himself),
so as to articulate an analysis of us ourselves,
or in other words the optics through which we
ourselves are re-reading Copi¢. In this sense,
the (re)new(ed) reading of Copi¢ called for by
Jovana Gligorijevi¢ should also include a degree
of self-reflection: in which moment did the
writer from Yugoslavia become for Gligorijevi¢
(and also for us) a Serb? It seems to me that
only such a consideration — which actively
probes the conditions in which it has arisen

— is able to lead us into a reflection of our
relationship to Copi¢ in the here and now.

15 If we accept such an interpretation, the question still arises
of its (in-)applicability to Copi¢’s entire opus. For example,
would we then read the renowned lyrical fragment dedicated
to Zija Dizdarevi¢ with which The Marshmallow Colour
Garden opens, which speaks of the return of fascism (“of the
black horsemen” and “diurnal and nocturnal vampires”), as a
letter from a Serb to a Bosnian?
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Henap Beanukosuh
Nenad Velickovi¢

Tpuk y dopmu bache
A Trick in the Form of a Fable

Translated by Mark Brogan



[ | Kaza cam mpuje HelTo Bulle
OZ JleceTak o MHa CTABUO HEKOJIMKO DJ1arux
npumjendu Ha BodpoTy Jewese Kyhuye, Ha TO
,TIEIaTOIIKO 1eJio De3 HarylalleHe JUJaKTHKe",
Koje je ,CTUXOBaHa dajka ApaMaTUUHOT
CHXXea, TOIlJIE U XYMaHI/ICTI/I‘{I<O-pO,HOJ'by6HBe
pacneBaHocTH",! 00pBe HEKOTMKO DIUCKUX
npujaTespa IPBO Cy Ce MOAUTIIe, @ OH/a

jako cycTune. Jexcesa kyhuya 3a CBe BUX,

Y 33 BehrHY OCHMM BUX, dUJIa je U ocTana
Henpoujewuso 10dpo, na je Beh u cBaka
CyMma y Ty HENPOLIJElBHUBOCT HEKA BPCTa
CKpHABJ/bEHA.

Kao moxpa HUjeJHO IPYT0 KIBHKEBHO J1j€JI0,
OHa je roToBO be3 Tpayme Mpoliia pacnag
3€MJbE y KOjOj je HacTaJsla ¥ [opas Ueosoruje
y 4Wjy je cnaBy HanucaHa. Yax jy je u
TyhmaHOBCKa MeTJa 3a00H111J1a Y BEJINKOM

1 Boja Mapjanosuh, bpauko Roiuh, ueow u geno, beorpan, 1988,
cTp. 116.

[ | When about ten years ago |
made a few mild remarks about the goodness
of Hedgehog’s Home, about that “pedagogical
work which isn't emphatically didactic”, that
“fairy tale in verse with a dramatic plot, and
warm and humanistic-patriotic singing,!

the eyebrows of several close friends rose in
surprise, and then dropped again suddenly.
Hedgehog's Home for all of them, and for

the majority besides them, was and remains
something inestimably good, so casting any
doubt over this is an act of desecration.

Like maybe no other literary work, it has
survived almost without any trauma the
disintegration of the country in which it
originated and the defeat of the ideology to
whose glory it was written. Even Tudjman’s
broom passed it by in the great preparation of

1 Voja Marjanovi¢, Branko Copic', zivotidelo, Belgrade, 1988,
p. 116.
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CITpeMaty XpBaTCKHUX LIKOJCKUX rporpama.?
OHa je busa ¥ ocTasa HeIIPUKOCHOBEHA
JIEKTHpA y pa3pefHOj HacTaBy, UHCIIMpaLuja
MO30PUIIHUM PEUTELHUMA, WIIYCTPATOPHUMaA
Y aHMMaToOPHUMa, HEMTPeCYIIHO BPeJo NpUxoza
u3jaBauMma, TemMa OIIITer cjarama Ha
OPYLUTBEHUM MpEXama, CBUJIEHA HUT Koja
MoBe3yje TeHepaluje.

Kao ctBap, nakie, 3aKkby4yeHa U U3BaH

CBaKe CyMHbE€ YHCTa, OHA j€ pa3yMJbUBO

cnabo MpuBIauMIa UCTPaXKUBAUE Y 10JbY
KIbM)KEBHOCTH J1a jOj IOCBETE MakKby U
BpujemMe. AKO Cy OHM BUCIIDEHU)U Mehy muma
Y BUZJEJIU [a Pa3Jiora 3a Takas [oJyXBaT UMa,

2 Hebesnotpeca. Ctjenany baduhy moxemo b1t 3axBantu
WTO je UMao KyBeTa 0Dpa3NnoXuTH OANYKY Aa ce Jexesa
Kyhuua n3bauu u3 nporpama 3a npee pa3pese OCHOBHHX
wkonay cnodoaHoj XpBaTckoj. 3a pas3nnky of onosuuuje,
HaUuMOHaNM3aMm Jaje KOHKPEeTHEe OJTrOBOPE Ha KibyuHa
nuTatba 0dpasosarba. TO WTO CY OHU MPUMHUTHUBHH, YECTO
rNynu, U3BEAEHU U3 HETAUHWX MPEMHUCA, HEYTEME/bEHU Y
UMHEHWLaMa, TPOU3BO/BHU W MCKIbYUUBH, CBEjEAHO NHje
BOJE, jep CBM Apyru onpesHo 1u3bjerasajy KOHKpeTHOCT. Buau:
Crjenan babuh, ,Jexesa kyhuya kao neAarowKkm 1 je3suuHu
npobnem”, Jesuk, bp. 53. Matpuuna Mapywwh, Ha npumjep, He
noapxasa babuha v untupa, nosogom nonemuke, Tomucnasa
Yanexa, koju 4odauyje fa JexypKka HUje HU XPBATCKH HU
CPNCKH, HETo fjeunju. Y UCTOM YNaHKy OHa noaemMuLle ¢
TBpArom [lybpaske Yrpewuh us Kyniype naxu ga cpnckux
nucaua Hema y XpBaTckoj, nodujajyhu jenan wen npumjep
(HebuTaH 3a unjenn aprymenT), Aa y Xpsatckoj Hema honuha
v Jexese Kyhuuye. Uma je, TBpaM OHa (MCTHHA, NpH3Haje, be3
MMEHa ayTopa Ha KOp1Lama jefHOT n3aama), npenasehu
Ha objalwtbetbe pa3nora nonynapHOCTH Te KibKHULe 1
HaKkoH pacnaaa Jyrocnasuje. Ty fobpo cmjewta honuheso
CTBApPanalTBO Yy jyrocAaBeHCKY MOCAUjepaTHY KyNTYpHY
NOAUTHKY (MPAKTUUYHO Y perucTap coupeanusma), anu
Jexesy Kyhy He noBoAW My koHTekcT Ub-a. Buaun: Matpuuna
Mapyuwwuh, ,Jezeva kucica —izmedu nostalgije i politike”, y
36opHuky Lirski dozivljaj svijeta u Copic¢evim djelima, Mpau —
bawanyka, 2013.
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the Croatian school programme.? It was and
remains an inviolable part of the reading in the
classroom, an inspiration to theatre directors,
illustrators and animators, an inexhaustible
source of income for publishers, a topic of
general agreement on social networks, a silk
thread that connects generations.

Therefore, as a thing decided upon, beyond
doubt and pure, it has understandably little
attraction for researchers in the field of
literature in terms of devoting their attention
and time to it. If the more shrewd amongst
them saw that a reason existed for such an

2 Notwithout taking a few knocks. We are grateful to Stjepan
Babi¢ for explaining the decision to remove Hedgehog's
House from the programme for first year pupils of primary
schools in the free Croatia. Unlike the opposition, national-
ism gives concrete answers to key questions of education. In
spite of the fact that these are primitive, often stupid, drawn
from incorrect premises, unfounded in facts, arbitrary and
exclusive, they still hold water because everyone else carefully
avoids being concrete in their answers. See: Stjepan Babi¢,
“Hedgehog's House as a pedagogical and language prob-
lem”, Jezik, no. 53. Patricia Marusi¢, for example, does not
support Babi¢'s point of view and quotes, on the occasion of
this controversy, Tomislav Cadez, who adds that Hedgehog is
neither Croatian nor Serbian, but childish. In the same article,
she argues against the claim of Dubravka Ugresi¢ in Kultura
laZi (The Culture of Lies) that there are no Serbian writers in
Croatia, refuting one of Ugresic¢'s examples (irrelevant to the
whole argument), that there is no Copi¢ and Hedgehog's House
in Croatia. The book exists, she claims (though, she admits,
without the author’s name on the cover of one edition), then
going on to explain the reasons for its popularity even after the
break-up of Yugoslavia. This places Copi¢’s work well within
Yugoslav post-War cultural policy (practically in the register of
social realism), but it does not bring Hedgehog's House into the
context of Cominform Resolution in 1948 that led to expulsion
of Yugoslavia from Cominform. See: Patricia Marusi¢, “JeZzeva
kucica —izmedu nostalgije i politike”, in the journal Lirski
dozivljaj svijeta u Copic¢evim djelima, Graz—Banja Luka, 2013.



UCTO Cy TaKO jaCHO BUAjeNN 1a DU KOPUCT
MOTJIa OCTaTH Mama Off IUTETE.

Yumwenuua na ce honuhesa pMoBaHa dacHa
HaJla3| y WIKOJICKUM NIPOrpaMUMa LOBOLHU
je, yIIpKOC OIIMCaHUM OKOJIHOCTUMA, NIPE],
nutawe: lllTa oHa y TOM nporpamy pagu’
3auTo #jeua yspacrta of ocaM rogrMHa tpeda
[a je IPOYMTAjy U 1ITa Y BE3U C lbOM MOTYy/
mopajy cxBaTuTU? CHjaceT T3B. IpUIIpEMaA
KOj€ yYHUTeJbULIE TUjeie Ha UHTEPHETY
yIJIaBHOM CE CJIaXKE OKO [IBUj€ CTBapHU: IIpBa
je na ce uutamem DacHe Mory Bjexxbatu
npenpuyaBame Gadyse, KOMEHTapUcame
NOCTyIlaKa JUKOBA, PA3yMHU]EBabe HEKUX
CTUJICKUX MOCTYyIaKa, yKpaTKo: TEXHUKe
yrhTamwa ¥ pasyMHjeBamba KbHXKEBHOT [jera.
Ipyra je ga njesno ©Ma BpUjefHy OPYKY:
Tpeda BObETH CBOj IOM, KaKaB rof fia je.

Opnyka na ce fjeso ynTa y Apyrom paspeny
onpaszaBa GoKyC Ha pa3BUjame YUTaTaukuX
BjEeLITHHA. AJIU Taj C€ LUJb (CKUIJICOBAE)
MO>Ke OCTBApUTH JIako U U3D0pOM APYTUX
njena. U3bop Jexcese kyhuye c eHOM
naaKkaTHOM AUAaKTUUHOLUThy, na Tpeda
BOJBETHU CBOj BOM (BOMOBHHY!), yKasyje ce
caja kao IBOCTPYKO NpodyiemaTHyaH.

[TpBO, 3aTO LITO CBAKO HEKPUTHUUKO ycahuBame
HEeKe UCTHUHE OBOT THIIAa Y CBjeTOHA30p JIjeTeTa
NpenCcTaBba MHIOKTPUHALU]Y, IPU YEMY j€

endeavour, they also saw clearly that the harm
this might cause would outweigh the benefit.

The fact that Copi¢’s rhyming fable is a part

of the school programme, despite the above
circumstances, raises the following questions:
What role does it play in that programme? Why
should it be read by eight-year-olds and what
can/should they learn from it? The multitude
of so-called lesson plans shared by teachers on
the Internet shows that they generally agree on
two things: the first is that by reading a fable
one can practice retelling it, commenting on its
characters’ actions, understanding its stylistic
approaches, in short: reading techniques and
understanding a literary work. The second is
that this work carries a valuable message: one
should love one’s home, whatever it is. The
decision to read this work in the second year

is justified by the focus it puts on developing
reading skills. But this goal (skilling) can be
acquired easily by reading other works. The
choice of Hedgehog's Home with its positive
didacticism and message that one should love
one’s home (homeland!) is now proving to be
doubly problematic.

Firstly, because any uncritical seeding of a
truth of this type in the child’s worldview is

a form of indoctrination, and it is completely
beside the point whether it is done consciously
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CACBMM HPEJIeBAHTHO PaJiv JIM Ce TO CBjeCHO.?
Ipyro, 3aTO IITO Ta JULAKTUYHOCT HaBUjauKH
cumnanduMpa MOTUBALIM]Y JINKOBA,

YeMYy je OHJla pe3yJsITaT eTUUKH MOrPeLIHO
pasiuKkoBame f1odpa v 37a. Y HacTaBky hy
MOKYIIATH 00jaCHUTH y YeMy je Tpodiiem C
WCTHHOM Jla Tpeda Bo/beTH CBOj IOM Ma KaKaB
[aje W 1Ta C MOTUBALIMjOM JINKOBA HUjE Y
peny, na ce MNOjMOBH ,0dpa U 3/1a 3aMyTe.

ITpomaranpga

Jewesa xyhuya objaBibeHa je 1949. u
OUPEKTHO Ce aJlerOPUjCKU OOHOCHU Ha KPU3Y
u3nacka Jyrocnasuje u3 McrouHor dioka.

Y TOM KOHTEKCTY OHA 3aCTyIla BpUjeJHOCTH
cnobosie U HE3aBUCHOCTH, aJlk UX BE3yje U
NpU3eMJibyje Ha IpeJMeT, a He Ha YoBjeKa Uin
OpyLITBO. [IpxKaBa HaPOCTO HUj€ €KBUBAJIEHT
€710D0/IU ¥ HE3aBUCHOCTH, HUTH je TO LOM.
Hanporus, 1 jefHO U APYro MOry, Takohep,
orpaHHYaBaTH C1000Yy U HE3ABUCHOCT, LITO
je u cama Jyrocnasuja CBOjUM rpahaHnMma
Taga Ha pa3IMuYUTE HAUWHE YHUHUJIA, a IITO

3 3aHMMIBHMBO je KaKo je NpeBoAuTebULA DaCHe Ha EHTNeCKH
Cy3an KepTuc oTynuna MHAOKTPUHALMjCKY OWITPULY,
ybauyjyhuy npesos Ha enrnecku (Hedgehog's Home, 2011)
,HOBH, MPUXBAT/bUBHjU EKONOLIKH CBECHW HAPATHB O
notpebu 4a ce 3aWTUTH NPUPOAHO CTaHWwWwTe". OCHUM WTO
0TBapa 3aHMMI/bUBO NUTatbe NpeBoAunaukux cnoboaa (y
CMUCAY MUjehbatba CMUCIA jena), NpeBos je 3aHUMIbUB 1
KA MNYCTpauKja 3HAYaja KOjWU y TyMadery UMa rpacduuka u
ypeaHWuka onpema Tekcta. Buau: Marija Todorova, ,Jezurka
jezi¢ dobija novi dom”, y 360pnuky Copicevsko modelovanje
realnosti kroz humor i satiru, Tpay — bawanyka, 2014.

114

or not.? Secondly, because the didacticism
simplifies the motivation of the characters, the
result of which is to draw an ethically wrong
distinction between good and evil. In the
following, I will try to explain what the problem
is with the truth that you should love your
home no matter what it is and what is wrong
with the motivation of the characters in which
the notions of good and evil become blurred.

Propaganda

Hedgehog's Home was published in 1949 and

in a direct way allegorically refers to the crisis
of Yugoslavia's exit from the Eastern Bloc. In
this context, it advocates the values of freedom
and independence, but they are bound to and
grounded in an object, not in man or society.
The state, nor the home, simply cannot be the
same as freedom and independence. On the
contrary, both one (the state) and the other
(home) can restrict freedom and independence,
which is what Yugoslavia itself did to its
citizens in various ways at the time, and which

3 Interestingly enough, the fable's English translator Susan
Curtis blunted the blade of indoctrination by inserting in the
English translation (Hedgehog's House, 2011) “a new, more ac-
ceptable environmentally conscious narrative about the need to
protect natural habitats”. Apart from opening up an interesting
question of freedom in translation (in the sense of changing the
meaning of the work), her translation is also interesting as an
illustration of the importance for the text of interpretation as a
piece of graphic and editorial equipment. See: Marija Todorova,
“Jezurka jezi¢ dobija novi dom”, in the journal Copicevsko mod-
elovanje realnosti kroz humor i satiru, Graz—Banja Luka, 2014.



he yunnuty 1 honuhy HekonrMKo rogrHa
KacHUje, Kaf ce yCynu ia yMjecTo rponaraize
nuule catupy. Tpancdep BpujegHoOCTH, ca Tiaa/
kyhe Ha ciiobofy nponaraHfHu je TpUK. Y
Jexesoj kyhuyu OH je aricoOyTHO YCIIHO, jep ce
caxkpuo y dopmart bacHe, odbpahajyhu ce njenn
ca CTpaHuIa ciuKoBHULE. [Tpu ToMe, HUKaa
ce He CMHje CMETHYTH C yMa, KaZ Ce TOBOPH

0 KIbV)KEBHOCTH 3a JIjelly, a 0 TOME 1ITa je
OHa He MOCTOjH YBPCT JOTOBOP, a [1a je Iy
3a fjeny, bUpajy v Kynyjy Ajenu, u uuTajy

je njeun —ogpacnu. Koju 3ay3Bpar HELITO

u ouekyjy. Takohep je moryhe fa ce nmpeko
KHVD)KEBHOCTH 3a JIjelly 0[Jpaciay pacrnpasibajy
usmehy cede, cnyxehu ce gjeriom camo kao
apryMeHTOM y pacIipaBH.

honuh y Jexesoj kyhuyu He Truuu Ha cede

U3 IpefipaTHOT Neprofa, kaja y MaHupy
MOKpeTa CoLMjaHe TuTepaType nulle
30upky Hacpaaus xouay bocuu. Ty nom
HUje cBeTUa. Mamwe 1oMa He KOMIIeH3upa
cupomaluTso. Cerpalu uynja fjera yMupy o
rnajfy y Ap>KaBy MO MibauKallkoM BJIACTH He
Tjelle ce CyXOM MPOCTUPKOM U c1000/10M 1a
Oyny rnapgHu. Jlok ce xolia Bpaha ¢ nyTa Ha
KOM je CaKyTHO HOBal] 38 HOBY LIaMHU]jy, OH Ta
LUjeJIoT OJUjesIu Tpocjallima, jep pasymuje
Ila eTUKa HUje Y CBeTOCTH MPOCTOPA, HETO Y
NOCTYIIKY NOjefUHLA.

A xako Jexypka nocrymna’

it will do to Copi¢ a few years later when he
dares to write satire instead of propaganda.
The transfer of value, from the place/ home to
the notion of freedom is a propaganda trick.

In Hedgehog’s Home Copi¢ was absolutely
successful in doing this because it is hidden in
the format of a fable, addressing children from
the pages of the picture book. At the same time,
it must never be forgotten that there is no firm
agreement about what constitutes literature
for children, and that it is adults who write for
children, choose and buy books for and read
them to children. They also expect something
in return. It is also possible that adults

use children’s literature to argue between
themselves, taking the child’s angle only as a
justification for their argument.

The Copi¢ in Hedgehog’s Home and the one
from the pre-war period when he wrote the
collection Nasraddin hodja in Bosnia in the
manner of social literature don't seem to be
the same person. Home is not a sacred thing in
the latter. Having a home is no compensation
for being poor. Peasants whose children are
starving to death in a state run by a plundering
regime are not comforted by a dry rug and the
freedom to go hungry. As the hodja returns
from a journey on which he collected money
for a new mosque, he distributes this money to
beggars because he understands that ethics do
not lie in the sanctity of space but in the action
of the individual.

And how does Hedgehog act in this regard?
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KyheBnacHuk

Y noprtpeTtucamy cBor jyHaka honuh ce
ocJiaka Ha noetuky dacHe. KHUBOTHIbE

y bacHama uMajy JbycKke 0CodMHE, anu

VM CE OHE He [0J1jeJby]y TPOU3BOJBHO;
yIJaBHOM CY U3BeJieHE M3 MOHalllaka CaMUX
)KUBOTHHA, OLHOCHO HAaUMHA Ha KOjU UX JbyAHU
IOXWBIbaBAjy. Y Jemesoj kyhuyu Jluja je mynpa
v ykasa. [1031B Ha py4ak je BapujaHTa
BacHe Jlucuua v pofia, ajld IpaBu Npensokax
Oy morsa OUTH Hajripuje HapoiHa Mpuya
JJlvucuua v japay”.*

Y Hapo[HOj MPUYHM japall MJIALIH KUBOTUHE
rosopehu: ,Ja cam japau-xuBozepall, )KUB
KJIaH, HEJIOKJIAH, )KUB COJbEH HELOCOJBbEH, XKUB
neyeH, HeJjoneveH, 3ydy cy MM Kao KoJjall,
nperpuithy Te kao KoHal”", Ha LITa My jex
ofromapa: ,Ja caM jex, LHUjesioM Ceny KHes,
cabuhy Te y Tpyduny, ydourhy te y rysuuy”.

XyMOPHUCTHUUYKHU MErlaH CTHXOBHMaA Kao
tonknopuu motus honuh npepahyje

y IOJIUTUYKY aJIeTOpH]y. Jex je 3a wy
NoJecaH U jep ra kpace dome. Y KOHTEKCTy
HMudopmdupoa oHe Cy ¥ eTUUYKH 3HAK:

4 Y NpuuM 4OBjeK KaKbaBa NaM/bUBOT japua Tako WTo ra oaepe
v Habuje Ha Konau, a japau cBejefHO nodjerHe v cakpuje ce
Y TMjUH ,OM, 0JaKNe NAaLu W by W ByKa U Me/Bjeaa, A0K jex
HaNpoTHB HaTjepa tera Ha dujer. Buan: Hasnud Kyctypuua,
JJexesa kyha bpanka honuha —metamopdo3a xanpa dajke”,
Hosu H3pas, 45—46.
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Homeowner

In portraying his hero, Copi¢ relies on the
poetic attributes of fables. Animals in fables
have human features, but these are not
assigned to them arbitrarily; they are mostly
based on the typical behaviour of the animals
themselves, that is how they are experienced
by humans. In Hedgehog’s Home, the Fox is
wise and cunning. The invitation to lunch is a
variant of the fable The Fox and the Stork, but
the real template might well be the folk tale
“The Fox and the Goat*“.*

In the folk tale, the goat scares the animals
by saying: “I am the goat skinned-alive,
slaughtered and unslaugthered alive, salted-
unsalted alive, baked, unbaked alive, my teeth
are like stakes, I will bite through you like a
thread”, to which the hedgehog replies: “I am
hedgehog, prince of the whole village, T will
squeeze you into a trumpet, I will stab you in
the bottom”.

By using verses in the style of folklore, Copi¢
transforms the humorous duel into a political
allegory. The hedgehog is also a good choice
for the allegory because it is adorned with
spines. In the context of the Informbiro, they

4 In the story, a man punishes a lying goat by skinning and
nailing it to a stake, but the goat still escapes and hides in the
Fox's home, where he scares both her and the wolf and the
bear, while the hedgehog forces him to run away. See: Nazif
Kusturica, “Branko Copi¢'s Hedgehog Home—Metamorphosis
of the Fairy Tale Genre”, Novi lzraz, 45—46.



X€pOoj HUje aTpecyBaH, aJiu ce UMa YUMe
ondpaHuTH.’®

CTuX0BY HaM NIPELCTaBIBA]y JEKYPKY

KOME Ce CBH IMBE U CKJIawbajy C MyTa, jep

Jj€ BpUjenaHn ¥ MapsbuB. Mapibus je jep ce
baBu 10BOM. BaBUTH ce 10BOM, MehyTUM, He
nonpasymujesa camo ogdpaHny. He ogrosapa
Balll CTBApHOCTH, @ HU JIOTULIM DacHe, fa

Ce MaJloj U MUPOJbyDUBO]j KUBOTUHY CBU
yKJlamajy c myTa. Jexx ce y CTBAPHOCTH XpaHU
WHCEKTHMa ¥ CUTHUM KMUMEewalMa, a
Takohep ¥ CTpBUHAMa, pUjeTKO ODUBHOM
XPaHOM, laKJie CJIMUHO Kao BYK, TUCHLIA

unu mensjen. Mako je MHOTO Mamby, U HE
NpefAcTaBsba OMacHOCT BehMHU CTaHOBHUKA
HIyMe, a JINCHLU je 4yak ¥ XpaHa, ako ycnuje fa
ra HagMyZApH, 3alITO MY Ce OHZA CBU CKJIabajy
cnyrta? bacHa He naje objalimewne, Ma Kby4
Tpeda TPaXKUTH y KOHTEKCTY. JyrociaBeHcKa
apMuja y)KMBa Taj PECIIEKT, jep je AoKasaa
CBOjy CHary u HernobjenuBocT. [oguHy faHa
paHuje honuh je objaBuo kwury Apmuja,
ogbdpana wieoja, Koja je uujena nocsehena
yTBphUBaty ynpaBo TOT JUaKTHUUKOT
rpajuBa.

3awTo Jexxypka npuxsara JIMjUH I03UB HaKO
3Ha [a Ce TUME U3JIaXke OacHOCTU? thberoso

5 bpanka bpnennh-Byjuh u Tamapa (,Uloga bajke i basne
u Copicevoj JeZevoj kucici”, y 360pruky Poetika, stilistika
i lingvistika Copicevog pripovijedanja, Tpau — Bawanyka,
2012, str. 39) npumjehyjy aa je ,MHTepecaHTaH ogabup jesxa,
KOJW j& MHAYe NO3HAT Kao NNall/bUBA KUBOTUHA", aNlK CE TUM
onabupom pasme He Hase.

also function as an ethical sign: the hero isn't
aggressive, but he still has something to defend
himself with.®

The verses present Hedgehog to us as someone
whom everyone admires and makes way for,
because he is hardworking and diligent. He is
diligent because he hunts. However, the act of
hunting does not only mean being able to defend
oneself. This description of a hedgehog does not
fully concord with one in reality, nor does the
logic of the fable whereby everyone gives way
for a small and peaceful animal. The hedgehog
actually feeds on insects and small vertebrates,
as well as carrion, infrequently plant food, and is
thus similar to a wolf, fox or bear in that regard.
Although he is much smaller than them, and
poses no threat to most forest dwellers, and is
even a source of food for a fox, if he manages to
outwit the latter, why then does everyone get out
of his way? The fable provides no explanation of
this, so the key should be sought in its context.
The Yugoslav Army enjoys such a type of respect
since its strength and invincibility is proven. A
year earlier, Copi¢ published the book Armija,
odbrana tvoja (Army, your defense), which is

5 Branka Brleni¢-Vuji¢ and Tamara Damjanovi¢ (“Uloga bajke i
basne u Copicevoj Jezevoj kucici"~The Role of Fairy Tales and
Fables in Copi¢’s Hedgehog's Home) in the collection Poetika,
stilistika i lingvistika Copicevog pripovijedanja (The Poetics, Sty-
listics and Linguistics of Copi¢’s Narrative), Graz — Banja Luka,
2012, p. 39) note the interesting choice of a hedgehog, otherwise
known as a timid animal”, but they do not go more deeply into
that choice.
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TMOHAallake Kao rocTa AONyLITa caMo jeflaH
pasJior: Bosu rosdy. CripeMaH je pusuKoBaTH,
W3JI0KUTH Ce MOTHdesbr y DIU3UHU JTyKaBe
nucune, yhu y kionky, na du ce Hajeo.
Yno3Hajemo JexypKy Jackaslia KOju ce KJ1ama,
CMjelika ¥ JoMahuL Y XKeau HajJberllle XKeJbe.
He Hexe HeyTpaJsHe, HEro ynpaso Ja joj

nepje nujetsaa Kkpacu goM... [magHuna Hema
npodsem ¢ THM 1ITO je JIuja mTeTourHa Koja
Kpaje ¥ Kosbe nepan. Yak 1 ako je To caMo
,II03]]paB BeJJpor KaBajupa 1 100po BaClUTaHa
4yOBjeKa, KOjU LONUPE A0 XKOHIJIepaja
LMPKYCKOT apTUCTe U yABapaya”, Kako MUCIIH
Kycrypuua,® MOTHB OCTaje TprU3eMaH.

JexxypKa 3Ha Irje je 1 KOMe y TOCTe A0LIao

U Mopa dbutu onpesaH. [103UB fa ocTaHe Ha
criaBawy onduja jep du, ako 3acnu, bro y
onacHocTH. honuh 3Ha, a 3Hajy 1 BErosu
YUTAOLH, [1a je IMCULA JeXXEBUMA y TPUPOAY
jenaH o]l HajOIIaCHUJUX HENpUjaTesba. 3aT0 My
je mmocnana ,MeneHo” mUucMo...

3a JexxypKy je Beros IoM IpHje CBera
curypsocrt. Jlom, Ma kakaB fia je, ocurypasa
Harpajy OHHMMa KOjH y 1bera Bjepyjy: XKHUBOT.
CyMma ce kaXkibhaBa cMphy. 3aTo LITO CyMbajy
y AOM Kao aIlCOJIyTHY BpUjeJHOCT, CTpanajy
Byk, Meno u Ceuma, a JIuja, jep He CyMBa,
OCTaHe Ha KMBOTY U HAaCTaBK pPaJjUTH OHO 300r
yera Tpu cCyMmasa (hopMaaHONpaBHO CTPanajy.
3aBplle HaoNauKe, jep XKUBE Of MbavuKe.

6 HaseaeHo agjeno, cTp. 153.
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entirely dedicated to laying solid foundations
for this didactic material.

Why does Hedgehog accept Fox's invitation
even though he knows it means exposing
himself to danger? His behaviour as a guest
allows for only one interpretation: he loves

a feast. He is ready to take risks, to endure
the peril of getting close to a cunning fox, to
fall into a trap, if he can eat plentifully. We
meet Hedgehog the flatterer who bows, smiles
and desires only the best for his hostess. No
best wishes of the mediocre kind, but rather
that her home may be adorned with cockerel
feathers... The insatiable hedgehog has no
problem with Fox being a vermin that steals
and slaughters poultry. Even if it is only “the
greeting of a cheerful cavalier and a well-
mannered man, which reaches the heights of
the juggling of a circus artist and suitor”, as
Kusturica thinks,® hedgehog’s motivations still
remain grounded in his appetite.

Hedgehog knows where he is and whom he

is visiting and thus must exercise caution.

He declines the invitation to stay overnight
because if he was to fall asleep he would put
himself in danger. Copi¢ knows, and his readers
also know, that the fox is one of the mortal
enemy of hedgehogs in nature. That's why Fox
sent him a “honeyed” letter...

6 Ibid, p. 153..



To, na mspauKka HUje eTUUKK MpodeM y
honuhesoj bacHU, a HEMawe Joma fa

jecte, nujeHa je Kojy TekcT miaha cB0joj
OUAAKTUYKO-TIpOTIaraHHOj CBPCH.
KpuTtuuapy MHOOKTPUHALU]E Y IEKTUPHOM
TEKCTY CaJ BUIIE HE Tpeﬁa HU [1031BakE

Ha HEKW YHUBEP3aJIHU CKYIT MOPDaJTHUX
BPHjELHOCTH KOje Cce y poLecy ofroja
MOHHWILTABa]y U UHBEPTUPA]Y; LOBOJBHO je
CaMo J1a yKa)ke Ha OBY OPJbOTHUHY.

dopma, u3gajuna

Ila mpornaraHHa HaMjeHa TeKCTa Harpusa u
IpyTe BeroBe yMjeTHUUKE KBaJUTeTe JIako

Ce BUAW U Ha PUMOBAmY. Y IBOCTUXY ,[bexHO
Te I'PJIX MeJleHa JIMlia / U [03/1paB Lliasbe
nvcuua Muua” ume je onpeheHo puMom.
HcrTo je v Koz .y 34paBibe JUje U eHe kyhe /
3a nmorubujy nosuesa Xyhe”. (Hu To He Tpeda
3aHEMapUTH, Ha cyhewy TeTOYMHaMa Byky,
Menu u CBumH, a Jexxypka Ha3gpassba 3a
CMPT JIoBauKor nca! Pumu je )KpTBOBaHA U
buonoruja: ,Jlodap naH, 11jo, BpJIMHO YKCTA,

/ knamwam ce Tedu, ca bopsba Tpucta”. Y
CTBApPHOCTH, jexX UMa 6 10 8 Xubaza doamu.

»1 Pa>XMMO pasJior, diaTwasa 3BMje3no, /
3alITO jeXx BOJIU poheHo ruujesno!” 3sujesno,
pany rHujesno... PUMOBamwy CIyXKHU U yMeTame
uujenux yspeuuna (mogs. H. B.): ,Jobpo je
duIo, Ha CTpaHy 1ana, / Tuculle Apara, e, dal
TH xBaJsia. / Tako ra jvja Ha KOHaK Clagu / a
jex ce dbpanu, wra ga ce pagu”. Unu: ,To camo
XyJbe, HOCH UX Bpar, / 3a py4ak [jajy CBOj POLHHU

For Hedgehog, his home is first and foremost

a place of security. Home, whatever form it
takes, it rewards those who believe in it: that is
it grants life. Doubt in its value is punishable by
death. Because they doubt in the absolute value
of the home, wolf, bear and pig perish, and Lija,
because she doesn’t, stays alive and continues
to do exactly the same things for which the
three doubters perished. They end up upside
down as the fable text puts it because they
make a living from robbery.

The fact that robbery is not considered an ethical
problem in Copi¢’s fable but that not having a
home is, is the price the text pays for serving

its didactic-propagandistic end. A critique of
indoctrination in a school reading text no longer
has to necessarily refer to some universal set

of moral values which in the process of being
brought up are either annulled or inverted; it is
quite enough just to point to this mess.

Form, traitor

That the propagandistic purpose of the text
eats away at its other artistic qualities can be
easily seen in its rhyming. In the two verses
“Njezno te grli medena lica/i pozdrav Salje lisica
Mica” (“Gently hugs you honey faces/and
greetings are sent by the fox Mica”) the name
of Mica in the original Serbian rhymes with
lica or face. It is the same with “u zdravlje lije

i njene kuce/za pogibiju lovéeva Zuce” (“to the
health of Fox and her house/to the death of
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npar!” unu ,KpBHMKa ByKa, jagHa My Majka

/ ymnatu dp3o cespauka xajka. / Tpanasor
Meny, 0X, KyKy, Jiese, / 1o came CMPTH usboie
nuese”. Ay CBe CKyTa AHO0 je DOMKIOPHOT
MaHupa koju honuh Hjeryje 1 Kome CUTyPHO
OyTyje nonyaapHocT. [IBoneTepauky putam,
BECeJla PUMa, HapofiHe y3peuulie, CBe je TO
nobpo noroheH U nameTHO CMULLIJbEH HAYUH
odpahama nybnuuy koja je y BeJIMKOj Mjepu
jour yBujek HermucmeHa. [1a v cam u3bop dacHe
Kao IIpeAroBopa HapaBOy4YeHU]y pujarohex
je TakBoj mydnuuu.

Bpxynan maruje

Ko caz noHOBO mpounTa OUIBELIKY Y
Jlexcukony YU murosnoruje ’ —

,HajBosmeHunja fomaha gjedja kwura cBUX
BpemeHa. [Toema Jexcesa kyhuya je BpxyHall
maruje bpanka honnha. Hewrro tako muno

Y YEeJHO Ha HALIEM j€3UKY HUje HAallUCaHO.
Jexxypka Jexxuh, hyamusu ycambeHUK C
Bozbama Kao jaMlieM CBOje HEOBUCHOCTH,
jemHo je MaJio WyMcKo 0kaHCTBO. O HEroBoj
noru nof kyaazom honuh je HanKucao 3aHOCHY
xuMHy. To je anoTeo3a 0 kyhH Kao BpXyHCKOM
yTounuITy. TKO MpouuTa Ty NOoemy, He MOXKe
cpecTt jexxa a ia ce He ocMjexHe honmuheBum
ocmujexom. [lonekan nomMmuubam Aa je
Jexxypxka Jexxuh npyro nme bpanka honuha.”

7 http://www.leksikon-yu-mitologije.net/jezeva-kucica/
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the hunter Zu¢a”). It should not be overlooked
that Hedgehog makes a toast to the death of the
hunting dog Zuca at the trial of wolf, bear and
boar! Biological details were also sacrificed in
Rome: “Dobar dan, lijo, vrlino Cista, / klanjam

se tebi, sa bodlja trista” (“Good afternoon, Fox,
virtuous and pure one, / I bow to you, three
hundred spines.”) In reality, the hedgehog has 6
to 8 thousand spines. “TraZimo razlog, blatnjava
zvijezdo, / zasto jeZ voli rodeno gnijezdo!”
(“We're looking for a reason, muddy star, / why
a hedgehog loves it birth nest!”) Zvijezdo, to
rhyme with gnijezdo...

The rhyming is also served by inserting whole
proverbs (subtitled NV):

“Dobro je bilo, na stranu Sala, / lisice draga, e,
bas ti hvala. / Tako ga lija na konak sladi / a
jez se brani, §ta da se radi” (It was nice, joking
aside, / dear fox, well, thank you very much.
/ That's how Fox sweetens him up to stay the
night / and how Hedgehog defends himself,
what can one do”.

Or: “To samo hulje, nosi ih vrag, / za rucak daju
svoj rodni prag!* (“They are just scoundrels,
the hell with them, / they'd give up their birth
threshold for a lunch!” or “Krvnika vuka,
jadna mu majka / umlati brzo seljacka hajka. /
Trapavog medu, oh, kuku, lele, / do same smrti
izbole pcele” (“The mortal enemy wolf, his poor
mother / quickly beaten to death by peasants.
/ Clumsy bear, oh, alas, woe, / stung to death
by the bees.” But altogether this is part of the



— MOX[1a he TOTPakKUTH Y TPYTOM PjeIHUKY
neduHULK]je anoTeo3e U XUMHe, anu he u bes
TOra CXBaTUTH [a OBakBa BPCTa CHMIATHUCaKba
Jextese kyhuye MpeTrnocTaBsba HEKPUTHUUKO
ynTawe. honuh je MajcTop Urpe Ha eMoLIUje;
Yyak M Kajl TeKCT Kao LjjeIiHa Mylla, BUBEeTe
XyMopa ¥ JTMPUYHOCTH Pa3opyxKaBajy u
HajonpesHujer unraoua. Moxpa je yaposuja
Jemese kyhuye ynpaBo y HAUYMHY Ha KOjU

je ’BEeH jyHaK MOKBapEeH I0BOJBHO f1a CE

CBaKO JIaKO MOXKe Ca BUM TTOUCTOBjeTUTH?
HeOWTHO je )KUBM K YuTaNal y COUUjaTU3My
WY KalluTaqu3My, Ma JId cefjlaM Uiu
ceflamzieceT ceflaM rofiMHa, 3aJ0BO/bCTBO

je ucro, MoZ YCJIOBOM Jla He YnTa usmehy
penoBa koje npeckave, a Hay4d HalnameT
HapaBOy4eHHUje:

Ma rakaB b0 / MOj poAHM Npar, / OH MU je
unak / muo u apar. / ITpoct je v ckpomas, /
anu je moj, / Ty cam csiodofaH / ¥ ra3za CBoj.

/ BpenaH caMm, / paguM, / HaBUM ce JIOBOM / U
MUPHO XUBUM / 107, CBOjUM KpOBOM. / To camo
XyJbe, / HOCH UX Bpar, / 3a pydak 1ajy / CBOj
popuu npar! / 3bor tora camo / Bac Tpoje, /
3Hare, / yectute kyhe / v Hemarte. / JKusure, /
uyjeM, / 0[] CKUTHeE, / I/bauke / ¥ cBpinhere — /
Haomnauke!

honnhes Hacpanuu xoua CUrypHO du muTao
3awTo JIuja Koja UCTO XKUBU OJ] TIJbaYKE He
3aBplIM Haomauke. [Tntao Ou, He ocTajyhu
camo Ha honrheBoj uAeanu3o0BaHoj CAULN

folklore manner cultivated by Copi¢ and to
which he certainly owes his popularity. The
two-pentameter rhythm, the upbeat rhyme,
the folk expressions, all this is a well-targetted
and cleverly thought-out way of addressing an
audience that is largely still illiterate. Even the
choice itself of a fable as a preface to the moral
has been adapted to such a readership.

The pinnacle of magic

Whoever now re-reads the following note in the
Lexicon of YU mythology’ — “The most beloved
domestic children’s book of all time. The poem
Hedgehog's Home represents the pinnacle of
Branko Copi¢’s magic. Nothing so sweet and
chaste has been written in our language.
Hedgehog Hedge, a moody loner with spines to
guarantee his independence, is a small forest
deity. Copi¢ wrote an enchanting hymn about
his lodge under a log. It is the apotheosis of the
home as a supreme refuge. Anyone who reads
this poem cannot but meet a hedgehog without
smiling Copi¢’s smile. Sometimes I think that
Hedgehog Hedge is another name for Branko
Copi¢.” — may look up definitions of apotheosis
and hymn in another dictionary, but even if
s/he doesn’t, they will still understand that
this kind of sympathy for Hedgehog's Home
presupposes an uncritical reading of it. Copi¢
is a master of playing with emotions; even

7 http://www.leksikon-yu-mitologije.net/jezeva-kucica/
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JeXXYPKUHOT JoMa/Ip)KaBe, 1a JIW Ta 3auCTa
Tpeda BOBETH 110 CBAKy LIMjeHy, Ma Kakas OHo.
Huje nu Jexcesa kyha y mkonu, be3 TakBUX
NnUuTamwa, 4YucCT umhap CBakKe IJba4yKalllKe
IpXase?
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when the text as a whole stutters in places, the
vignettes of humour and lyricism disarm even
the most cautious of readers. Maybe the magic
of Hedgehog’s Home lies in the way its hero is
made just corrupt enough so that anyone can
easily identify with him? It's not important
whether the reader lives under socialism or
capitalism, whether he is seven or seventy-
seven years old, the pleasure one experiences
is the same, provided that s/he does not read
between the lines s/he skips, and learns by
heart the fable’s moral:

Whatever it was / my birthplace threshold, /

it is still / dear to me. / It may be a simple and
modest thing, / but it is mine, / there I am free
/ and my own boss. / I am diligent, / I work, /
[ hunt / and I live peacefully / under my own
roof. / They are just scoundrels, / the hell with
them, / they'd give up / their birth threshold
for a lunch! / That's the only reason why / the
three of you, / you know, / don't have / decent
houses. / You live, / I hear, / from vagrancy, /
robbing / and you will end up—/ upside down!

Copi¢’s Nasraddin hodja would surely ask why
Fox, who also lives as a robber, did not end up
‘upside down’. He would question, not only
Copi¢’s idealised picture of Hedgehog's home/
state, but whether this is something one should
really love at all costs, regardless of what it was.
Without such a questioning, isn't Hedgehog's
Home in the school classroom no more than the
pure bounty of every plundering state?
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[ | Jexwesa kyhuya seh ce

neceT/sehrMa y XpBaTCKOM KOHTEKCTY, ¥
KHVKEBHOKPUTUUKHUM pajjoBUMa Ipomarpa
MIPUMapHO U3 NePCIEeKTUBE UCKIbYyUNBaba,
HEerupama U Lensype (ycn. Xamepuiak 1 3uma
2015: 71, 81; Kpexo 2019: 15-24; Yrpewuh
1999: 248-249). 3a Jewmesy kyhuyy HaxoH 1990-
UX HYje DUJI0 MjecTa y MonucuMa JIEKTUpe
3a XpBATCKE OCHOBHE IIKOJIE JEP je OHa,

KaKo je To 6e3 orpana dopmynupao Ctjenan
Babuh, ,mjewanal , monyTaH, xudpuz”

YH]jU je3UK je ,CPICKO-XPBATCKU JE3UK WU
MOX[,a JyTOCIaBEHCKH jE€3UK, OHA] je3UK KOJU
HOpPMaJIHO HHje OCTBapUBaH, aju 3a KOjUM
ce Texxuino” (babuh 2006: 142). YHaTOY TOME,
Jewesa kyhuya ce y XpBaTCKOM KOHTEKCTY,

13 YUTaTesbCKe ePCeKTUBE, U HAKOH LITO
TpH neceT/beha HUje DUa WO NIEKTHDE,

JOILI yBUjEK jaBHO NEPLUUIKPA KAa0 KJby4yaH
TEKCT Ajedje KbKeBHOCTH. [Tokasana je To
aHKeTa XpBaTCKOr MUHUCTApCTBa 3HAHOCTH
v obpasoBata nposeseHa 2019. rogune mehy
HaCTaBHULMMA U KBH)KHAYAPUMA, Y K0jO]j

ce 0Baj JaHaC Hajno3HaTHju honuhes TexcT
MO3ULIMOHWPAO0 HAa BUCOKOM METHAECTOM
MJjecTy NpernopyyeHux JIEKTUPHUX Hacjl0Ba
33 OCHOBHY IIKOJY. Y TEKCTY KOjH CIHjenH,

[ | In the Croatian context, in
literary criticism, Hedgehog’s Home has for
decades been primarily associated with the
practices of exclusion, denial, and censorship
(cf. HamersSak and Zima 2015, 71, 81; Kreho
2019, 15-24; UgreSi¢ 1999, 248-249). After
the 1990s, Hedgehog’s Home had no place

in the reading lists for Croatian elementary
schools because, as Stjepan Babi¢ bluntly
asserted, it was a “mixed race, half-breed,
hybrid” written in “Serbo-Croatian or perhaps
Yugoslav language, the language, which was
not normally used, but which was striven

for” (Babi¢ 2006, 142). Nevertheless, even
after being excluded from the reading list for
three decades, from the readers’ perspective
Hedgehog’s Home has still been perceived as a
key text of children’s literature in the Croatian
context. This was shown by a survey conducted
in 2019 among teachers and librarians

when this today’s most famous Copi¢’s

text was ranked as high as fifteenth among
recommended readings for elementary school.
In the text that follows, we will, therefore,
turn from the history of the erasure of the
Hedgehog's Home to the history of its editions
and transmediations. Our emphasis will be on
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npeycmjeput hemo ce cTora C MoBUjecTH
Opucama Jexese kyhuye Ha MOBUJECT HE3UHUX
v3nama ¥ TpaHcMmegujanrja. Ham Harmacak
duT he Ha XpBATCKOM KOHTEKCTY, aJlu HEKe

cy oujeHe Baxkehe 1 3a 1M pH jyrociaBeHCKH
KOHTEKCT, y KOjEeM j€ OBO JJ€JIO HacTaslo U
KOjeM Ha BHIlle pa3rHa JOUCTa ¥ Npunana.

O nocTaHKy W u3gawHMma Jexese Kyhuue

[Tpuuy o jexxy, TUCULIM 1 JbyDaBU Tpema oMy
honuh je, mo ceemy cynehu, npeyseo, u3paBHO
UJIM HEU3PABHO — IIYTeM, PELIUMO, IKOJICKUX
YUTAaHKH — U3 30Mpke HapomHUX CPCKUX
nocnosuua Byka Credanosuha Kapauwha,

u3 1836. ronuHe, y K0joj je 3anucaHa u

uspeka ,Moja kyha, moja cinodona” 3ajenHo

C aHerJoTaJlHUM OdjallilbenheM Koje y
Kapauuhesy 3anucy oBako Tiaacu:

LJIMCHLa yacTusa famwy jexa, Ia ra ypeue
ycTaBJbajla Ha KOHAK, HO OH HUKaKo HUje heo
ocraty, roopehu, na je pag uhu csojoj kyhu.
Kap ce ompocty ¢ 1McULOM U Tohe ¢Bojoj kyhu,
OHJa JINCULA IPUCTAHE 33 UM [T0U3aseKa,
Ila BUZIM, KaKBa je Ta werosa Kyha, 3a kojom

OH TOJIMKO ue3He U Hehe fa ocTaHe Kof be y
nujenoj nehrHy Ha KOHaKy. JloMIaBLIH jeX 10
jenHe kyazie, yByde ce I0f by y 0yKkoBo nulihe,
Ia ce NPOTEerHe KOAUKO je AYT, U OfPe3aBIIx
pekHe: ‘Moja kyha, moja cioboga.’

—ToBopu ce u: Moja kyhuua moja cinobopuna.”
(Kapauwuh 1836: 184-185)

126

the Croatian context, but some findings are
also valid for the wider Yugoslav context in
which this work was created and to which it
really belongs on several levels.

On the origin and editions of Hedgehog’s Home

Apparently, Copi¢ took the story about the
hedgehog, the fox, and the love of home
directly or indirectly, for example, through
school textbooks, from Vuk Stefanovié¢
Karadzi¢'s collection of Serbian folk proverbs
of 1836, where the proverb “My home is my
freedom” was listed, along with an anecdotal
explanation, which in Karadzi¢'s text reads:

“The fox fed the hedgehog during the day and
put him to sleep in the evening, but he did not
want to stay, saying he would like to go home.
When he said goodbye to the fox and went home,
the fox followed him from afar to see what his
home looked like, the home he longed for so much
and because of which he did not want to stay
overnight with her in the beautiful cave. When
the hedgehog came to a log, he crawled under it
into the beech leaves, stretched himself as much
as he could, and said: ‘My home, my freedom.’

—Itis also said: Home, sweet home.* (Karadzi¢
1836, 184-185)

Copi¢’s poem about a hedgehog who loves his
modest home was first published by Youth
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honuhesa nmoema o Jexy koju je 3a/bydibeH

Yy CBOj CKpPOMHHM [JOM M3alllJIa je IPBU My Ta

y Hakjagu OMIafIMHCKOT H3/1aBayKor
npenyseha HoBo noxossewe, Mo HacJI0BOM
Jexesa xkyha, c akBapearma Deorpaackor
cnukapa Asmorte Jocuha. Y umnpecymy oBe
BoraTo UIyCTpUpaHe KWbUTe C eleMEHTHMA
CIIMKOBHULIE HAaBOZE Ce fiBa rpaza, 3arped u
Beorpan, c 063upom fa je usgasauka kyha
Hogo noxomewe (HOTIOK) njenosana of
1945. ropvHe y beorpagy, a ofy K0os0B0o3a

1947. ny 3arpedy. Tako ce oBa honuhesa
roema ofi CBOT IIPBOT U3 aka MNo3rulMoHupasa
MOJIMLIEHTPUYHO, HaJunasehu penydiauuke

Y HallMOHAJIHe okBUpe. Jexcesd kyha y HoBom
MOKOJbeHY M31a3u y [TMoHupCcKoj dubnnorteuu,
y k0joj je honunh npeTrxonHo 0bjaBro

mafe slohailinat
e L1 8

Cnuka1 Curucmynpg Yajkosal,
npup. 1926. Yuitianka .
Mpumjepak n3 HaunoHanue
1 CBEYUMNHLLHE KIbUKHHULE
y 3arpeby

Image 1 Sigismund Cajkovac, ed.
1926. Reader I. A copy from
the National and University
Library in Zagreb

publishing house Novo pokoljenje' in 1949 under
the title Hedgehog’s Home with illustrations by
Belgrade artist Aljosa Josi¢a. The Impressum
of this richly illustrated book with elements

of a picture book mentions two cities, Zagreb
and Belgrade, as the publishing house Novo
pokoljenje (NOPOK) was registered in Belgrade
from 1945, and from August 1947 in Zagreb.
Hence, the Copi¢’s poem, since the first edition,
positioned itself polycentricly, transcending

the national and ethnic boundaries. Hedgehog'’s
Home by Novo pokoljenje was published in

the Pioneer Library, where Copi¢ previously
published Vratolomne price and Suncana

1 Eng: Youth Publishing House “New Generation”
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Cnuka 2 bpanko honuh. 1949. Jexesa kyha. Unyctpauuje: Apola Jocuh.

Mpumjepak 13 HaunoHanHe W CBEYUUULLIHE KhbHKHULE Y 3arpedy

BpartosiomHe npuue ¥ CyHUaHy penydnuky
1948. rogune, a 1950. rogune Jlanaj bao:
KoJIoHUjanHy danagny (ycn. boxxosunh 2021).
Hogo nokosmetse Te 1949. rogune Jexcesy kyhy
THUCKa y UMIIPECUBHO] Haxsagu o 5 000
npumjepaxa, a Beh ciwenehe ronrse odjasmbyje
J€ Uy HOBOM, HEU3MHU]EHEHOM U3[lamby.

HcTu HaknagHUK je 1951. ronuHe objaBibyje
Wy TaJInjaHCKOM NIPUJEBOLY, TaKohep C
JocuheBuMm unycrtpaunjama, y aHac TELIKO
JocTynHom HU3y La biblioteca dei pionieri
(nmpes. Eros Sequi, La casa del riccio).
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Image 2 Branko Copi¢. 1949. Hedgehog's Home. lllustrations by Aljosa Josic.
A copy from the National and University Library in Zagreb

republika in 1948, and Lalaj Bao: kolonijalna
balada in 1950 (cf. BoZovi¢ 2021). Novo
pokoljenje published Hedgehog's Home in 1949
with an impressive 5,000 copies, and the
following year it published a new, unchanged
edition. In 1951, the same publisher printed
an Italian translation, La biblioteca dei pionieri
(trans. Eros Sequi, La casa del riccio), also
including Josi¢’s illustrations.

In the following years, Copi¢’s poem underwent
its first visual and textual transformations



Cnuka 3

Bpanko honuh. 1959. unn 1960. Jexesa kKyhuua.

pidng mu ks,
sl s
seijackn haska.
Trapaiig setdu,
o, ki,

KRalJ

o same wertl
bk ek

Unyctpauuje: Bunko Muxa Cenax. Mpumjepak U3 HaunoHanHe v CBeyUHIMILHE KibMXKHULE y 3arpedy

Image 3 Branko Copi¢. 1959 or 1960. Hedgehog's Home.

Illustrations by Vilko Gliha Selan. A copy from the National and University Library in Zagreb

Cmwenehux roguna honuhesa noema nmponasu
KPO3 CBOje NPBE BU3YyaJlHe U TEKCTyaslHe
TpaHchopMaluje v pemesujanusanuje.

Ha ®w1X0BOM MOUETKY CTOjU aMOIeMaTcKo
u3fame C WiycTpalnjaMa XpBaTCKor cauKkapa
Bunka I'nuxe CenaHa, cepvja TeMnepa Ha
nanupy u3 1953. rogune (I'muxa 1971), xoje

he Tex HEKOJMKO TOLUHA KacHHU]je DUTH
YBPLITEHE Y HOBO XPBATCKO U3fame Jexnese
kyhuue, OHO HakJagHuKka Haa fjena, 3a
xojer je ['muxa CenaH nBa fecetsseha paguo
Kao JTUKOBHHU (1951-1971) 1 mOTOM IJIaBHU
ypenHuk yaconuca Papoct (dnero 1998).
Hajcrapuju npumjepak usnamwa Jemese kyhuuye

and remedialization. In the beginning, there
was the emblematic edition with illustrations
by Croatian painter Vilko Gliha Selan, a series
of tempera on paper from 1953 (Gliha 1971),
which would only be included in the new
Croatian edition of the Hedgehog’s Home a few
years later, published by Nasa djeca’, where
Gliha Selan worked for two decades as an
artistic editor (1951-1971) and then editor-in-
chief of the magazine Radost (Flego 1998). The
oldest copy of the edition of Hedgehog's Home

2 Eng: Our Children
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¢ [MuxuHUM HiycTpayrjama Koju CMO UMau
NpUJIMKE BUIJETH MTOTjeUe HajBjepojaTHH]e U3
1959. nnu 1960. rogvHe, WITO Cy TOJUHE MOJ
KOjHMMa j€ Taj MHa4ye HaKJIaJHUYKU HeJaTupaH
npyuMjepak 3aBefeH y HanuoHanHoj 1
CBEYUMJIMILIHO] KBHKHULY, y 3arpedy.
[Monekap ce, Mmoryhe u camo 1o cjehamy, y3
HajcTapuje u3pame sesyje u 1957. roguna.

Hnycrpauuje ['nmuxe CenaHa yBPLUITEHE y
u3pamwe Hallle fjene roToBo Cy aHTUIION
JocuheBuM 3aracUTUM akBapearuma
(bokycupaHuM Ha nnkose honuhese

roeme, aHTporomopdusrpaHe jyHake

U aHTHUjyHaKe, yxBaheHe y IOKpeTy Un
TpI/bewy (MONMYT Mefie Kojer cy usdore

nuese). Hacynpor tomy, unycrpauuje I'nmuxe
CenaHa 3acuheHe cy dojama, UCTTybeHe
OUJBHUM U XKHUBOTHUICKUM KHUBOTOM KOjI/I
YECTO OIlOHalla JbYACKH, MHOAWBUYAJIU3UPAHE
[0 HajCUTHHU]UX [eTaka, C JUIesama u
YHU3MHUIIaMa, Topﬁama W KallaMa, NopTpeTUMa
Ha 3UI0BUMa, 3aCTOPUMa, CTOJILIUMA,
[IoJIMLIaMa, CTOJIMhKUMa, ITI0CTaB/bEHUM
CTOJIOM Ca XpaHOM Yy 3/1jesu, ydpycuma,
Jalrama, Bpuem, MpBrIlaMa Ha Tamypy U
onbaueHuM komruunama. Te he unycrpauuje,
a yBeJIUKe U TeKCT 00jaBJbeH Y3 BUX, TOCTATH
napagurmarcke, OCHOBA M y30p 3a CBa Jpyra
uznama. Ha wux ce ocnamwasna rnaBHUHA
u3fama 1 odpana odjaBbeHUX 10 naHac. Ocum
LITO CY Ce MaCOBHO IUCTPUDyHpasle myTem
be3dbpojHux u3gama caMKoBHMLA Hale njeue,
OHE Cy LMpKyJIupaJse Ha OMOTUMa ayLuo
M3fama, of rpamooHCcKuX miaova u3 1970-ux,
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with Gliha's illustrations, which we could see,
most likely dates to 1959 or 1960. These years
were ascribed to the preserved undated copy
by librarians in the National and University
Library in Zagreb, but sometimes, possibly only
from memory, the year 1957 is also associated
with it.

Gliha Selan’s illustrations in the edition by
Nasa djeca are almost the antithesis of Josic¢’s,
which focus on the characters of Copi¢’s poem,
anthropomorphized heroes and anti-heroes,
caught in motion or suffering (like the bear
stung by bees). In contrast, Gliha Selan’s
illustrations are saturated with colour, filled
with plant and animal life that often imitate
human life, individualized down to the smallest
detail, with shoes and boots, bags and hats,
portraits on the walls, curtains, chairs, shelves,
coffee tables, a table set with food in a bowl,
napkins, glasses, jug, crumbs on a plate and
discarded bones. These illustrations, and to

a large extent the text published with them,
will become paradigmatic, the basis and model
for all other editions. Most of the editions and
covers published to date have been modelled
by them. In addition to being mass-distributed
through countless editions of Nasa djeca
picture books, they have been circulated on
the covers of audio editions, from vinyl records
in the 1970s, cassettes in the 1980s, and CDs
in the 2000s, to be shared today via social
media and content reproduction platforms,

but also reproduced on postcards, T-shirts,
pendants, and even murals. Their influence



Cnuka 4 Mypan Jexesa kyhuya. 3arped, bynaex, 1. 5.2023.

®oto: MapujaHa Xamepluak
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Image 4 The Hedgehog's Home mural. Zagreb, Bundek, 1 May 2023.

Photo: Marijana Hamersak

npeko kaseta u3 1980-ux u L[ 1-oBa 2000-ux,
na du ce maHac gujenuse NyTemM JPYLITBEHUX
Mperxa U NnaTdopMHu 3a penpogyKLIujy
cajp:kaja, ajly ¥ penpoayLupase Ha
yecTUTKaMa, Majuliama, IpuBjeciuma, na

Y Mypanuma. FbrxoB ce yTjenaj npemnosHaje
Wy WiycTpaluujama Apyrux XpBaTCKUx
unycrparopa Jexese kyhuye, nocedrlie OHUM
cTapujum, mehy Kojuma ce CBOjOM yCIjeIIHOM
peLeniivjomM U31Bajajy KOJOPUCTUUKH boraTe
U Ha JleTabe 0CjeT/buBe UiycTpaluje Bnane
Jaxkenuha, objaBbeHe NPBU YT Y U3T Ay

is also recognized in the illustrations of other
Croatian illustrators of Hedgehog's Home,
especially the older ones, among which the
colour-rich and detail-sensitive illustrations by
Vlado Jakeli¢ published for the first time in the
edition of Zagreb's Mladost, most likely in 1980,
stand out due to their successful reception. The
other four editions published in Croatia with
illustrations by other authors (edition Skolska
knjiga 1985, Golden marketing 2003, Katarina
Zrinski 2005 and Profil no year) did not have
multiple editions, which we understand as an
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3arpebauke MnazocTH HajBjepojaTHH]e
1980. rogune. OcTana yeTUpU U3Jama Koja
cy odjaBipeHa y XpBaTcKoj € UyycTpalujama
IOpyTux ayTopa (M3pame [LIkosncke Kwbure
1985, Tonnen mapketunra 2003, Katapuue
3puncku 2005 u [Tpoduna — be3 ronuHe) HUCY
vMMaJia OHOBJbeHa U3Jatha, ITO TYMauyuMO
Kao MHIUKATOP HUXOBE OrpaHUUeHe
peuenuuje. LUCTO ce MOKe MPETIOCTaBUTH

Y 32 XpBATCKY PeLenirjy u3fama Koja cy

10 1990-ux odjaB/prBaIK HAKIAJHULU
IOPYTUX jyrociaBeHCKUX penydiuka, npuje
CBEra capajeBCKHUX HakjagHUKa CBjeTIOCT U
Becennn Macnemua, koja cy, fogyuie, umana
BHULIE U31atha.

[Tpema cjehawy 3opaHa ['nuxe, cuHa Bunka
Imuxe Cenana, honuh je Jewesy kyhuyy
vjexaBH3upao ¥ onheHUTo KpoaTHU3upao Ha
[MuxuH noTULAj 1 3a TOoTpede HOBOT U3/lama.
[muxuHe uiycTpalnuje NpUTOM NPeTXone
je3UYHOj MpUIarofdu o YeMy CBjelouH jeHa
0]l UJIyCTpalLuja U3 TOT U3 ama, OHa Ha KOjOj
je ucrucaHa agpeca ,3a gpyra Jexa”, a koja

Ha [TTMXWHUM HIIyCcTpalrjaMa jol yBUjEK
cappxu: ,Ha xpajy myme” mpemja je y TeKCTy
y uspamwy Hawe gjeue ctux npomujemen y ,Ha
kpajy raja”". HaknagHuk Haia njena objaBuo
je mo jaHac ueTpheceTak Usfjawma yTeMebeHUX
Ha OBOj TEKCTYyaJIHOj ¥ BU3YyaJIHOj PEAAKLIU]H,
Heka Wy HakJagama v 1o 13 000 npumjepaka
(u3pamwe u3 1988). Iuo TUX U3gamwa duo je

Ha hupuanLK, C MUHUMAaIHUM je3SHUHUM
NperuHakama y OGHOCY Ha JJaTUHHULY, OK je
HEKOJIMKO U3/latha, NMPUIHNYHO U JIaATUHUYIHO
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indicator of the limited reception. The same
can be assumed for the Croatian reception of
editions by publishers from other Yugoslav
republics until the 1990s, primarily publishers
from Sarajevo Svjetlost and Veselin Maslesa,
which, nonetheless, had several editions.

As Zoran Gliha, Vilko Gliha Selan’s son
remembers, Gliha encouraged Copi¢ to adapt
Hedgehog’s Home to “jekaviant”® and generally
to the Croatian language for the needs of the
new edition. Moreover, Gliha's illustrations
preceded the language adaptation, which is
best demonstrated by an illustration from
that edition, the one where the address
“Comrade Hedgehog” is written, and which

in Gliha's illustrations still contains: “End of
the Forest" although in the text published by
Nasa djeca, the line was changed to “End of
the Grove**. Publisher Nasa djeca published
about forty of these reduction of Hedgehog's
Home to this date, some in up to 13,000 copies
(edition of 1988). Part of these editions were
in Cyrillic script with minimal language
changes compared to the Latin script editions,
while several editions, Cyrillic and Latin of
1962 and Latin of 1966, were in prose. Nasa

3 Translator's note: Serbo-Croatian or Croatian-Serbian
language, which was the official language in Yugoslavia, had
different dialects and subdialects. “Jekavian” or “ijekavian”
were spoken mostly in Croatia, BiH and Montenegro, and
“ekavian” in Serbia.

4 Translator's note: In the original text, Suma (here translated
as forest) is associated with Serbian language, while gaj (here
translated as grove) with Croatian.



u3 1962, Te TaTUHUYHO U3 1966. roguHe
duso y mpo3u. Halua gjeua csoje nocbenmwe
hupunuuHo usnawe 0djaswyjy 1990. ronune,
a 1991. ronvHe ¥ OCIbENHE TATUHUYIHO
M3Jame Koje ce moaynapa c u3famwruma Koja
cy My npetxopuia... Haua gjena, Haume,
ronuHe 1994. 0bjaBsbyjy TaTUHUYUHO U3flathe
y KOjeM Cy TeKCT ¥ MiIycTpaluuje rpydoo
pPeBUAMPAHU Y LOCIAYXY Ca NPETIOCTaB/bEHUM
3axXTjeBUMa TPEHYTKa, PATHOM LIEH3ypOM

Y UMTIepaTUBMMa Herupamwa Uiu
MpeBpeiHOBaba jyroCaaBeHCKOr KyJITypHOT
HacJbeha. Y TOM Cy OKBUPY U3 TEKCTA
n3baueHe pujedu nonyt ,damwe” Uiau ,opyra’,
a ,oBasfaH” HETOYHO ,[IPEBEEHO” Y ,CBAKU
IaH", U3 uIycTpauuja je usdbpucaH gpyr ¢
nvcma 3a Jexa, a c HacsoBHULEe nMe bpaHka
honwuha (Omauunh 2007: 255-258). Ta ce
,perakuuja” neprneryupasa dbapem neseT
u3jama, CBe 10 aHac TeUKO AOCTYIIHOT
n3namwa Hawe njeue u3 2004. ronuxe

Kaza ce y3 [muxuHe unycrpanuje oner
odjaBJbyje MHULIMjaTHA Peflaklhja TeKCTa,

a honuheso nme Bpaha Ha HacnOBHHULLY.

Ha unycrpauujama he, mehytum, jour
HEKOJIMKO HU3/aba Ha MjECTY Ha KOJEM je

Ha uiycrtpauujama nucano 3A IPYTAy
WHTPaUKOHUUKOM TEKCTY OCTaTH DjesnHa,
Kao TUXH TMOJCjeTHUK Ha IUUPUHY, HEXAjHOCT
Y allCypAHOCT MHTEPBEHLHja U3 MPETXOAHUX
u3fama.

djeca published their last Cyrillic edition

in 1990 and in 1991, the last Latin edition
congruent with previous editions. In 1994,
they published a Latin edition in which the text
and illustrations were substantially revised in
agreement with then-assumed requirements,
wartime censorship and the imperatives of
denying or revaluing the Yugoslav cultural
heritage. Hence, words like “banja” or “drug”®
were removed from the text, and “povazdan”’
was incorrectly “translated” as “every day”.
Comrade from the letter to the Hedgehog was
deleted in the illustrations. The name of Branko
Copi¢ was deleted from the cover (Opaci¢ 2007,
255-258). This “redaction” remained in at least
nine editions until the now hard-to-find edition
of 2004. Together with Gliha's illustrations,

the initial text was again published, and

Copi¢’s name returned to the cover. In the
illustrations, however, in a few more editions,
the place where COMRADE was written in

the intra-iconic text would remain blank as a
silent reminder of the scope, carelessness and
absurdity of the interventions in the previous
editions.

5 Eng: (wild boar) bathes
6 Eng: comrade

7 Eng: foralong time. All the words are mostly used in Serbian
language (translator’s note)
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Cnuka 5

Image 5

Jexesa kyhuua, pes. Jowko JysaHuuh. Mpemujepa 1970. ®otorpaduja nzsende u3 1975.
AyTop coTorpaduje Heno3Hat. ApxuBa 3arpedaukor KazanuwTa Maagux

Hedgehog's Home, dir. Josko Juvanci¢. Premiere in 1970. Photo of a performance in 1975.

Author of the photo unknown. Archive of the Zagreb Youth Theatre

Jexesa Kyhuya y Ka3anuuwty U Ha rna3beHoj
CLeHH

Jexcesa kyhuya npeHeceHa je Ha Ka3aJUIIHY
cueny Beh kpajem 1950. ronune, kaza ce

Kao Jewesa kyha n3Bonu y 3arpedaukom
MTUOHUPCKOM Ka3a HILITY, JaHac 3arpedaukom

KasaJMIITy Miaaaux, y pexuju byphuue Jesuh,

NHOHUPKE Ajedje Ka3alUIIHE IPONYKLUje

u neparoruje y Xpsarckoj (boruep-I1lladan
2000: 3). HakoH nBaHaecT u3Be0U npejacTaBa
je ckuHyTa ¢ pernieprtoapa fa du 1958. rogune
Orsna 0BHOBJbEHA C MTO/IHACJIOBOM ,[IpHYaA Y
CTUXOBUMA", y PEXKUjU TaJla MJIaZoT peslaTesba
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Hedgehog’s Home in the theatre and the music
scene

Hedgehog's Home was adapted for the theatre
stage already at the end of 1950 when it was
performed as Hedgehog's Home in the Zagreb
Pioneer Theatre, today the Zagreb Youth
Theatre, directed by Purdica Devi¢, a pioneer
of children’s theatre production and pedagogy
in Croatia (Bogner—Saban 2000, 3). After
twelve performances, the play was removed
from the repertoire, to be restored in 1958 with
the subtitle “A story in verse* and directed by
then-young director Ante Jurin. The restored



Ante JypuHa. ObHOBJ/beHA NpeCTaBa

urpa’a je Bulle of wesneceT nyra fo 1965. u
cMmartpa ce jeHOM Ofi , IBH]je Haju3BoheHuje
npezcTase Tor pasfodmsa” (MeBankosuh 2020:
41). Y ucrom je kazanuwry 1970. nocrasibeHa
HoBa Jexesa kyhuyd, y pe>xUuju o3HaTor
XpBaTckor pefaresna Jomka JyBaHurnha. Osa
je nmpexncTaBa dbusa Ha peniepToapy fo 1980.
roguHe Te je umana 187 ussendu. CauyBaHe
upHo-bujene oTorpaduje jydbunapue

croTe u3Bendbe u3 1975. ronrHe eBouMpajy
KJpy4Ha MjeCTa Ka3aJIUMIIHOT TPEHYTKA U
atmocdepe. Y cTpakibeM MJIaHy BUIUMO
MOHYMEHTAaJIHY, OCJTMKaHy clieHorpadujy
Hcmera BosbeBulie, UCIIPES e CY TIIYyMLU

y IYXOBUTHM, aHTPOIIOMOP(PU3NPAHUM
KOCTMMHKMA, a y IPBOM TJIaHY U CUJTYETE
njeuey rnefanuuTy. Kputrka odjaBibeHa

y Bopdu uctuye naponujcku MHTOHUpaHe
KpETHE TUCHLE, YXOBUTOCT ITOCTABE U
DaneTHO-MTaHTOMUMCKE JUOHHULIE KOjuMa

cy usnaHoBu OMJIagHMHCKOT MJIECHOT CTYH]ja
,000TaTHUIN Ka3aMUIIHU BOXKHKBBA]" (OpHAKh
1970). BecenocT, pa3gparaHocT, JYXOBUTOCT
OBE NMPEACTABE U BbE3UHUX INTyMalla CIIOMUBY
W IPYyT'Y KPUTHYAPH.

Cpenunom 1970-ux Jexcesa xkyhuya nocraje [uo
perneproapa KasaJullTa JyTakay 3arpedy,
Crnuty v 3aapy. 3arpedbayko KasaauuiTe
nyTaka Jexcesy kyhuyy noctassba 1977. ronuse,
y pexxuju Benumupa Lixytuia, y OKBUDY
HBHXO0BOT I71a30eHOr Mporpama 0CMHUIJbEHOT

C UMJbEM [1a jeny yno3Ha C ,HajBpeIHUJUM
njenvima fomahe u CBjeTcKe KibHKEBHOCTH 3a

play was performed more than sixty times by
1965 and was considered one of the “two most
performed plays of the period” (Ivankovi¢
2020, 41). In 1970, the new Hedgehog’s Home
was staged in the same theatre, directed by
the famous Croatian director JoSko Juvancic.
This play was shown until 1980 and had 187
performances. Preserved black-and-white
photos of the jubilee 100th performance in
1975 evoke the key places of the theatrical
moment and the atmosphere. At the back, we
see the monumental, painted scenography of
Ismet Voljevica. In front of it, are the actors
in witty, anthropomorphized costumes and,
in the foreground, the silhouettes of children
in the auditorium. The review published

in Borba mentions the parody of the fox’s
movements, the wit of the cast and the ballet-
pantomime parts by which the members of the
Youth Dance Studio “enriched the theatrical
experience” (Frndi¢, 1970). The joy, excitement,
and wit of this play and the actors are also
mentioned by other critics.

In the mid-1970s, the Hedgehog’'s Home
became part of the repertoire of puppet
theatres in Zagreb, Split and Zadar. The
Zagreb Puppet Theatre staged the Hedgehog's
Home in 1977, directed by Velimir Chytil,

as part of their musical program designed

to introduce children to “the most valuable
works of domestic and international children’s
literature” interpreted by “our prominent and
distinguished opera singers and performers”
(HAZU ZKL 1977). Preserved black-and-
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njeny” y MUHTeprpeTaluuju ,HalluX UCTAKHY TUX
Y yIJIe[IHUX ONIEPHUX IjeBaya U u3Bohaua’.
CauyBaHe upHo-dujene dortorpaduje myTaka
OBE MpeJicTaBe Koja je urpana fo 1982.

roJJMHe CyTepupajy Hhe3nHy Be3aHOCT y3
OPaMCKH, [IPHj€ HETO JIM XYMOPUCTUUKHU KOJ.
[lpencrasa je, mo ceemy cynehu, Hacranay
oljexy Ha mpamaTusauujy Jexcese kyhuye 3a
rpamoOHCKY MJI04Y y U3famwy JyroToHa,
cpepuHoMm 1970-ux, 3a Kojy je rnasdy Hanmucao
XPBaTCKU CKJIafaTesb U TEKCTOMKCaL XpBoje
Xerepywuh. HMcTa je npencraBa nocraBbeHa
1979. ropune y Kasanuuty nyTtaka 3agap U
MOHOBJbEHA OCaMJieceT nmyTa 10 1985. ronuxe.
Crututcko Kasanuure nyrtaka [Tuonup
noctassba Jemesy xkyhuyy Ha cueny 1978.
rojjMHe, y IpaMatr3aluju 1 odpaau Momunina
[Monaguha. OHa HecTaje c pernepToapa
MTOYETKOM OeBeoeCceTuX, HaKOH BUIIE O J:[BI/]je
CTOTHHE U3BeN0H.

THjexoM IeBeeCETUX, Y PATHUM U

NopaTHUM rofiuHaMma, Jexesa kyhuya Huje,
npema JOCTYTIHMM Mofaluuma, dbuia Ha
penepToapuma KasajauiuTta y XpBaTckoj.
[ToueTkoM HOBOT MUIIEHM]A, MehyTUM,
I'pancko kasanuuiTe ytaka Pujexa nmocrasma
Ha CLeHY Mjy3uKJ Jexesa xyhuya TeMesbeH

Ha ry1a3dbu Xpsoja Xeregymuha, ¢ yBOGHOM
JIyTKapCKOM MapTUTYPOM U KOCTUMHUPaHUM
ryMuuMa. Peparespuiia U [paMaTypruba OBe
npencrase je Canga MunaguHoB JIaHrepxons,
IJyMHLa U IjeBadullia Koja je y U3Beidu 3a
JyroToHoBYy rpaModOHCKY MJIOUY Aaja CBOj
riac JIuju. [Ipencrasa je Ha peneproapy of
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white photos of the puppets of this play, which
was shown until 1982, suggest its connection
to a drama rather than to a comedy genre.

The performance was created in response to
dramatization of the Hedgehog's Home for a
vinyl record by Jugoton from the mid-1970s,
with the music by the Croatian composer

and lyricist Hrvoje Hegedusi¢. The same

play was staged in 1979 in the Zadar Puppet
Theatre and replayed eighty times until 1985.
Puppet Theatre “Pionir” from Split staged
Hedgehog's Home in 1978 in a dramatization
and adaptation of Momcilo Popadi¢. This

play disappeared from the repertoire at the
beginning 1990s after more than two hundred
performances.

During the 1990s, in the war and post-

war years, Hedgehog’s Home was not in the
repertoires of theatres in Croatia, according

to available data. At the beginning of the new
millennium, however, the Rijeka City Puppet
Theatre staged the musical Hedgehog’s Home
based on the music by Hrvoje Hegedus$i¢, with
an opening puppet performance and costumed
actors. The director and dramatist of this play
was Sanda Miladinov Langerholz, an actress
and singer who gave voice to the Fox in the
performance of Jugoton’s vinyl record. The
play has been in the repertoire since 2001
until today and has had over five hundred
performances. Two years later, the Tresnja
City Theatre in Zagreb staged the Hedgehog's
Home for children, directed by Dora Ruzdjak
Podolski, which, due to the poster where Copi¢’s



-

2001. roguHe [0 faHAaC, Te Opoju MpeKo neT
CTOTHHa u3Bendu. JIBuje ronrHe KacHUje
3arpedauxo I'pafcko kazanuute Tpelmba
nocTaBiba Jexwesy kyhuyy 3a Bjeny, y pexuju
Iope Pyxnjax ITomomncku, koja je 30or
nnaxara Ha kojem ce honnheso nme cranarno
c mojJiorom dusa okujay oTBapamwa pacnpase
0 IIpeKpajalkbyuMa U NpUKpUBamUMa Jexese

kyhuye y XpBaTcKoMm koHTeKcTy (Kpwuh 2003).

Kpajem 2000-nx 3arpebauko kazanauuiTe
JyTaka [ocTaBba HOBY Jexesy Kyhuyy, oner
yrinasdiweny, npeuusHuje y Gopmu ,riasdeHor
urpokasa sa gjeuny”, y pexxuju boxupnapa
Buonuha v c rmazdbom Mate Martuuunha, koja

Cnuka 6 TpamodoHcKa nnoua Jexesa
Kyhuya. JyrotoH. ®oTo: Mak
PusBaHoBuh

Image 6 Gramophone record Hedgehog's
Home. Jugoton. Photo: Mak
Rizvanovi¢

name merged with the background, prompted
a discussion about the remaking and editing
of Hedgehog’s Home in the Croatian context
(Krsi¢ 2003). At the end of the 2000s, the
Zagreb Puppet Theatre staged a new Hedgehog's
Home, again set to music, more precisely

in the form of a “musical play for children”
directed by Bozidar Violi¢ and with music

by Mate Matisi¢, which is still performing at
the theatre. In the same year, Gorica Scene

in Velika Gorica staged Hedgehog’s Home,
directed by Robert Waltl and dramatized by
Ivica Buljan, with music by Damir Martinovi¢
Mrle of Let 3. In the following decade, all the
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je no jaHac Ha penepToapy TOT Ka3aauliTa.
Hcre rogune Cuena l'opuna y Benukoj l'opunu
nocTaBJsba Jexesy kyhuyy y pexxuju Podepra
Basntna un fpamarypukoj odbpanu Msnue
BymaHa, a y3 rnasdy Jamupa MapTuHoBuha
Mpneta uz Jlera 3. Y civenehem necetsehy
HaCTaBJbajy C€ U3BOLUTH CBE CIIOMEHYTE
NpefAcTase, a IPUIPYXKYjy UM Ce IpefcTaBe
KasaJIMILITa U Ka3aJdUIIHUX JPYKUHA Uy
npyrum rpagosuma: Ocujexy (2010-2021,
Ijeuje kazanuwre bpanka Muxassesrha),
Bapaxpuny (2014, KasanuiuHa ApyXUHa
[Muuknen) u [Tynu (2019, Hapanua). Op Tana
Jexesy kyhuyy y XpBaTCKOj OTIET U3BOJle Makhe
KasaJMIIHE IPYXXUHE, [je4je [PaMCKE Ipylle y
mKojgama, Bpruhuma u ap.

Hacrtasmajyhu ce Ha Tpaguuujy
yrinasdrBama Jexese kyhuye y XppaTCKoM
KOHTEKCTY, KOja Ce MOXe NMPaTUTH Of,
Xerepymuhese obpaze u3 1970-ux, rnasda
VMa BaXKHY yJIOTY Uy IBjeMa HajHOBUJUM
MPOAYKIIUjCKU 3aXTjeBHUjUM 00pafiama
honuhesa Texcra 3a cueHy y XpBaTckoj. JenHa
o[ wuX je Jemesa kyhuya penaresuue [leTpe
PanuH, kojy je 3arpebauka unxapmoHuja
nocTtaBuia Ha cueHy 2019. roguHe, a Koja

Ce MOJKE OIMCATH Kao I71a3deHu CrekTaks
yTeMesbeH Ha Xerenyunhesoj rina3deHoj
odpanu. [lpyra je Jexcesa kyhuya npemujepHo
usseneHa 2022. rogune y Kasanuwmry
Tpewmma, y K0jy je, pujeurma pefaTesbulle
XeneHe [TeTkoBuh, yKJbyueH WYMCKH DEHT
Kako Ou rna3dbenum dpojeBuma Jamupa
[lTumyHOBUha NpoLy/bHO TPajare NpefcTaBe.
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aforementioned theatres continued performing
the play, and they were joined by theatres

and theatre companies in other cities as well:
in Osijek (2010-2021, Children’s Theatre
Branko Mihaljevi¢), Varazdin (2014, Theatre
Company Pinklec) and Pula (2019, Naranca).
Since then, the Hedgehog's Home in Croatia
has been performed again by smaller theatre
companies, children’s drama groups in schools,
kindergartens, etc.

Continuing the tradition of setting Hedgehog'’s
Home to music in the Croatian context, which
can be traced back to Hegedus$i¢'s arrangement
of the 1970s, music also plays an important
role in the two most recent production-
demanding arrangements of Copi¢’s text for
the stage in Croatia. One is the Hedgehog's
Home, directed by Petra Radin, staged by the
Zagreb Philharmonic Orchestra in 2019. It can
be described as a musical spectacle based on
Hegedusi¢’s musical arrangement. The second
is the Hedgehog’s Home premiered in 2022 in
Theatre Tre$nja. In the words of the director
Helena Petkovi¢, a forest band performing
songs by Damir Simunovi¢ was introduced to
extend the play’s duration.



Jexnesa kyhuy,a Ha aHUMHPaHOM QUMY H
IoHjadunmy

Jexesa kyhuya naHac ce y3 puam rnosesyje
MIPUMapHO TEMEJbEM UCTOMMEHOT
aHMMHUpaHor punmMa penaresule Ese
LIBujanoBuh, u3 2017. ronuHe. Y ToM ce
(bunmy, 0djaB/bEHOM Y KaHaACKO-XPBATCKO]
KONPOAYKLUjH, Yy KojeM ce CHhyLIHH,

anu ofsiyuHu Jexypka Jexxunh mymckum
cTasama kpehe pUTMOM jyHaka BeCcTepHa,
npahen rnazdom Hapka PyHzexa u riacom
Pagne lllepbeunje y xpBaTCKoj Bep3uju,
opHocHo Kennetha Welsha y eHrneckoj n
Francea Castela y paHLyCcKoj Bep3uju. Y3
0BO XBaJbeHO U 1103HATO, u3mehy ocrasnor, y
rpazsy Annecy, Ha DepJMHCKOM QUIMCKOM
tectuBany, v Ha 3arpedaukom AHrmadecty
HarpaheHo pUIMCKO U3name, Koje ce
OUCTPUDYyHPa U Y KOMILJIETY Ca CJIMKOBHUIIOM
cunyctpanurjama ['nuxe CenaHa, Jexypka
Jexxnh uma bapem jour fBa pUnIMcKa,
ycTBapu fujacbunmcka usgawa. Hosuje

o wux objaBuna je [lIkosncka kwura 1987.
TOIHe, Kao jefjaH of CBOjUX fUjacbuimoBa
3a IpefIKoICcky onroj. Crapuje je, o
cBeMy cynehu, ¢ kpaja neneceTux, of kaga
LaTUpajy ¥ Movyely XpBaTCKe MPOU3BOAHE
IoujauaMoBa yTeMEbEHUX Ha KbHIKEBHUM
TEKCTOBUMa.

Iujacdunm je HU3 JIUKOBHO U CaipXKajHO
NOBE3aHUX CJIMKA CHUMJbEHUX Y3aCTOITHO
Ha (pUIMCKY BPILY WIUPUHE 35
MHUJIMMETapa HaMHUjemhEHNX 3a TPOjeKL U]y

Hedgehog’s Home in animated film and on
filmstrips

Today, the Hedgehog’s Home is associated

with film production mainly based on the
animated film of the same name directed

by Eva Cvijanovi¢. In this film, realised in a
Canadian-Croatian co-production, the tiny but
determined Hedgehog Hedge moves through
the forest as a Western hero to the rhythm

of Darko Rundek’s music and with Rade
SerbedZija’s voice in the Croatian version, i.e.
Kenneth Welsh'’s in the English, and France
Castel's in the French versions. In addition

to this acclaimed and well-known, award-
winning film in Annecy, the Berlin Film
Festival, and the Zagreb Animafest, which

is also distributed along with a picture book
with illustrations by Gliha Selan, Hedgehog
Hedge has had at least two other film editions,
actually filmstrip editions. The more recent
was published by Skolska knjiga® in 1987 as one
of their filmstrips for preschool education. The
previous one was most likely from the end of
the 1950s when the production of filmstrips
based on literary texts began in Croatia.

The filmstrip is a series of thematically linked
images recorded in a sequence on a 35 mm
film intended for projection using a filmstrip
projector (cf. DIJAFILM /FILMSTRIP). Unlike
slides, which can be projected in a sequence

8 Eng: School Book

139



pujanpojexkTopom (ycn. JUJAOUIIM). 3a
pasjuKy o[ [Ujallo3uTHUBA KOjU CE MOTY
MPOjULIUPATH MOBE3AHO U HENIOBE3aHO,
IujauIMOBU MPETIOCTaBIbajy ITOBE3aHO
NpojuLUpame, 0[HOCHO KOHTUHYHUPaHU
NpuKas CTaTUUHUX cinka. Ha nujadpunmy
Jexmcese kyhuye lkoncke kwure, U3 1987.
TOIMHe, Te CY CJIMKe duJie uiycTpauuje
KapuKaTypucTa U pTaya, pefaresba
aHuMupaHux punmosa Pagrsoja
I'Bo3naHoBuha. OBaj nujaduam HakaaoCT
HHU]je cayyBaH, anu je mehy rpagusom Casesa
IopyuwTaBa Haura gjeria cauyBaHo BUlLe
HeflaTUpPaHUX NIpUMjepaka UCTOMMeHe
KHVDKHLE Koja je drJia TeKCT 3a Aujaduim

c 'Bo3faHoBUheBUM UnycTpanujama. Tekct
KBWKULE UOEHTHUYAH je pefakLuuju Jexese
kyhuye Halue njeue, Te je mogujesbeH Ha
neceT ,cauKa’ Koje Cy ce CMjembUBae Kako
Cy Cé Ha MJIaTHY CMjewuBase uinycTpauuje
npojuuupaxe ¢ gujadpunma. Iujabunm

c 'Bo3aHOBUhEBUM UTyCTpaliujama

Jewese kyhuye ¥ 0Ba KIbMXKULA OUIIU CY U0
KOMILJIeTa Mporpama Masu KMHO, TOKPEeHYTOr
KacHUX 1950-1X 3a NpPeJIIKOJICKY Ljely, ITo
Cy ra Le3fieceTux U 0CaMieCeTHX rofuHa
NpOBOAIMJIA JIOKaIHA ApywTBa Haa gjena,
asawro jey CaBesy npywmrasa Hama gjena
OCMUILbEH U U3paheH Tuncku opmaprh
MCTOMMEHOT Ha3WBa, KOj! je caip’kaBao
IujanpojexTop, nujadramMoBe, MPOjeKLHjCKO
NJIaTHO, CKJIONMBE CTOJILIE U AP. (YCII. HaLpT
y: [TapaBuHa 1962). Beh 1960. roguHe y
XpBaTckoj je duso 84 Manux KMHa YUju ce paj
cacTojao ,0/i MPUIOBUjelaka Ajedjux npruua
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or randomly, filmstrips are projected in a
sequence. That is, they continuously display
static images. In the filmstrip Hedgehog’s
Home by Skolska knjiga in 1987, these

images were illustrations by cartoonist and
animator, director of animated films Radivoj
Gvozdanovi¢. Unfortunately, this filmstrip
has not been preserved. However, several
undated copies of the booklet of the same
name, which represented the description of
the filmstrip with Gvozdanovi¢’s illustrations,
have been preserved among the materials

of the associations Nasa djeca. The booklet'’s
text is identical to the edition of Nasa djeca
and is divided into ten images that alternated
as the projected illustrations of the filmstrip
alternated on the canvas.

The filmstrip with Gvozdanovi¢'s illustrations
of Hedgehog’s Home and this booklet were
part of the set of the Mali kino (Mini-cinema)
program launched in the late 1950s for
preschool children, which was carried out

in the 1960s and 1980s by local Nasa djeca
associations, and for which the Nasa djeca
Association designed and produced a typical
cabinet with the same name, which contained
a projector, filmstrips, projection canvas,
folding chairs, etc. (cf. draft in Paravina
1962). In 1960, there were 84 Mini-cinemas
in Croatia whose work consisted of “narrating
children’s stories and fairy tales, and events
and experiences from children’s lives, with the
simultaneous projection of filmstrip images”.
(Paravina 1978, 7).



v Dajku, Te 3rofia U JOXKUBJbaja U3 Ajeydjer
)KHUBOTA, Y3 UCTOBPEMEHY NPOjeKLH]jy CIIMKA C
nujadpunmosa” ([TapaBuHa 1978: 7).

Kako je moyetkom 1960-ux y npakcu
u3ryefano NpuIoBrjeame y3 ujaduam Bpio
Jj€ ItacTuuHo onucao Buktop LIBuTaH, ynpaso
Ha IpUM]jepy NPUIOBUjenama y3 Jewesy
Kyhuuy:

,IIpHje npuYama U MpuKasruBamwa gujaduima
MOPaMo C IjeLioM [OBECTH KpaTak pasroBop.
Hnp. ako cMO OJJIyUMIIH ja IPUKAKEMO
nujacbunm Jemesa kyhuya (b. honuh), njenn
moxxemo pehu: lanac hy Bac 0jBeCTH HEKaMO
KaMo BH pajio ujaere. HakoH kpaTke cTaHKe
njeua he moueru HarahaTu: Y 300JI0LIKH BPT...

Cnuka 7 Manwu KWHo.

®oto v odbpasa: Mak PussaHosuh
Image 7 Mini-cinema.

Photo and editing: Mak Rizvanovi¢

Viktor Cvitan very vividly described what the
narration with slides looked like in practice in
early 1960s, using the example of Hedgehog's
Home storytelling:

“Before narrating and showing the filmstrip,
we need to have a short conversation with the
children. For example, if we decided to show
the filmstrip ‘Hedgehog’s Home' (B. Copi¢), we
may tell the children: ‘Today I'm going to take
you to a place you like.” After a short break,
the children will start guessing: ‘To the zoo...
To the playground... To the circus...'—'No; to
the forest. And why to the forest?’ — Children:
‘In the forest, we will see a squirrel... Wolf!...
Deer.... The conversation usually stimulates
children’s curiosity and desire to hear the story
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Haurpanumre... ¥ nupkyc... — He; y mymy.

A zawmToy wymy? — Ijena: Y wymu hemo
BUpjeTH Bjesepuly... Byka! ... Cpuy... — TakBum
pPa3roBOpoM 0OMUHO HACTOjUMO [la LLITO BULIE
pasdyauMo KOJ JijeLie paflo3HaiocT U XKeJby fla
npuya WTo npuje ornovyne. Facumo csjetno. Ha
€KpaHy NpojulIMpamo npBy ciauky. Jjeuna: Oxo,
jex!— Cnujeny onet kpaTak pasroBop 0 jexy:
[To ueMy ce NpernosHaje, ITO HOCKU Y «pyLu’?
3amTo To HOocK? (Fberosu Henmpujartesby,
ocoduto nucuua!l). Koje je noda? (Hoh.) Kamo
ce ynyTtuo? Ijeua he BjepojaTHO 0 TOBOPUTH:

— Y JIOB.

[TpenycTuT hemo fpyroj cauuy fa UM
OJTOBOPH jecy JIM MPaBUJIHO 3aKJby YHJIH.
MehyTum, Ha Ipyroj CE CIULM [10jaBbyje 3€L
y ysi03u nuctoHowe. Hacraje Harahame WTo
MULIE y IUCMY KOJ€ je JOHUO JeXy, TKO TO
nucMmo nuule U ci1. — Oner npenyumramo fa Ha
TO OATrOBOpM Tpeha cinKa: Nullie ra TeTta Jnja.
— Iljeua he HaKkoH Tora 3ak/by4YMTH [ia ra Jinja
He T03MBa y3aly[; pHrja joj jeXKeBUHaA...

Jlo oBOr Yaca IpUIIOBjenady joul HUje
npudao. Boguo je pasrosop ¢ gjeyom. Jljena
Cy casHaJla cafipKaj IIpuyue Ha TEMEJbY
pasrosopa. Y HEKUM MOMEHTHMA TaKaB
PasroBOp MOKe UMATH BEJTUKUX IPEAHOCTH U
npeJ caMUM NIPAYabEM, JEP AjeLa XKUBIbE U
MHOT0 aKTHBHHUjE CYLjeNy]y y paliby IPUYE.
HacTtynuo je, eBeHTyaslHO, TpeHyTak kaf he
pasroBop OMTH 3aMHUjeweH npuyameM. Caj
MOXXEMO UCIIPUYATH Cafprkaj nucma (kao na
rayuramo).” (UBurtan 1962: 3).
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as soon as possible. We turn off the light. We
project the first image on the screen. Children:
‘Oh, the hedgehog!” — A short conversation about
the hedgehog follows: How do we recognize
him? What does he carry in his ‘hand’? Why is
he carrying that? (His enemies, especially the
fox!). What time is it? (Night) Where is he going?
Children will probably answer: To hunt.

We'll let the second slide answer whether
they've guessed correctly. However, a rabbit
appears as a letter carrier on the second
slide. They start guessing what is written in
the letter the hedgehog receives, who wrote
it, etc. — Again, we let the third slide answer
the question: Aunty Fox has written it.—The
children will conclude that Fox did not invite
him in vain; she likes hedgehog meat ...

Until this moment, the narrator has not yet
spoken. He has talked to the children. The
children learned the content of the story
based on the conversation. Sometimes, such

a conversation can have advantages over
narrating because children participate vividly
and much more actively in the story’s events.
Eventually, the moment has come when talking
should be replaced by narrating. Now, we can
tell what is written in the letter (as if we are
reading it).” (Cvitan 1962: 3).

The filmstrip Hedgehog's Home referred to in
this example and which, according to the list
of filmstrips, was produced specifically for the
needs of the Mini-cinema (Paravina 1960: 59),



Iujacdunm Jemesa xyhuya Ha Koju ce
pedepupay 0BOM IPUMjepy U KOju je, mpema
MONHUCY AUjaUIMOBa MPOU3BEAEHUX LIUIJbaHO
3a notpede Masor krHa (ITapasrnna 1960: 59),
Bro0 MO0 cTaHapAu3UpaHe ornpeme NpPBUX
TUIICKUX KOMILJeTa Majsor KHWHAa, DaHac HI/Ije
poctynaH. loctynaH je, MehyTUM, IpeTrucak
nJaKarta Mo3uBa Ha Mpojekuujy Jexese kyhuye
y Manom xuny (cnuka 220. Mengew 2020:

367 v [TapaBuna 1978: 70), xao u hoTtorpacduja
MpepLIKoJICKe jelle 3aHeCeHUX Toraeaa u
yCMjepeHor fpxama koja je odjaBmeHa 1960.
rofWHe y TpaBawkCKoM Dpojy ojedjer yaconuca
Papoct (Op. 8), y3 buspewiky:

IITO KX je TOJIUKO 3a0KyHIIO0?

,HITO je TO 320Ky IHUIIO TE MaJILIaHe, Balle
mnabhe Apyrose Koju He uay y wkony? Y raje cy
TO? Y LITO Cy C€ TO TaKO IaX/bUBO 3arefaan?

To oHU ryiefjajy 3aHUMIbUB ,Manu unm”. Y
npywTBy Haua njena umajy nocedbas opmapuh,
y opmapuhy nocedaH anapaTt ¥ MHOTO JIMjenux
»Manux punamosa”. To je LUXOB Maju KMHO.

Ty je honuheBa Jewxesa kyhuya, Tpumosa
Ilpsenaxatiuya, AHnepceHoBo Pysxno [Taue,
HapopiHa npuua Jaje Xapambawa. Hexy Beoma
Ipary 4uKa 4BamyTy CeAMULY IpUKa3yje
(M ¥ puYa npuuy. A MalUlIaHuU cjefie Ha
manum crournhuma v rnenajy v cayuajy.”

Hac panac 3aHMMa KOje Cy LPTEXe U
KOjy BapHjaHTy TeKkcTa Jexcese kyhuuye

would be part of the standardized equipment
of the first typical sets of the Mini-cinema.

It is not available today. However, we have a
reprint of the poster promoting the screening
of Hedgehog's Home in the Mini-cinema (image
220 in Mendes 2020: 367 and Paravina 1978:
70), as well as a photo of preschool children
with enraptured gazes and focused postures,
which was published in 1960, in the April issue
of the children’s magazine Radost (No. 8) with
a note:

What has enraptured them?

What has enraptured the little children, your
younger friends who don't go to school? And
where are they? What were they staring at so
keenly?

They are watching an interesting “little movie”.
In the association Nasa djeca they have a special
cabinet, in the cabinet a special device and many
nice “little movies”. This is their “Mini-cinema”.
There is Copi¢’s “Hedgehog’s Home”, Grimm’s
“Little Red Riding Hood”, Andersen’s “The Ugly
Duckling”, and the folk tale “Harambasha's Egg”.
A nice uncle shows a movie and tells a story
twice a week. And little children sit on small
stools and watch and listen.

Today we are curious about which pictures and
text versions of Hedgehog's Home were listened
to and watched by the children in the photo
from 1960s. Definitively, they did not look at
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ciyliasa u riaenasna gjeua ¢ dororpaduje
13 1960. ronune. Ca curypHoluhy ce moxe
MPeTIOCTaBUTH [Ja HUCY TJIefaliv [pTexe
PanuBoja 'Bo3naHosrha, Oynyhu na ce on
TeK KacHHje movyeo npodecruoHanHo baBUTH
WUJIyCTPaLUjOM.

3opau ['muxa cjeha ce ,3eneHe, okpyrie
KyTHjUlle 3a Aujaunim” KakBe CMO HalllJle,
anu des ,Oujesor manupa Ha BpXy, Ha KojemM
MAalIWHOM TTMCAaHO nulue Jexesa kyhuya”, u
y opmapuhrma Marnor KMHa noxpamweHuma
y CaBesy gpywrasa Hawa gjeua. Y jeiHOM
on tux opMmapuha je, ocum Tora, cauyBaH

Y IpUM]jepaK CTPOjONUCHOTr TEKCTA JeKeBe
kyhulle Koju TeKCTyaJIHO, aJiu K Tpema dpojy
cnvka (14) onrosapa Usziamy Te MOEME y
pernaxkuuju Haiue gjene, Wto je jour jenHa
NOTBPAA NPETIOCTaBKe fa ce fujaduam
KOju ce kKacHUX 1950-ux npruKasuBao y
OKBUpY Nporpama Masnu KMHO TeMeJbHOo Ha
temnepama ['nuxe CenaHa, Koje Cy KacHH]e
odjaBsbeHe Kao CIMKOBHULA. [1ejaHo U3 e
NEPCNEKTHUBE, HAJIIO3HATH]E CIMKOBHHUUYKO
uspamwe Jexese kyhuue y XpBaTckoj
HacTaso je U3 hunma, gujaduima 3a Koju ce
DIOHEeNaBHO HUje 3HAJIO HU 1a je TI0CT0jao, a
3a KOjY jolI HUje u3rydsbeHa Hajla a Heraje U
ZaHac MoCTOjU U ueka fa dyzne HaheH.
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the pictures by Radivoj Gvozdanovi¢ since he
became a professional illustrator only later.

Zoran Gliha remembers the “green, round
filmstrip container” as we found it, but
without the “white paper on the top, with the
typewritten title Hedgehog’s Home”, in the
cabinets of the Mini-cinema stored by the Nasa
djeca association. In one of those cabinets,

in addition, a copy of the typewritten text

of the Hedgehog’s Home is preserved, which
corresponds to the edition of that poem in

the redaction of Nasa djeca, both textually
and in terms of the number of images (14).
This leads to the conclusion that the filmstrip
used within Mini-cinema in late 1950s was
based on the temperas by Gliha Selan which
were subsequently published in the picture
book. From that perspective, the most famous
pictorial edition of Hedgehog’s Home in Croatia
was created from the film, the filmstrip,
which was unknown until recently, and which
we hope has not yet been lost and still exists
somewhere today and is waiting to be found.



Sto ih je toliko zaokupilo ?

Sto je to zaokupilo te malifane, vafe
mlade drugove, koji jo§ ne idu u dkolu?
I gdje su to? U 3to su se tako paZljivo
zagledali?

To oni gledaju zanimljiv s»mali
filme, U druftvu sNada djecas« imaju
poseban ormarié, u ormariéu poseban
aparat i mnogo lijepih »malih filmovas,
To je njihov »Mali kinoe, Tu je Copiéeva
sJeZeva kuéica«, Grimova »Crvenkapi-
cas, Andersenovo »Ruino pade«, na-
rodna prita sJaje harambasa«, »Tvrdo-
glavo mate« i mnoge druge. Neki veoma
dragi Eikah dv:ipi\:: u sedmici
film i pri¢a p A malidani sjede na KAKO JE TO ZANIMLJIVO
malim stoliéima i gledaju i slufaju. Folo C. 2 . i

Cnuka 8 Yaconwuc Pagocw 1960, 6p. 8, cTp. 13. Mpumjepak U3 HaunoHanHe 1 CBeyUMHLLHE KibMXKHULE y 3arpedy
Image 8 Magazine Radost 1960, no. 8, p. 13. A copy from the National and University Library in Zagreb.
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Tujana Tponun
Tijana Tropin

Cse Jexese kyhe: unycrpatopwu Jexese kyhuue
All Hedgehog's Homes: the Illustrators Of Hedgehog's Home

Translated by Mark Brogan



B Op HacTaHKa 1o JaHac, Jexesd
kyhuya unu Jexesa kyha odjaBibeHa je

y CTOTMHAMa Pa3IMYMUTUX U3/lakha U C
IeceTrhHama pasIMuUTUX unycrpauuja. Jok
J€ 0 UHTEPBEHLIMjaMa Ha TEKCTY MHCAaHO BUIIE
nyTa, y pa3JuunTUM KOHTEKCTUMA, TPOMeHe
y UIycTpalMjama MOHEUITO Cy 3aHeMapeHe
MaKo W OHe Ofipa’kaBajy dypaH pa3BOjHU My T
osor honwuheBsor nena. Opae hemo moxyaTu
Ila X MaJio mogpodHUje ocBeTaIuMo.!

['0TOBO je U3BECHO [1a Cy HajynevyaT/buBUje U
10 faHac HajyTULajHU]je UIyCcTpalluje Koje

je 3a Jexcesy xyhuyy ypanuo Bunko Cenan
['muxa v xoje ce mpelITammnanajy CBe o JaHac,
HApOUMUTO y XPBATCKHUM U3Labuma. Moxaa

U CTOra, 4ecTo ce 3adbopaBsiba ja OHE HUCY

1 HaoBom mecTy Tpeda NOMeHYTH Aa Cy CIMKOBHULE
TPaAWLMOHANHO TEXe AOCTYNHE U 1a Ce PeTKO 4yBajyy
bubnunotekama, a MUHTEPBEHLMjE HA TEKCTY W MAapaTeKCcTy, UK
copmarty, Opojy v KBaNUTETY HNyCTpaLMja, HE MOTY Ce YBEK
noy3/jaHo NpaTUTU Y LOCTYMHUM KaTano3uma. To ce oapaskasa
1 Ha noctojehy nuTepaTypy o Jexesoj Kyhuuu, y K0ojoj Huje
yBek Moryhe yCTaHOBUTH Npema KOM H3Jamy Tj. KOjOj BEP3UjH
nenaje paheno. OBaj TeKCT je HACTA0 NPEBACXOAHO HAa OCHOBY
CNMKOBHWLA AOCTynHUX y Hapoanoj dnbnnoteun Cpbduje, Te
Huje yek duno moryhe gohu fo npBux v3gama y Kojuma ce
nojaBJbyjy HEKE KOHKPETHE UNYCTpauuje.

[ | From its first appearance until
today, Hedgehog's Home has been published

in hundreds of different editions with dozens
of different illustrations. Whilst the changes
in the book’s text have been written about
many times, in differing contexts, those in the
illustrations have been somewhat neglected
even though they also reflect the turbulent
development of this work of Copi¢. Here we will
try to shed light on the illustrations in a little
more detail.!

It is almost certain that the most striking and
until now most influential illustrations made
for Hedgehog's Home are those of Vilko Selan
Gliha, reprinted to this very day, particularly
in the Croatian editions of the book. Maybe for

1 It should be mentioned here that picture books are tradition-
ally more difficult to get access to and are rarely stored by
libraries, and that the changes to the text and paratext, or to
the format, the number and quality of the illustrations cannot
always be reliably followed in the available catalogues. This
situation is reflected by the existing literature on Hedgehog's
Home, in which it is not always possible to establish which
edition/text version was used. This essay is based largely on
the picture books available in the National Library of Serbia,
and it was not always possible to find the first editions of them
in which certain illustrations appeared.
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u Hajcrapuje. [Tpsu unycrpartop honuhese
KpaTke noeme duo je Amotua Jocuh (1921-
2011), mo CTpyL X apXUTEKTA, KOjU j€ 3ajeLHO
ca ouem MnageHom Jocuhem emurpupao y
®paHuycky 1953. 1 TaMO OCTBApPHUO 3HA4YAjHY
kapujepy.? On 1945. no 1953. nunycrposao

J€ HEKOJIMKO KIbUIa 3a Jelly U ofpacie.
Jocuhese unycrtpauuje Jexese xkyhe (1949)
OLJIMKY]y C€ IPOTECKHOM CTHJIM3aLHjoM
JIMKOBA OJIMCKOM MOJIUTUUKO] KapUKaTypH
IIpe HETo 4eYj0j UIlyCcTpaluuju. Iherosu
KOJIOPUCaHU LIPTeXHM 0J10BKOM BehuHOM He
npesCcTaBbajy paspahene komnosuuuje,

Beh moprpere nojeAMHaYHUX JIMKOBA —

Jexx, momTap 3el, KaCHHUje JIMCHLA U BYK,
cBUa, Mensen. Ha camo Tpu unycrpauuje
(0Ll yKYTIHO JIECET) BUTUMO U IeTaJbHHU]je
NIpYUKa3aH NPOCTOP KOJU OKPYKY]€ TUKOBE:
eHTEepHUjep y KojeM pyuajy Jincuua u Jexypka,
T€ CI10Jba PHKAa3aHe JOMOBE JTUCHLIE U

jexa. AHTporomMop(dHr30BaHe KUBOTUHE

Ha JocuheBrM BUIIEOOJHUM LIpTEKHUMA
npuKasaHe cy, ofehom 1 cTaBoM, y CKIany
ca CTaTyCcoM Y OKBUPY TekcTa: Jlucuua nma
KP3HEHU OKOBPATHHUK, CYKIbYy U LIELIHp
yKpalleH He rnepjeM, Beh uutasum netiunhem,
BYK MMa [10B€3 IPeKO 0Ka, KP3HEHU KOXKYX,
jaTaraH u rnolenaHe yakiupe (BUgu
unyctpauujy op. 1), MenBen je y ucuienaHum
NaHTaJloHaMa U ca BpYEM U KyTIauoM Kojuma
Kpajie Mef, CBUba UMa jeJMHO Kaly U Baba

2 [paraH Nlakuheswuh, ,Mucau, cnukap, kiwura”, y bpanko
honuh, Jexesa kyha, beorpaa: Cpncka KibWXeBHa 3aapyra,
2018, cTp. 31.
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this reason, it is often forgotten that they are
not the oldest. The first illustrator of Copi¢’s
narrative poem was Aljosa Josi¢ (1921-2011),
an architect who together with his father
Mladen Josi¢ emigrated to France in 1953

and created for himself an significant career

as an architect there?. From 1945 until 1953

he illustrated several books for children and
adults. Josi¢'s illustrations for Hedgehog's Home
(1949) are distinguishable by their grotesque
stylisation of the characters, one that is closer
to political caricature than to illustrations for
children. His coloured pencil drawings mostly
do not present elaborate compositions but
rather portraits of the individual characters
—hedgehog, postman hare, later fox and wolf,
wild boar and bear. Only in three (of ten in
total) illustrations can we also see details of
the space which surrounds the characters: the
interior in which fox and hedgehog eat lunch,
and their homes shown from the outside. The
anthropomorphised animals in Josi¢’s colourful
drawings are generally shown, in terms of their
attire and attitude, according to their status

in the story: fox wears a fur collar, skirt and
hat decorated not with feathers but an entire
cockerel, wolf has an eye patch, sheepskin coat,
yatagan and torn folk-costume trousers, bear is
in torn trousers (see illustration 1) and carries
a jug and ladle with which he steals honey, wild
boar wears only a hat and rolls around in the

2 Dragan Lakicevi¢, ,Pisac, slikar, knjiga”, in Branko Copi¢, Jeze-
va kuca, Srpska knjizevna zadruga, Beograd, 2018, p. 31.
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Cnuka 1 honuh, bpanko. Jexesa kyha. HoBo nokomewe, beorpaa 1951. Mnyctposao Amolua Jocuh.
Image 1 Branko Copi¢, Hedgehog's Home. Novo pokoljenje, Belgrade 1951, illustrated by Aljosa Josi¢.

cey dnary. JeIMHU JIUK KOjU HUje TpUKas3aH
y ckiany ca (pyoMMEHTapHUM) Ha3HaKama
TeKCTa jecTe 3ell, KOjU Yy CTapUHCKO]
MOLITaPCKOj yHU(DOPMHU U MPUINIHjEHUM
NaHTajJO0HaMa jallle ITal ¢ KOBbCKOM
IJIaBOM MPEKO aHTPONnomMophH30BaHOr (C

mud. The only character not shown according
to the (rudimentary) designations given in the
story is hare who in an old-fashioned postman’s
uniform and tight trousers rides on a stick
with a horse’s head over anthropomorphised
vegetables (with discontent faces and glasses)
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He3a/l0BOJbHUM JINIIMMa U Haouapruma)
nospha koje MHaue jefe: aprapere, pemne

Y Kynyca. KapakTepUCTHUYHO je ja Ce Ha
UyCTpalluju, e ce Tpojulla aHTaroOHUCTa
M0jaBJbyjy 3ajeJHO, CBa TPOjULIa UMa]y
Ipyrauujy onehy: ByK BUIIE HE HOCU KP3HO,
MeJiBeJ] yMEeCTO NIaHTaJI0OHa UMa KP3HEHY Kamy
U mwarn (Moxzna v Myd, U3 LpTexa To Huje
CaCBMM jaCHO) a IMBJba CBUIbA TAHTAJIOHE C
HapaMeHMIllama. Y mocienmwe unyctpauuje
noHekJie ydnakaBajy honunhes TexcT: nako

je Ha CTpa’xkb0j KOPHULIM TPHUKA3aH ONpYKeH
(,ymnaheHn") ByK, MenBe[ ce y KOMHUUHO
CTUJIM30BAaHOM I10JI0Kajy OropaBssba ofl ydosa
v yboja —y 3aB0ojuMa, C HOrama y JIaBopy
TOIJIE BOZIE U C TepMOdOPOM 3aByYEHUM TOJ
jacTyk Ha kojem cenu. Jocuhese unycTpanuje,
MaKo TEXHUUKH U YMETHUUKY afleKBaTHe,
HuKaz (Beh u 3dor orpanuueHor dpoja
u3pama; nocie 1953. npBu nyT cy objaBbeHe
2018) HUCY TIOCTHUIJIE UKOHWUKH CTATyC Kao
unycrpauuje Bunka Cenana I'muxe. Moxa
Ce Ha WJIycTpalujH, Ha Kojoj ce cuhy1iHe
MPUJIMKe JIUCHLIE U jexKa ONpallTajy UCIpes
weHe Kyhe 10 koje Bonu MocTuh U3BHjeH

HaJl peYULIOM U OKPY’KEH FOJIMM 3UMCKUM
rpawmeM, jeAuHo Hacayhyje noetcka
atmocgepa honnhesor Texcra.

Hpyru unycrparop je nomeHy Tty Bunko I'nuxa

CenaHn (1912-1979). OBne ce cyouyaBamo C
MIPBUM NIPOBJIEMUMA Y XPOHOJIOTHjU: HaKO
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which he otherwise eats: carrots, beetroots and
cabbage. When all three antagonists appear
together, they all have on a different attire:
wolf is no longer wearing a sheepskin coat,
instead of trousers bear has a fur hat and scarf
(maybe a muff, this is not completely clear
from the drawing) and wild boar is wearing
trousers with braces. The last illustrations also
somewhat soften the impression of Copi¢’s
text: although the rear cover shows a sprawled
(“beaten to death”) wolf, illustration shows bear
in a comically stylised position recovering from
bee stings and nursing bruises — bandaged, legs
in a washbasin of hot water and a hot-water
bottle tucked under the pillow he is sitting

on. Josi¢’s illustrations, though adequate in
technical and artistic terms, never (also due to
the limited number of editions in which they
appeared; after 1953 they were first published
again in 2018) acquired the iconic status of
those of Vilko Selan Gliha. Maybe the other
illustration that solely gives a sense of the
poetic atmosphere of Copi¢’s text is the one
where the tiny figures of fox and hedgehog

bid each other farewell in front of fox’s house,
beside a bridge over a river and the scene is
encircled by leafless winter branches.

The second illustrator is the aforementioned
Vilko Gliha Selan (1912-1979). Here we
encounter the first chronological problems:



HEKH IOCTYITHU U3BOpU® ynyhyjy Ha TO

Ila Cy BEeroBe wiycTtpauuje Hactaue 1953,
HajcTapuje u3gamwe HaheHo MpeTpaKuBambeM
kaTasora notuue u3 1959. rogune, a dap
jenaH u3Bop HaBoau U 1957. (ogHOCHO 1954.
Kao rogMHy Kaza je HacTao gujauam Ha
OCHOBY KOj€r Cy KacHuU]je paheHe uiycrtpauuje
mITaMMaHoT u3nama). Mnak, 1953. genyje
Kao yBepJbUB NojiaTak Beh u 300r Tora mTo
Ou ce of Te rOAMHE HaJla/be HaMEeTHYa
noTpeda 3a UuiycTpalujama Yuju ayTop HUje
e€MUTpUpao 13 3eMJbe 3D0T Heclarama ca
COLII/IjaJ'[I/ICTI/I‘{KI/IM PEXUMOM.

I'muxa CenaH je nodpo mo3HaT ayTop U nejaror
KOjH je OCHOBAO U IeLIeHUjaMa BOGHO U
yaconuc Pagoctni v ypehnsao yaconuc Cmuspe,
0aBHO Ce INKOBHOM 11e[Jar0rMjoM U aKTHUBHO
capahuBao Ha cTBapamy HOBE TUKOBHE
KynType 3a Hajmuahe. To ce ofpaxaBa uy
HEroBUM LIPTeXMMa. 3a pa3nuky ox Jocuha,
oH honuhese jyHake cMellITa Y LIYMCKH CBET
y IIyHOM IIpOLIBATY: BETOBE WIIyCTpaLUje
0dunyjy usehem u npe cBera r’buBama, LITO,
3ajeIHO C BETETALIUMjOM, Paf by CMELITa
NIOTKPAj JIETA UJIM HA CaM II04eTaK jeCEHU

(Ha TO yKasyje 1 HacJI0BHA WIyCTpaLuja Ha
K0joj je nuirhe Ha rpaHama Beh noueso ga
XKYTH, IOK j€ Ha OHUM YHYTap CJIMKOBHULE
YIJIaBHOM 3€JI€H0). Y OLITPOM KOHTPACTY C

3 Gliha Selan, Vilko. Hrvatska enciklopedija, mrezno izdan-
Jje. Nekcukorpadcku 3aBoa ,Mupocnas Kpnexa”, 2021.
http://www.enciklopedija.hr/Natuknica.aspx?1D=22287,
(npuctynmeno 22. 3. 2022.)

although some of the available sources® indicate
that his illustrations were first created in 1953,
the oldest edition containing them that can

be found by searching the library catalogues

is from 1959, and at least one source also

cites them as dating from 1957 (and 1954 as
the year of the appearance of the slide show
which served as a basis for the illustrations.)
However, 1953 has another argument in its
favour: from that year onwards it became
necessary to find an artist for the illustrations
who had not emigrated from the country due to
a disagreement with the socialist regime.

Gliha Selan is a well known artist/author and
pedagogue who founded and for years ran

the magazine Radost and edited the magazine
Smilje. He taught art and actively cooperated

in the creation of a new type of fine art

culture for the youngest. His drawings also
reflect these activities. Unlike Josi¢, he places
Copi¢’s heroes in a forest world in full bloom:
his illustrations abound in flowers and above
all mushrooms which, together with other
vegetation, positions the action in the drawings
in the period of late summer and early autumn
(this is also indicated by the book cover
illustration in which the leaves on the branches
have already begun to turn yellow, whilst in the
illustrations in the book they are mostly green).
Sharply contrasting to the previous illustrator,

3 Gliha Selan, Vilko. Hrvatska enciklopedija, mrezno izdanje.
Leksikografski zavod Miroslav Krleza, 2021. http://www.encik-
lopedija.hr/Natuknica.aspx?ID=22287 (accessed 22. 3.2022.)
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nide bex brojo: LF tebi EHvim grmmige gromke

- Kufico draga, bez brige, prava oluja:
slobodo moja! strhin - Budalo jeru,
Palaéo divia, 1 bramit lrfl.l e bﬂdtjh’i Hﬂj'll.
drvenog svoda, do zadnjega dahal i
he zar tako cijenii
Kalgevka meks; stracan svoju?!
lisnatog poda, TRI Koliba tvos :
uvijek éuvjeran  GALAMDZJE  Beibabom
astati tebi, prava je babe,
nizadto ja te Medvied i svinja  krov 1 je fruo,
mijenjan ne bi'! 1% njima vuja prostirka slaba.

bocn da vidim Tu Jehie ude,

jeda - i lom! pliva u sredi,
budalu! Prastighi jea, Sudti { pipa
glede: gedje li de ledi.
PRED on stade MNamjest krevet,
JEZEVOM kraj neke stare odd pedlja duki,
Kucom bukove klade, Zijisvin,
Pod klwdom rupa,  pa lede
Svi jure sloZno tomna i gluha, 1 noge prudi,
ka cilju svam, prostirka u njoj Sav blaken,
kuda god produ - od 1i%a suha. sretam,

Cnuka 2 honuh, bpanko. Jexesa kyhuya. Hawa ajeua, 3arped 1962. Unyctposao Bunko Cenax Muxa.
Image 2 Branko Copi¢, Hedgehog's Home. Nasa djeca, Zagreb 1962, illustrated by Vilko Selan Gliha.

NpPeTX0JHUM UnycTpaTopoMm, ['nmuxa CenaH Gliha Selan opts for a richly coloured palette,
ce onpenesbyje 3a dorary nanery doja, npe dominated mostly by green and brown, but
cBera 3esieHe 1 cmehe, aimu ¢ MHOTO japKuX with many brightly coloured details, in red
IeTama, LPBEHUX U XKy THUX. Fberosu nukosu and yellow. His characters are always clearly
YBEK Cy jaCHO MO3ULIMOHUPAHU Y TPOCTOPY, spaced apart, be this in an interior or outside
BuIo 1a je y mUTamy eKCTepujep Uiu space (see illustration 2). The degree of
eHTepujep (Bupu wiycrpauujy 2). Crenen anthropomorphisation significantly varies,
aHTpornomopdu3saluje 3HauajHO BapUpa, Te so that apart from hedgehog only hare and
CY y3 jexxa caMo 3el ¥ JTUCULA OfeBEeHHU Kao fox are dressed as people, whilst of the three
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JbYLH, 0K Of] TPOjHlle aHTarOHKUCTA CAMO BYK
HocH uu3me. Kipyunu ytucak koju I'nuxa
CeJlaH OCTHIKE KOJ UM TaoLa/Iyiefaona jecTe
yI0OHOCT U CKPOBUTOCT jexkese kyhe: Beh

Ha HaCJIOBHOj CTPaHU HYyJM Cé UKOHUUHHU
npuKas jexxese Kyhuie koja, Mako jey
,CTapoj DyKoBOj KJIagu", nenyje Kao oJInuene
nomahe TOmIMHE U UHTUMHOCTH: CKJIafHa,
CUMETpUYHA KOMIIO3U1IUja 0’KMBJbEHA je
OpojHUM [eTa/biMa jexxeBor KyhHor )KUBOTa
— Ty Cy NOJIMLA ca CKPOMHUM nocyhem u
HeovyekrMBaHUM nakeTuhem kade, Welnp 1
KaNyT OKaueH! 0 KJIMH, Ma YaK U LPTeX caMor
Jexxypke, npuuspurheH 3a sug. PatobopHocT
BUZJbUBA y LIpTexKMMa Asbolue Jocrha, kop
KOTa je)X MMa BPJIO Iyre U olTpe Do/i/be Ha
Koje je noboseHo pasnuuuTo Bohe 1 nosphe,
Y [IOBPX TOTa HOCH Mau U BUILE KOMasba, 0BJie
jé 10 KpajHOCTH CBEEHa — jeX, JOAyLIe, UMa
Mad, aJid OH je Ha CBUM WJIycTpaliijama rae ce
nojaBsbyje y PyHKIIMjH LITANa 3@ [EeTHY.

Hewro gpyraunju NpyucTyn NOHyLHO

je Xamup Jlykosal. M3y3eTHO nioiaH
UJTyCTPaTop BEJIMKOr Dpoja Kbura 3a ey 1
MOBPEMEHO ofpaciie (HIp., Kamenol ciasaua
Maxka Juspapa), JlykoBall je UJIyCTpOBao
usname Jexxese kyhuie 00jaB/beHO y eAULIH]U
,bambu“ capajescke ,CsjeTsiocTH" (IpBU
nyT 1970). OBe unycTpauuje Hoce rnevat
JIyKoBU€BOT CBEJEHOT CTHUJA pUaaroheHor
Op30j MpOOYKIUjH U CKPOMHUM U3[labrMa:
camo Tpu unycrpauuje (ykmyuyjyhu
HaCJIOBHULY) jaTe Cy MPEKO Liesie CTpaHe

Y paheHe KOMOMHOBAHOM TEXHUKOM,

antagonists only wolf wears boots. The key
impression Gliha Selan makes on the reader/
viewer is that of the comfort and the secretive
nature of hedgehog’s house: the front cover
already offers an iconic depiction of hedgehog's
house, which though an “old beech tree stump”,
is the incarnation of warmth and intimacy:

a harmonious and symmetrical composition
enlivened with many details from hedgehog'’s
domestic life — there are shelves on which are
a set of simple dishes and an unexpected pack
of coffee, a hat and coat hanging on a peg, and
even a drawing of hedgehog himself, fixed to
the wall. The pugnaciousness visible in Aljosa
Josi¢’s drawings, in which hedgehog has very
long and sharp spines on which various fruits
and vegetables are impaled, and moreover
carries a sword and several spears, is here
reduced to the minimum —hedgehog still has
a sword but in all the illustrations in which it
appears its function is a walking stick.

A somewhat different approach to illustration
was offered by Hamid Lukovac. As an
extremely prolific illustrator of a great number
of books for children and occasionally for
adults (e.g., Kameni Spavac¢ by Mak Dizdar),
Lukovac illustrated the editions of Hedgehog's
House published in the “Bambi” edition of

the Sarajevo-based “Svjetlost” (the first from
1970). These illustrations bear the stamp of
Lukovac’s pared-down style suited to a fast
output and economically produced editions:
only three illustrations (including the cover
illustration) take up the whole page and
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IOK 0CTaTak CIMKOBHULE MTONYHaBajy
KOJIOpHUCaHE BUIETE paheHe Jpyraynjum
CTUJIOM U TEXHUKOM. JIyKoBaL y KJbyYHUM
uaycTpaliijama Heryje MyIoMHY JIUKOBHU
13pas U jacHe, CBeleHe KOHTYpe LpTexa,
KOMOMHYjyhu KOna) ¥ akBapesi; CBe TpU
Behe civKe NpuKkasyjy UCTy cueHorpabujy
— WYMCKH Tej3ak ¥ JexxeBy OyKoBy KJany,
MaKo C Pa3MYUTHM CTENIEHOM JieTaba

(Ha xopuuama kyha uma nposop ¥ Bpara
on mpyha, a Ha OCTaJNuM JJBeMa CiauKama
CcaMo OTBOp 3a BpaTa). BuwmeTe, HANIPOTUB,
KOMOWHYjy PyAUMEHTapHe CKULle HEKUX
CLEHa U3 oemMe (JINCULY y YPELHO]
noMahHuKoj Xa/bUHU U jexKa y 3aKPIJbEHUM
NaHTaJoHaMa) ca )KUBUM U PEaTUCTUIHUM
CKMIlaMa LIYMCKHX XKMBOTHHbA U OUbaKa,
3HaTHO NpeuusHuje upranum. Maxo
NIpUMEPEHE IeUjeM y3pacTy, jeTHOCTaBHE
U BeceJsie, OBe WIIyCTpalnje Kao LelrHa He
LocTrKY HUBO ['muxe CeslaHa UM HELITO
no3uujer Jakenuha.

Bnano Jakenuh (1943) cTBapao je cacBuUM

Ha Tpary noetuke I'nmuxe CenaHa, U MOXJa
Hajsehu Opoj usnamwa nocsie [MUXUHUX
npeHocu Jakennhese uprexe (MpBU MyT
odjaspeHe 1980). Y3 cTUIICKY, 1A Yak U
KOMITO3ULIMOHY DJIUCKOCT [MTUXUHUM
uiycTpauujama, Koja MECTHMHUYHO IIpepacTa
y HEIOCPeHO OC/Iathathe Ha MPeTXOJHHKA,
Jakenunhesy pafoBy criese TpagUuLKjy npema
K0joj ce JexxeBa Kyhulla BU3yeynHo 0bnukyje y
KpyTy foMahuX U MHTUMUCTUUKUX MOTHBA,
C MHOIO JIeTa/ba y CIMKay eHTepHjepa:
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combine different techniques, whilst the
remainder of the picture book is filled with
coloured vignettes in different styles and
techniques. In the key illustrations, Lukovac
cultivates a flat form of artistic expression
and clear and minimally rendered drawings,
combining collage and watercolour; the same
scenery is shown by all three of the larger
paintings — a forest scene and hedgehog's
tree stump house, though in varying degrees
of detail (on the book cover the house has

a window and wicker door and in the other
two paintings it only has an opening for a
door). The vignettes on the contrary combine
rudimentary sketches of some scenes from
the poem (fox in a neat housewife’s dress
and hedgehog in patched trousers) with vivid
and realistic sketches of forest animals and
plants, much more precisely drawn. Though
suited to children, these simple and uplifting
illustrations as a whole do not reach the same
level as Gliha Selan or that of the somewhat
later Jakeli¢.

Vlado Jakeli¢’s (1943) illustrations were heavily
influenced by Gliha Selan’s poetics and Jakeli¢
is possibly second (he published for the first
time in 1980) to Gliha in terms of the number
of Hedgehog's Home editions that carry his
illustrations. Along with a stylistic, and even
compositional proximity to Gliha's illustrations,
which in places becomes a direct reliance on
his predecessor, Jakeli¢'s works maintain the
tradition whereby Hedgehog’s Home is visually
formed in terms of domestic and intimate



Oipode rutak Jelo za jelom za pogibiju
taroban, samo se nide, lovéeva €.
bajni, Jezurka feslo Mite se rutak

1 ek, zdravicu dife: celvorosalini,

i lija u zdravije lije zategnu trbuh
od mastl sjajni, i njene kute, ko bubanj ratni.

Cnuka 3 honuh, bpanko. Jexesa kyhuya. Mnapnoct, 3arped 1980. Mnyctposao Bnago Jakenwuh.
Image 3 Branko Copi¢, Hedgehog's Home. Mladost, Zagreb 1980, illustrated by Vlado Jakeli¢.

TaKo je MogpodHO MprKasaHo MokyhcTeo motifs, with highly detailed interiors: thus, the
y TUCUYUHO] KyhH, Ol LUEPTIH 1 11e3BK Ha detailed depictions of household furnishings in
Ce0CKOM LITehaKky Ofakje BUCH U Kpria 3a fox’s house, from the pots and Turkish coffee
CyIOBe, 1a 10 OyAUTHHUKA OKaUeHOT Ha 31U pots on the rural stove from which a dishcloth
W3Ha/J] INCUYUHOT KpeBeTa U Kjbyua KOju BUCH hangs, up to the alarm clock fixed to the wall
HaJ BpaTUMa (BUAU unyctpauujy 3). C opyre above fox's bed and the key suspended above
cTpaHe, Jakenuh noHexsie npeodparkasa JTUK the door (see illustration 3). On the other hand,
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J€xXa: OH je OBJlE Ca 3€JIEHUM LIYMapCKUM
LIEMIMPOM U OJI€JIOM, U TUME Ha IPYLITBEHO]
PaBHU H3jeJHaueH Cca 3eLi0M Y MOLITapCcKoj
yHubopmu. Jakenrh n3dopom ogeBHUX
npefiMeTa 3a CBOje JINKOBE YCIIOCTaBsba,

kao ¥ ['muxa CenaH, [UXOTOMUjY u3mehy
,00BpUX" Tj. aHTpONOMOP(DHO 0L EBEHUX jexKa
Y 3ella C je[IHe, a C IpyTre ,JIOWUX", 4hja Cce
,o0Ioeha" cBogu Ha 1ojac 3a KOju je 3aleHyT
HOX (BYK), Topdy 3a KpyluKe (MefiBen) U
ucliernaHe naHTajsoHe (Benap). Jakenunh nucuny
CIIPETHO MO3ULIMOHUPA Ha I'paHULIU U3Mehy
OBe JIBe IpyTie JUKOBa, obmavyehu je (cem Ha
NIPBOJj WIYCTpaluju) y Kellesby KOja BU3YEJIHO
(byHKLMOHUIIIE Kao XaJbhHa. JIuculla ce of
rpyTie aHTaroHUCTa U3/Baja 1 japkom Dojom

Y KOMTIO3ULIMOHO: Jakenuh je mpukasyje
0[1BOjEHO Of IrpyTie ,rajaMmiyja“. Yomure y3es,
y BU3HUjU OBOT WJIyCTpaTOpa JIMCHLIA TOTOBO Aa
npepacTay CeKyHAapHOT TPOTaroHUCTy prye:
Opoj unycrpaluja Ha KOjuMa ce rojaBibyjy jex
Y JIUCHMLIA JeJHaK je (o IeceT uilycTpanuja, o
KOJUX TPH 3ajeJHUYKE U jeJHa TPYIIHA).

Kao BpJio ciejudruHe MOpamo U3LBOJUTH
unycrpauuje Munusoja Yakosuha (1944)
KOje Cy IpBU YT 0djaBibeHe y U3fjamy
capajescke ,Csjetmoctn” 1980. Mako cy
YukoBuh u Jakenuh npunagHULK UCTE
reHepanuje, a BUXOBE UITYCTpaluje
Jexxese kyhulle IpBU NyT 0djaBbeHe UCTe
TOIUHE Y TOTOBO M3BECHO HAcTasle y UCTOM
nepuony, rakopehu Huje moryhe Hahu

IBa pPasaM4yMTHja NPUCTYTIA OFf HUXOBUX.
Iox ce Jakenuh, cnukap peaJlucTHUHOT
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Jakeli¢ somewhat transforms the character of
hedgehog: he is here shown wearing a green
forest ranger’s hat and suit, and so is put on the
same social level as hare who wears a postman'’s
uniform. When determining the clothing

for his characters Jakeli¢, just like Gliha,
establishes a dichotomy between the “good” on
the one hand, that is the anthropomorphically
dressed hedgehog and hare and the “bad”
whose “clothing” is no more than a belt with

a knife (wolf) or a bag for pears (bear) and

torn trousers (boar), on the other. Jakeli¢
cleverly places fox in between both these
groups, dressing her (aside from in the first
illustration) in an apron which also functions
visually as a dress. Fox is also distinguished
from the group of antagonists by strong colours
and Jakeli¢ depicts her, compositionally set
apart from the group of “rowdies”. In general,
fox in this particular illustrator’s vision
becomes the story’s second protagonist: the
number of illustrations in which hedgehog and
fox appear is the same (that is ten illustrations
each, of which in three they are together and
constitute a group.)

We must single out for their specific nature the
illustrations of Milivoj Unkovi¢ (1944) which
were first published in the Sarajevo-based
“Svjetlosti” in 1980. Even though Unkovi¢

and Jakeli¢ are the same generation, and their
illustrations of Hedgehog's Home were published
for the first time in the same year and almost
certainly were made in the same period, it

is not possible to find two more different



Cnuka 4 honuh, bpanko. Jexesa kyha u gpyie dajke. Becenun Macnewa, Capajeso, 1980. MnyctpoBao Munusoj YHkosuh.
Image 4 Branko Copi¢, Hedgehog's Home and other fairytales. Veselin Maslesa, Sarajevo, 1980, illustrated by Milivoj Unkovic.

npocepnea,! y NOTOYHOCTH yKJanay approaches than theirs. Whilst Jakeli¢, a
TpaguLUjy Hallle fedje uiycTpauuje, painter of realistic expression?, completely
Yukosuh je onabpao Texu, amOULIMO3HUjH, belongs to our tradition of illustration for
aJy He yBEK M CacBUM ycrelaH nyT. Cnukap children, Unkovi¢ chose a more difficult,
KOjU je y To Bpeme DHO OKPeHYT Ipe cBera more ambitious, and not always successful

path. As a painter who in that time had turned

4 Jakeli¢, Vlado. Hrvatska enciklopedija, mrezno izdanje.

Jlexcukorpadcku 3asos ,Mupocnas Kpnexa”, 2021. 4 Jakeli¢, Vlado. Hrvatska enciklopedija, mrezno izdanje. Leksik-
http://www.enciklopedija.hr/Natuknica.aspx?1D=28543, ografski zavod Miroslav Krleza, 2021. http://www.enciklopedi-
(npuctynmeno 23. 3.2022.) ja.hr/Natuknica.aspx?1D=28543, (accessed 23. 3. 2022.)
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ancTpakTHOM M3pasy,” YHKOBUh 1y CBOjUM
unyctpalujama Jexxese kyhule Texu Kpajwoj
CBEIEHOCTH, TOTOBO Y NOTIYHOCTH yKUAajyhu
PeaNuCTUYHO CIMKakbe YMCKOr aMOujeHTa.
Onpepnespyje ce 3a TO ja T03aJUHY faje y
MOHOXDPOMHOJ, MPKO3€JIEHO] U CUBKACTO]
00ju, 10K Cy BeroBy NpUKasy )KUBOTUHBCKUX
JIMKOBA aHTPONOMOp(dU30BaHH Ha
HEouYeKUBaH HauMH: He yoOUUajeHUM Iy TeMm,
NpUKa3WBawbeM Y Jby1CKOj ofiehu — HanpoTUB,
YHkoBrheBU IMKOBU yIJIaBHOM CY JIMILIEHU
OJIEBHUX NpeaMeTa (BUAW UIyCTpaLnjy

4). YmecTo TOra, auTpornomopdusanuja

Ce CIIPOBOJIM Ha HajL0CJIOBHUjeM HUBOY
(busnuKor npeodarKoBama: Tako je nourap
3el] TpUKasaH C TeJ0M Haror Mylikapua of
BpaTa 10 cj1abrHa, 0K Ha 3e4jy npupony
yKasyjy IJ1aBa C ylIMMa U jefHa UCIIPY’KeHa
pyKa Koja Cce 3aBpllaBa 3e4jom manom. 1
nouTapcka Topda, jefMHY IpefiMeT Koju

3en nma y3a cede, upseHoM Dojom onynapa
0Jl BEroBOr )XyhKacTo3e/MeHOr MHKapHarTa.
Hacynpot memy, Jex je npuKkasaH CJIMYHU]E
KUBOTUHH, aJIU PyMEHU TOHOBHU KOjUMa

Cy My 000jeHH HaraalleHo 3a00/beHu

odpasu, ctomakx u dytruHe noxpcehajy npe

Ha CTUJIN30BaHe MpuKase cBUa. Heto
Opyraduje Cy IpuKa3aHu jex U TUCHLla

y CLIeHU 3aje[HUYKOr 0defia — hako Cy Ha

5 Buwe o teroBom passojy Buaetu y banwa Pajuesuh, ,CHaxHO
¥ ApamMaTHUYHO y AYXY TMUHOT ekcnpecHonu3ma.” Hosa
cTBapHocT, MapT 2021, cTp. 108—110. locTynHo Ha http://
www.uk-rs.org/images/casopis/06%20FINAL%20ZA%20
WEB%20broj%202.pdf (npuctynmweno 23. 3. 2022.)
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primarily to an abstract form of expression?®,
Unkovi¢ in his illustrations of Hedgehog's
Home aspires for an extremely pared-down
approach, almost completely cancelling out the
realistic depiction of the forest environment.
He chooses to make the background in the
illustrations in monchromatic, dark green and
grey colours, whilst his representations of the
animal characters are anthropomorphised in
an unexpected way: not in the usual manner,
that is being shown in human clothing, but

on the contrary Unkovi¢’s characters on

the whole are stripped of any clothing (see
illustration 4). Anthropomorphisation instead
takes place on the most literal level of physical
transformation: thus postman hare is depicted
with the body of a naked man from neck to
loins, whilst rabbit ears are shown on his head
and one outstretched arm ends in a rabbit’s
paw. And the postman’s bag, the only object
which hare has on himself, is prominent in red
against the yellowish green incarnation of his
body. Standing opposite to him, hedgehog is
depicted more like an animal, but the ruddy
tones with which his colourfully accentuated
round cheeks, stomach and thighs are painted
recall more the stylised representation of a

pig than a hedgehog. Hedgehog and fox are
depicted together in a slightly different way

5 More on his development in Bal$a Rajcevi¢, ,Snazno i dra-
mati¢no u duhu li¢nog ekspresionizma” Nova stvarnost, mart
2021, p. 108—110. Available at http://www.uk-rs.org/images/
casopis/06%20FINAL%20ZA%20WEB%20broj%202.pdf
(accessed 23.3.2022.)



CTOJy Pa3asHaT/bUBU TalbUPU, TPUDOP 3a
jesno u cBeTusbKa, KydyCcH CTOJa U CTOIHULEe

Cy Ha rpaHMLM ca ancTpakuujom. Ha
MOHOXPOMAaTCKO0j MPa4HOj I03aJUHU (CaMO
JIMHW]ja TpaBe Ha XOPHU30HTY yKasyje Ha To fia
Ce CyCpeT OJlBH]ja Ha OTBOPEHOM) U3LBajajy

Ce CBETJIM JIMKOBHU jexka U JIMCULIe, XJIaJJHUX,
MpUTyLIeHUX TOHOBA. Texwba fa Ce BHUXOBU
JIMKOBU CBEJly HA OCHOBHE FeOMETpHjCKe
odyiMKe OBZle HUje TOCpeloBaHa, Kao Kof
JIykoBla, NaakaTCKO-TJIOIHUM JTNKOBHUM
13Dpa3oM IPUMEPEHUM JlellH, Beh y3 U3pakeHu
chymato. 3axBamyjyhu cBeMy TOMe,
aTmocdepa He Jiefyje MpUCHO Kao y T0TOBO
CBUM PaHUjUM UycTpalujama, seh xmanHo
U roToBo 3acTpaiyjyhe. OBo HapOUHTO

Ba’KM 3a, y TEKCTY He TaKO U3paXkeHy, CLieHy
COBHUHOT JIeTa, koja koz YHkosrha nonceha Ha
BU3YyeJiHe prKka3e HohHUX bombapaoBama:
Cjaj COBUHMX OUYM]Y, Ka0 ¥ OUMJY JIMCULE U
BYyKa, MHaue TeK Ha3HaueHUX, NpuKasaHu cy
Kao MJia3eBU CBeTNIOCTH pedriekTopa. Tpebda
yKasaTH Ha U3BECHY CPOHOCT YHKoBKHheBe
nasere U TeEXHUKE C KJTaCHYHUM aHUMHUPaHUM
cunmom Jypuja Hopiurejua Jew y mainu
(1975);° naxo ce He MOXXe TBPAUTH A Ce pagu
0 CBECHOj CIMYHOCTH, U3BECHE Napasiesne
CBaKaKo MocToje, mpe cBera 3dor HeopgpeheHor
OKpYXXEeHa y KOMe Ce OflBHja panmwa,
YTOM/BEHOT y U3MArJINIY 3aTaCUTUX IPEJIUBa.
OBaj MOOEPHU U CBAaKAKO NHTPUTAHTHU

6 3axBamyjem UCTOpUUYapkW ymeTHOCTH MBaHu Hewwh Ha oBom
3anaxaty.

in the lunch scene — and although one can
discern plates, cutlery and a lamp on the

table, the cube-like table and chairs border

on abstraction. On a dark monochromatic
background (only the grass line on the horizon
points to this encounter taking place outdoors),
the bright figures of hedgehog and fox stand
out in cold and subdued tones. The tendency

to reduce their figures to simple geometric
forms is not mediated here, as is the case with
Lukovac, by a flat poster paint type of artistic
expression suitable for children, but rather by
a prononounced use of the sfumato technique.
Owing to all the above, the atmosphere does
not seem to be as intimate as it is in almost

all the earlier illustrations, but here is rather
cold and almost frightening. Though such an
atmosphere is not so pronounced in the text, it
particularly applies to the scene of owl’s flight
which in Unkovi¢’s case reminds one of the
visual representation of a night air raid: the
shining of owl’s eyes, as well as those of fox and
wolf, are shown like spotlight beams. It should
be pointed out that there is a certain similarity
between Unkovic¢'s palette and technique

and that of the classic animated film of Yuri
Norstein Hedgehog in the Fog (1975);° although
the similarities might not be intentional,

there are certainly parallels, above all the
indeterminate environment in which the action
takes place, shrouded in a mist of subdued
tones. This modern and certainly intriguing

6 1am grateful to the art historian Ivana Nesi¢ for noticing this.
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npucTy Jexesoj kyhuyu octao je bes MHOTO
oljexay KoJeKTHBHOM namhemwy nako cy
Yukosrhese unycrtpauuje odjaBbrBaHe
BHUIIE [IyTa Y UCTOj eAULKjU (CBE 1O pacnana
Jyrocnasuje).

O ToMe fa MOXKJla HACY DUJie TOMIo
npuxBaheHe CBeOYH U YHbEHULIA 1A je
nociefe NpegpaTHo Usfame Jexese Kyhe

y usnamy ,Jlacrasuue, objasmeHo 1990,
OrJI0 ONpeMJbeHO HOBUM MIIyCTpalkjama
Panka Ilepuwnha. [Mepuumuh je TMX rofuHa
WUIJIyCTPOBAO HEKOJIMKO U3nama ,JlactaBule’,
ykspyuyjyhu honuhese Maiapehe jogune, anu
Ce BEeroB UIyCTpaTopcky paj npexkuna 1991.
ropuHe. [Tocpefu cy CKpOMHU ¥ MOHOXPOMHHU
LPTEXU TylleM (OCUM PeasuCTUUHO
NpuKasaHor Jexxa Ha kopuLama, Jatory
6oju). [Tepuwuh, mehyTuMm, Bpso ycrneuHo
M0CTaBJba CLIEHY U KOMOUHY]je roTOBO
XUIMEeppeaucTUYHO MPHUKa3aH JIUK jexa

ca anTponoMopdHUM feTabrma (onacad,
LIeLINp, May), YCIEIHOo Harlalasajyhu
BUX0B KOMUUHU edekat. BUABMBO je na ceM
(byHKLMOHAHUX NIpeaMeTa onyT Jexese
onpeme [lepuiuh yHocH y cBOje LpTexe
CcaMo OHe aHTpONoMopHe jeTabe KOoju ce
T0jaBJbyjy U Y TEKCTY: JEXXYPKUH LIELIUD U
3eueBy Topdy. U Jexesa kyhuua je nprkasasa,
3a pasnuky of JInjuse kyhe, kpajmwe
peanruCcTUUHO, Kao 1eo 0dopeHor cTaba noj
KOjU ce Jexx 3aByiauu. MCTO BaXkU U 3a JIMKOBE
IPYTUX )KUBOTHUHA, KOjU cy Y Hajsehoj mepu
JIMLIEHU aHTPOIIOMOP(HUX eJleMeHaTa. Y3
onpeheHu yTuLaj CTPUIICKE CTUIM3aLH]e
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approach to Hedgehog's Home did not resonate

much with the collective memory even though
Unkovi¢’s illustrations were published several

times in the same edition (up to the collapse of
Yugoslavia).

The coolness of their reception was maybe also
testified to by the fact the last pre-war edition
of Hedgehog’s Home published by “Lastavica”
in 1990 contained new illustrations by Ranko
Perisi¢. In those years PeriSi¢ illustrated
several editions by , Lastavica®, including
Copi¢’s “Donkey Years”, but his illustration
work was interrupted in 1991. These concern
modest monchromatic ink drawings (except
for the realistically depicted hedgehog on

the book cover, in colour). Perisi¢, however,
very successfully sets the scene and combines
an almost hyper-realistic rendering of the
character of hedgehog with anthropomorphic
details (belt, hat, sword), emphasizing to the
full their comic effect. It is clear that apart
from functional things such as hedgehog’s
equipment, Peri$i¢ only puts into his drawings
those anthropomorphic details that are also
mentioned in the text i.e., hedgehog's hat and
hare’s bag. Hedgehog's house, unlike fox’s
house, is also depicted in an extremely realistic
way, as part of a fallen tree trunk under which
hedgehog is tucked. The same also applies to
the characters of other animals, which are
mostly stripped of anthropomorphic elements.
Besides a certain comic book stylisation of
hedgehog, Perisi¢'s drawings are easy on the
eye, bright and cheerful.



y npukasy jexa, [lepuiinhesy upTexu cy
NperjaefiHy, CBETJIU U BeIPH.

Y oBoM ciyyajy Tpeda ykaszaTu U Ha
CUMDOIMUKY 3HauajHy MPOMEHY NapaTeKkcTa,
KOjUX y CTapUjUM CIIMKOBHULIAaMa BehuHOM
HeMma. Jlok uspame u3 1980. y kpatkom
npenrosopy Cmusme JaHkoBuh’ 1 fame
pedepuie Ha feny Kao ,0ynyhe rpaguresse
Haule 3ajefHuuke kyhe Counjanuctuuke
QenepatuBHe Penybnuke Jyrocnasuje” u
nomuwe honuhese npuye ¥ necme U3 para,
y HOBOM npenrosopy Kesbka MBaHkoBuha
BuLIE ce He nomue COPJ, ¥ paTHU MOTUBHU
CYy y IPYTOM IIJIaHy, JOK Y IPBH IJIaH 130uja
,CBUJET MaJuX, fjelle, CBUjeT HeCTAlIHUX U
xpabpux“?

On dpojHUX UTyCcTpaLKja HejeLHAKOT
KBaJIMTeTa HacTajaux nociue 1991. roguHe,
yecTo edpeMepHOT KapakTepa, oBfie hemo
MOMEHYTH camo Heke. [1o 3Hauajy ce
W3/Baja npe cBera Bep3uja Jexxese kyhute
Iymana ITaBnuha (1968).° Y TpeHyTKY Kaf
je ,Kpearusuu uentap®, 2000. ronuHe, npsu
nyT odjaBuo JexeBy kyhuuy, ITaBnnhese
UycTpalluje geoBalie Cy Kao NOTIYHU

7 bpatko honwuh, Jexesa kyha u gpyTe dajke. Becennn Macnewa,
Capajeso, 1980, ctp. 9-10.

8 bpanko honuh, Jexesa kyha u gpyie dajke. Becenun Macnewa,
Capajeso, 1990, cTp. 5-7.

9 3awHewrTo Buwwe buorpadckux getasma sugetu ,Masauh,
Oywan”. Kpeatushu uentap. (Mpuctynmeno 23. 3. 2022.)
https://kreativnicentar.rs/autor.php?id=13.

In this case, we should also point out the
symbolically significant change in the
paratext, which is mostly absent from the
older picture books. Whilst the 1980 edition
in a brief foreword by Smilja Jankovi¢” still
refers to children as “the future builders of
our common house of the Socialist Federal
Republic of Yugoslavia” and mentions Copi¢’s
stories and songs from the war, in the new
foreword by Zeljko Ivankovi¢ the SFRY is no
longer mentioned, the references to World War
1T are pushed into the background and “the
world of the little ones, children, the world

of the naughty and brave” bursts into the
foreground.®

We will mention here only a few of the
numerous illustrations of uneven quality
created after 1991, often of an ephemeral
nature. In terms of importance, Dusan Pavli¢'s
Hedgehog’s Home (1968) stands out most of all.’

When the "Kreativni Centar" published
Hedgehog's Home for the first time in 2000,

it seemed that Pavli¢'s illustrations had
completely broken from the previous tradition
of illustrating Copi¢'s work. Unlike Selan Gliha

7 Branko Copi¢. JeZeva kuca i druge bajke. Veselin Masle3a, Sara-
jevo, 1980, pp. 9-10

8 Branko Copi¢. Jezeva kuca i druge bajke. Veselin Maslesa, Sara-
jevo, 1990, pp. 5-7

9 For further biographical details see https://kreativnicentar.rs/
autor.php?id=13 (accessed 23. 3. 2022.)
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Cnuka 5 honuh, bpanko. Jexesa kyhuya. Kpeatusru uentap, beorpaa, 2004. Mnyctposao Jywan Masnuh.
Image 5 Branko Copi¢, Hedgehog's Home. Kreativni centar, Belgrade, 2004, illustrated by Dusan Pavli¢.

PacKu[ C OTaalIbOM TPALULIHUjOM
unycrpoawa honuhesor nena. 3a pasiuky
on Cenana I'muxe unu Jakenuha, [TaBauh
CTBapa Moj CHaXXHUM yTULIAjeM Derujcke
HIKOJIe CTpUIa (4, y Mawb0j MepH, HelITO
crapujer Jobpocasa boda Xuskosrha):
HberoBe pazdokopeHe KOMIMO3ULIK]je YBeK
NpuKasyjy jacHo ogpeheHy U TMUHaMUUYHY
CUTyallujy, Y4eCTO C TUKOBUMA Y TIOKPETY
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or Jakeli¢, Pavli¢ was heavily influenced by the
Belgian school of comic books (and, to a lesser
extent, by the slightly older Dobrosav Bob
Zivkovi¢): his elaborate compositions always
depict a clearly defined and dynamic situation,
often with characters in motion (the scene of
the chase after wolf is an excellent example).
The silhouettes of the characters and objects



(cueHa xajKke Ha ByKa je O4JINYaH MpUMeD).
KoHType 1MKOBa U IpegMeTa Cy HaraalleHe, a
KOJIOPUT yTJIaBHOM De3 MpesinBa.

[TaxxJpuBH]ja aHAIM3a OBUX LIPTEXKA, MEHYTUM,
OTKpUBA jefjlaH HOBU, PETKO MOMHUBbAHU
acmneKT: IPUCHY Be3y ¢ Tpaguuujom. Haume,
[TaBnuh y cBOjUM CaBpeMEHUM ClIMKama
3anpaso Npy’ka KOMIIJIEKCaH U OpUTMHAJIaH
OMa)k MPBOOUTHUM UJyCcTpaliijama

Amoiue Jocuha. OBO je BUJbUBO Mpe CBera

y KOHLIMIMMpawy NojeJMHaYHUX JIMKOBA:
[TaBnuhes Jexypka ce y Hajsehoj mepu
ocsata Ha Jocuhes npukas inka — C Jyrum
Bonsbama, KOMBUMA, Y3 LIeLHp UCTOT 00IHKa,
CJWMYHe NaHTajoHe U 00yhy, anu farey
TUNHUYHO [1aBnrheBoM BU3YeTHOM CTUITY.
Hcro Baxu u 3a Jocuheso Buhemwe nucuue

u Byka: [laBnuh npeysuma Hajyneuatuje
LeTabe (TMCUUYUH LEIUP C NIETIOM, ByKOBY
mydapy v noses3 npeko oka) ¥ Hagorpahyje
UX Y FPOTECKHOM, TOTOBO LIPHOXYMOPHOM
nyxy. Tako »eros Byk UMa U APBEHY HOTY

— BU3YEJIHU I'€T KOjU r'a oBe3yje ¢ Bykom
Kapaunhem. 3agpxanu cy ¥ peodIMKoBaHU
U NojefiuHU feTany JocnheBrx KoMIo3uLUja:
0J] Tora Kako Je)xypkuHe Dofijbe posase
KPO3 HaCJIOH JIMJUHE CTOJIMLE U TOTa LUTO

jex IPKHY Jallly C BUHOM a JTUCcULa daTak,
MpeKo W3BPHYTOr hymna Ha KoLy npef

HBEeHOM kyhoMm, na 1o NpBOr N0jaB/bUBaka
ByKa (IIpMKa3aHor 3ajeJHO C JTUCHULIOM) WU
menBena, ,yxBaheHor" y TpeHyTKY [OK,
CHabIeBeH MOCYAULIOM, BaLW MeJ, U3 1YIIJ/be
y ctabny. Konauno, [TaBnuh npeysuma

are emphasised, and the colours as a rule don't
overflow into each other.

A more careful analysis of these drawings,
however, reveals one new and rarely mentioned
aspect: a close connection to tradition.
Specifically, Pavli¢ in his drawings actually
pays a complex and original homage to the
illustrations of Aljosa Josi¢. This is evident
above all in how the individual characters are
conceived: for his depiction of hedgehog Pavli¢
relies mostly on Josi¢ — long spines, spears, a
similarly shaped hat, trousers and shoes, but
all in Pavli¢'s typical visual style. The same
applies to Josi¢'s vision of fox and wolf, Pavli¢
taking the most striking of the details (fox's hat
made from a cockerel, wolf's hat and eye patch)
and adding a grotesque, almost black humour
to them. Thus, his wolf also has a wooden leg

- a visual gag that relates the animal to Vuk
Karadzic.

Certain details from Josi¢'s compositions

have been retained and redesigned: from how
hedgehog’s spines pierce through the back of

a lazy chair and the fact that hedgehog holds a
glass of wine and fox a chicken drumstick, via
an inverted jar on a block in front of hedgehog’s
house, up to the first appearance in the story
by wolf (depicted together with fox) or bear
"caught" in the moment when he scoops honey
out of a hole in a tree with a bowl. Finally,
Pavli¢ takes from Josi¢ the same seasons in
which to place the action: late autumn or early
winter, with bare trees and no snow cover. All
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on Jocuha u noba roguHe y Koje cMelITa
panmy: O3HY jeCeH WK PaHy 3UMY, C

ronum fpeehem De3 CHe)XXHOT TOKpHBaya.

Cse cy To, MehyTUM, caMo TauKe OCJIOHLIA Y
[TaBnuheBuMm doraTum U 300r TOra MNOBpeMeHo
HEILTO TeXXe NperjieHUM uiycTpalynjama:
OH MCTOBPEMEHO yCIOCTaBs/ba MPEKUHYTH
KOHTHUHYUTET TpaJHuLikje U CTBapa HOBY
Jexery kyhuuy 3a caBpemeny feny,'® anu u
onpacie Koju he mpenosHaTH ,, JBOCTPYKO SHO
HEroBUX BU3YEJHNUX rerosa WK Ha MOJIULU Y
JexxeBoj Kyhu cra3uTH KBUIY C HATIIUCOM ,,b.
honuh Ha xpdarty.

“

Wnaxk, u [TaBnuhesa Jexesa kyhuya naHac je
Beh cTapa npeko gBajeceT rogrHa (a TpajHoCT
[MUXUHUX WIycTpaluja y KOJeKTHBHOM
namhemwy ofipa’kaBa ce 1y TOMe LITO Ce
[TaBnuhese 1 JaHAC AOKUBJbABAjY U TOMUY
Kao HoBe). [locnenwy neLeHujy-ABe, 0jaBuo
CE W HU3 WIIyCTpalluja Koje HeTyjy Apyrayuje
npucryne. Kog Hac je mtTaMnaHo ¥ BULLE
v3nama ca uiycrpauujama Came Pemryek,
3aHUMJBUBHM [0 KOPEHUTOM MeEHatby
KapaKTepa JIMKOBa: CBU aKTepH Jexese
kyhulie y eH0j BU3HjU PENCTaB/bEHU

Cy Kao rOTOBO JIe4jy — MPOMEHa je

10 CBecT 0 BpEMEHY KOje Aenu Aely-4uTaoLe 0/ HaCTaHKka Aena
OB/IE j€ joll BU//bUBHja HEro y U3fakwnma ,Jlactasuue” Koja
Takohe npenopyuyjy Aa ce noTpasku odjalutberbe HEMo3HaTUX
peun. Kao u gpyre c1MKoBHULE 00jaB/beHe Yy €AULHjH
,MycTonoBUHE", M 0OBa CafpKK 0Djallitbetba Matbe NO3HATHX
peyr M M3pasa, YecTo y3 KPOKW unycTpauuje, rpadruucu
NoBe3aHe y LeNMHYy Ca OCHOBHUM TEKCTOM, 40K ,[TyCTONOBHM
fojatak” npya MCTOPHjCKU KOHTEKCT 1 AeTasbe 0 honuhesoj
duorpaduju v rerosom geny.
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these, however, are only points of leverage in
Pavli¢'s richer and thus on occasion somewhat
more visually demanding illustrations: at the
same time he not only restores the broken
continuity of tradition and creates a new
Hedgehog Home for modern children!® but one
also for adults who will be able to recognize the
"false bottom" of his visual gags or might notice
the book on the shelf in Hedgehog’s Home with
the inscription "B. Copi¢” on its spine.

However, Pavli¢'s Hedgehog's Home is over
twenty years old today (and the permanence of
Gliha's illustrations in the collective memory
is reflected by the fact that his illustrations
are still considered the “true ones” whilst
Pavli¢'s are perceived and spoken about as the
“new ones”). In the last decade or so, a series
of illustrations have appeared that cultivate
different approaches to this medium. In our
country several editions with illustrations

by Sanja ReScek have also been printed,
interesting because of how they radically
change the characters of the protagonists:

in her vision of Hedgehog's Home they are

all very child-like, something that is most

10 Awareness of the time span that separates children-read-
ers from when the work was created is even more visible
here than in the “Lastavica (Swallow)” editions which also
recommend looking up explanations of unknown words.

As with other picture books published in the "Pustolovina
(Adventure)" edition, this book also contains explanations of
lesser-known words and expressions, often with step by step
illustrations, graphically connected as a whole to the main
text, while the "Pustolovni Dodatak (Adventure Supple-
ment)" gives a historical context and details about Copi¢'s
biography and work.



HajHarjaalleHKja KoL caMor JexypKe, Koju

je Beh Ha HACTOBHMLIM NPUKa3aH C U3pPa3oM
neTumer uyyhemwa, a Tynully, Mad UIu U
IIyMapCKy LIeIHp 3aMeHua je raasa
JenTUp-MallHXLa. MekH, UPOKU NOTe3U
KOjHMa ayTopKa 0DJIMKYje IMKOBe U yrnoTpeda
NacTeJIHUX TOHOBA, IIPE CBETra IJ1aBor U
cmeher, kao 1 HeogpeheHocT ekcTepujepa,
IO0IaTHO ITOMEPajy 0Be UIyCTpalrje Ka
miahem yspacty. M 1MKOBM aHTAaroHucCTa
odyxBaheHu cy Tom TpaHC(OpMaLIjoM:

BYK, MEe/IBEJl U CBHbA NIPHKA3aHHU Cy Tako

[a 0CTaBbajy yTHUCAK JbyIIKE, pajO3HaIE
neue. Jlok cy paHuja nspama sehrHom duna
HaMewheHa YNTa0llMMa OCHOBHOILKOJICKOT
y3pacTa, oBe uiyctpanuje 1ebUHUTUBHO Ce
obdpahajy npepiKosiuma UM CaCBUM MaJoj
peuu. CiivaH noMmak ka muahem yspacty

U DesassieHuje NprKasaHUM JIMKOBAMA
HaJIa3uMO Y KOJl IPYTUX WIIyCTparopa

(Hnp., JIyke e Mapxa, Koju je HIyCTpOBao
uranujancku npesog us 2004). Bpenu
NIOMEHYTH U Harpahene unycrpauuje Tame
CresanoBuh (2013) xoje, mehyTum, Huje
npey3sesa HUjegHa u3gaBauka kyha. Tamwa
CreBaHoBuh cTBapay foda JUrHUTalHE
WJIyCTpalyje U BUIHO j€ Aa KOJ e CBaKa
cnuKa (pyHKLHOHUIIE Kao 3acedHa rpadruka
LieJIMHa, 0e3 Hy)KHe HapaTUBHE TUHAaMUKe U
NOBE3aHOCTH Ca OCTaJIMM UJIyCTpalujama.
Busyesno, Haj3aHUMJBUBUJH J€ HAUHUH KAKO Ce
y OBUM CJIIMKaMa (Urype JTUKOBa OKPYXYjy
OpHaMEHTaJIHUM [leTa/biMa KOjU yKa3yjy U
Ha WYMCKH aMOUjeHT (CTUIN30BaHe rpaHe

Y KPOILUE), a [IaJieTa CBeJeHa Ha HEKOJIUKO

pronounced in hedgehog himself, who one sees
already on the book cover with an expression
of childhood wonder on his face, and Rescek
swaps the pipe, sword and/or forester’s hat for
a blue bow tie. The soft, broad brushstrokes
with which the artist shapes the characters
and the use of pastel tones, primarily blue

and brown, as well as the vagueness of the
exterior spaces, additionally shift these
illustrations towards a younger age group. The
characters of the antagonists are also subject
to this transformation: the depictions of wolf,
bear and wild boar leave the impression of
sweet, curious children. Whilst the earlier
editions were on the whole aimed at readers
of primary school age, these illustrations

are definitely addressed to preschoolers or
very young children. We also find a similar
shift towards a younger age group and more
innocuous characters with other illustrators
(for example, Luca de Marco, who illustrated
the Italian translation of Hedgehog's Home
from 2004). The award-winning illustrations
of Tanja Stevanovi¢ (2013) are worthy of
mention but have not been taken up by any
publishing house. Tanja Stevanovi¢ is a creator
in the age of digital illustration and in her
case it is clear that each picture functions

as a separate graphic entity, without having
to share the obligatory narrative dynamics
and associations with the other illustrations.
Visually, the most interesting aspect of these
paintings is how the figures of the characters
in them are encircled by ornamental details
which still hint at a forest ambience (stylised
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OpukIbMBO oflabpaHux boja (LpBeHa, 3eseHa,
HUjaHCe cmehe, LpHa) “llak Npy:xa jeJUHCTBO
LpTeXUMa, N0BE3yjyhu UX y LeJUHY.

3a1<n>yqa1< Y OBAaKBOM KOHTEKCTY MOXXE

duTH caMo MpoBU30OpaH. JacHO je na

ce )KUBOT Jemese kyhuye HacTaBba Ha
pasMuuTe HauuHe, a 07l NpBOTr AUjacdunma
Wy pa3jIMuYuTUM Megujuma. bam xao

1ITO je TeKCT OBOT leJla YeCTO MeHhaH U
PEKOHTEKCTYAJIM30BaH, TAKO CE U HHETOB
BU3YEJIHU UJIEHTUTET MEHA0, yCIocTaBbajyhu
HOBE KOHTEKCTE UHMTAkha U TYMayd€tha UTU
obHaBbajyhu crtape.
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branches and canopies), and how the palette
reduced to several carefully chosen colours
(red, green, shades of brown, black) still brings
a unity to the drawings, connecting them into
a whole.

A conclusion in such a context can only

be provisional. It is clear that the life of
Hedgehog's Home goes on in different ways,
and, from the first slide film onwards, in
different media as well. Just as the text

of this work has often been changed and
recontextualized, so its visual identity has
also changed, establishing new contexts for
the reading and interpretation of this work or
renewing older ones.
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Mwunan Nonaauh
Milan Popadi¢

PeueH3uja nydnukaumje
Jexxesa Kyhuua — usmuwparee 0o/vel ceeilia

Review of the publication
Hedgehog's Home - Inventing a Better World

Translated by Dragana Stojanovi¢ Besirevic¢



[ | Y3 UCTpaKUBAHE ¥ 3ALITUTY,
KOMYHHKAaLHja je jenHa 0ff OCHOBHUX
my3seosnowmkux dyHkuja. Hajuemhe je
oBaroheHa y Fhenom BenunuaHcTBy —
My3ejckoj usnoxdu. Mma nyHo passora 3a
TO: U370k0a je ayTEeHTUUHU My3ejCKH1 U3pas,
NIPMMapHO CPEACTBO 38 UCKA3 U IIPUKA3
3Hawa ayTOXTOH My3ejuMma, Takopehu

BUX0B MaTEPHHU je3UK. Y TOME C€ CJIaXy

Y MY3€0JIOLIKY TeOpeTHYapy U My3ejcKu
NpaKkTH4apy, Koju ce Hajuelrhe cia)xy camo
y TOME [,a CE HE CJIa)Ky TOTOBO HU OKO Yera.
YcmepeHocT Ka ,My3€jCKOj pe3eHTaTUBHO]
KOMYHMKaLHjU", TO JECT IPUKAa3UBAYKOM
aCIeKTy My3€jCKe AeJIaTHOCTH, HEPETKO
KOJIMKO M HelpaBefHO 0CTaBsba y 3anehky
He caMo Jpyre myseosouke GyHk1uje, seh
Y pyTe KaHaJle My3€jCKe KOMyHUKaLHje
KOjH C€ Kao CJIyTe IIOKOPHE CTaBsbajy y
BecrnioroBopHy ciayxdy thenom BenuuaHcTBy.
Takas, 4UecT, Cny4aj je U KOMyHUKayuja
eguyuje. Ped je o nuctpudyuuju nudopmanuja
nyTem nydaukanuja v Jpyrux cagpxaja, y
PaHUjUM BPEMEHMMA LITAMIIAHUX (KaTalo3y,
MO3WMBHULE, TIOCTEPH, PA3JIELHULE...), a

KOje faHac UMajy U CBOj JUTUTAIHU BUJ U

B Communication is one of

the basic museological functions, besides
research and protection. It is embodied in
Her Majesty - Museum Exhibition. The
reasons are numerous: the exhibition is an
authentic museum expression, the primary
means of expression and display of the
knowledge immanent to museums, i.e. their
native language. Both museum scholars and
museum practitioners agree on this, and

they mostly agree only that they most often
disagree on everything. Orientation towards
“museum presentational communication”,

i.e. the presentational aspect of museum
activity, often and unfairly leaves aside not
only other museological functions, but also
other channels of museum communication,
which, as obedient servants, are placed at the
absolute service of Her Majesty. Such case is
often with the edition’s communication. It is
about the distribution of information through
publications and other content, which in earlier
times were printed (catalogues, invitations,
posters, postcards...), but which today also
have their own digital vision and life in the
online world. In addition to their indisputable
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KHUBOT y OHJIAjH cBeTy. [lopen HeCyMBUBOT
3Hayvaja TH Cy Ce cafpXKaju, ¥ paHuje U JaHac,
TIOHajIpe JoXKMBabaBasu kao ,npatehn”. U
TO C IPaBOM, jep Cy IPONYIITAJIU NPUITHUKY
na dyny KOMIJIeMEHTapHHU acleKkT My3ejcke
KOMYHUKalWje, 3af0BobaBajyhu ce yiorom
nBopcke fame thenor Bennyancrtsa. Ho, nma
Y U3y3eTaka. JegaH je ynpaso IIpef Hama.

300pHUK TEKCTOBA 00jeiUbEHUX 1107
HaCJIOBOM Jexcesa Kyhuua — usmuuioare

domel ceetiia, y U3namwy Myseja Jyrocnasuje,
OKyIJba LIECT Ay TOPCKUX MOrJIefja Ha CJaBHY
noemy 13 1949. ronuHe jyrocJ0BEHCKOT
nucua bpanka honuha o jefHako ciaBHOM
Jexxypxu Jexxuhy. Peu je o TexcToBUMa: Jemcesa
Kyhuya — usmuwvare 6obel cgettia Cape
Conuh n Mupjane Cnasxosuh, Konguckayuja
uamhewa Nybpaske Yrpewunh, bpanko

Rotiuh, jyiocnagencku tiucay, Junka Kpexa,
Tpux y popmu Oacxe Henana Bennukosuha,

O toctuanxy, wpanchopmavyujama u
wpancmegujayujama Jexese kyhuue bpanxa
Rotiuha Mapujane Xamepuak 1 Jlydpaske
3uma u Cse Jexese kyhe: unyctpatiopu Jexcese
kyhuye Tujane TponuH. AKO BUCMO XTeu

Zla ce MOUrpamo OHUM IITO je peYeHo Ha
MOYeTKY, MOTJIM DUCMO [a KaXkeMo fia OBy
nybdnukanujy npaTy ¥ TemaTcka u3oxoa

y Mysejy Jyrocnasuje. Moriu ducmo 1 a
Zoconnmo — usnoxda he ce oTBOPUTH U
3aTBOPHUTH, a Kibura he octatu. Anu Huje y
TOME CTBap, jep HUje peu 0 HaZiTOpHhaBawy
usmehy u3nox0eHor U eULIMjCKOT BUa
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importance, these contents, both before and
today, have been perceived as “accompanying”.
And rightly so, because they missed the
opportunity to be a complementary aspect of
museum communication, settling for the role
of court lady of Her Majesty. However, there
are exceptions. One is right before us.

The collection of texts entitled Hedgehog's
Home - Inventing a Better World, published by
the Museum of Yugoslavia, brings together
views of six authors on the famous poem
written in 1949 by the Yugoslav author Branko
Copi¢ about the equally famous Hedgehog.
The texts are the following: Hedgehog's Home

- Inventing a Better World by Sara Sopi¢

and Mirjana Slavkovi¢, The Confiscation of
Memory by Dubravka Ugresi¢, Branko Copic,
Yugoslav writer by Dinko Kreho, A Trick in

a Form of Fable by Nenad Velickovi¢, On the
Origin, Transformation and Transmediations
of Branko Copi¢’s Hedgohog's Home by
Marijana Hamer$ak and Dubravka Zima

and All Hedgehog’s Homes: the illustrators

of Hedgehog’s Home by Tijana Tropin. If we
wished to play with what was said at the
beginning, we could say that this publication
is accompanied by a thematic exhibition in the
Museum of Yugoslavia. We could also add - the
exhibition will open and close, but the book
will remain. But this is not the point, because
it is not a matter of competition between

the exhibition and the publication aspect of
museum communication. It is about the fact



MY3€jCKe KOMyHUKauuje. Ped je o Tome

Ila 0Baj 300PHHUK, Kao LITO CMO MaJonpe
pekJiu ykasyjyhu Ha beroBy U3y3eTHOCT,
nokasyje kako nybdnukauuja genyje

Kao KOMIJIEMEHTapHHU aCleKT My3€jCKe
KOMYHMKaLHje, 3a0KPY’KEH U CaMOCBOJjaH,
aoneTy QPyHKLUjU LEJTOBUTOT My3€jCKOT
MCKa3a ¥ prKasa 3Hama. Jep, kao LWITo Ce
Mysej JyrociaBuje Y4uHM Kao Beoma Jodpo
MecTo 3a u3nox0y o heHomeHy Jexcese xkyhuue,
TaKko U KOpHlle jefiHe My3ejcke nmydiukanuje
Iajy Beoma f00ap OKBUD 32 TyMauemne
honuhese noeme koja MoXxza U3Mmuue
yobruajeHNM KIbHKEBHUM, UCTOPHjCKUM
WJIM UIEOJIOLIKUM TyMauenuma. Jep, uamehy
KopHlla My3ejcke nybnukauuje, Jexesa
Kyhuya HUje TeKk KibHKeBHa, UCTOPUjCKa WIIN
W[ E0JIOUIKA YUBEHNIIA. Y TOM, My3€0JIOLIKOM,
KOHTEKCTY, Jexesa Kyhuyad je Ipe cBera
DalITHHCKU KOPIYC: TBAp MPOTKaHa TUYHOM
Y JaBHOM MEMOPHjOM, IIPOLLJIOCT KOja HE fa
HUje Ipolia Beh je 4ylecHO caBpeMeHa,
WCTOPUOJIMKH CafpKaj KOoju — 3agpxKaBajyhu
ayTEHTUYHOCT CBEA0YAHCTBA — COIICTBEHY
WCTOPH]JY HEPETKO U3MHUILJbA U TpUarohasa.
OTyna ¥ TeKCTOBY, Of KOJUX CY HEKU UMaJIU U
CBOj )KMBOT U IIpe 0OBe NMydsnKaluje, CojeHn
yPpeAHUYKOM JIOTUKOM Koja noAceha Ha pan
KyCTOCa Ha U3JI0K0H, 110CTajy Leo Mpexe
TyMauewa yHyTap CBOjUX 3aCeDHUX MOATEMA,
anu uy mehycodbHum ogHocuma. Jep, ynpaso
3axBasbyjyhy NpeTX0JHUM KUBOTUMA HEKUX
o[l TeKCTOBAa, Mehy wuma ce oceha casByuje
KOje IIOHEKA, UMa XapMOHUYHE, aJlu He

that this publication, as we said a little while
ago pointing out its exceptionality, shows how
it acts as a complementary aspect of museum
communication, completed and self-contained,
and yet in the function of a complete museum
statement and display of knowledge. Because,
just as the Museum of Yugoslavia seems like

a very good venue for an exhibition about the
Hedgehog's Home phenomenon, the cover of
the museum publication provides a very good
framework for the interpretation of Copi¢’s
poem, which perhaps avoids the usual literary,
historical or ideological interpretations.
Because, between the covers of the museum
publication, Hedgehog’s Home is not just a
literary, historical, or ideological fact. In this
museological context, Hedgehog's Home is first
and foremost a heritage corpus: a substance
interwoven with personal and public memory,
a past that has not passed but is miraculously
contemporary, a historical content that —while
maintaining the authenticity of the testimony
— often invents and adapts its own history.
Hence, the texts, some of which had their own
life even before this publication, joined by an
editorial logic reminiscent of the curator’s work
at the exhibition, become part of a network

of interpretations within their separate sub-
themes, but also in their mutual relations.
Because, precisely thanks to the previous lives
of some of the texts, there is a melody between
them that sometimes is harmonious, but not
very rarely polemical. And all this under the
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TaKo PeTKO U NoJieMUuKke TOHoBe. 1 cBe TO
NoJ KpoBOM JexXypKkHHe kyhe Koja nmocraje
CBOJEBPCHHU MY3€] JyrOCJIOBEHCKOTr Hacseha.

[ybnukauuja Jexesa kyhuua — usmuupare
Oomel c8etlia CBOjOM CJlojeBUTOLINY,
pasHoBpcHoluhy M KHUBOTHOIIhY TekcToBa
nonceha Hac na cynpoTHOCT Heke fydoke
UCTUHE MOXe [1a Dyne oneT Heka fyboka
UCTHHA. Jep, Hu ca bpankom honuhem, Hu
ca Berosum Jexxypkom Jexxnhem, Te HHU ca
HBerosom Kyhuilom, HUIITA HUje Kao LTO
usriena Ha npsu norsuen. Tome ce HUje
yyautd. Cyntunnu [acron bamnap Hay4yno
Hac je na je kyha mecTo koje paha ciuke,

a npoHuLsBpUBY YMbepTo Exo na nucamwy
NPEeTXOU CTBApamkhe CBETA O KOjeM ce MHUILe.
A 1o3HATO je a My3€jH HUCY HU HEBUHU HU
HaWBHMU M0 MUTaky NPOU3BOAKE CINKA, a
TIOHAjIIpe [0 MUTaky U3MHUILILbakha CBETOBA.
Oryna Tema kao o je honuhesa Jexesa
Kyhuya pesi My3ejcke MOCJeHUKe CTaBsba
HapOYMT 3afaTak, MOXJa CyLITUHCKHU 3a
pasymMeBame podieMa kako HeKU (peHOMEeH!U
nperpajaBajy BDEME, a HEKU HECTajy y
becnyhuma 3abopasa. Ped je o baluTHBEHY
mauite, a nydnukauuja Jexesa kyhuya —
uU3MUwBare 00mwel ceetlia oKasyje a je u To
moryhe.
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roof of the Hedgehog's house, which becomes a
museum of Yugoslav heritage.

The publication Hedgehog's Home - Inventing a
Better World, with the complexity, diversity and
energy of the texts reminds us that the opposite
of a deep truth can be a deep truth, too.
Because, neither with Branko Copi¢, nor with
his Hedgehog, or with his home, nothing is as

it seems at first glance. That is not surprising.
The subtle Gaston Bachelard taught us that
home is a place where the images are born,

and the insightful Umberto Eco that writing

is preceded by the creation of the world that

is written about. And we know that museums
are neither innocent nor naive when it comes
to producing images, and above all, when it
comes to inventing worlds. Hence, a topic such
as Copi¢’s Hedgehog’s Home is a special task

for the museum staff, perhaps essential for
understanding why some phenomena last over
time, while others disappear into the abyss of
oblivion. It is about inheriting imagination, and
the publication Hedgehog's Home - Inventing a
Better World shows that this is also possible.






JacmuHka MeTtposuh
Jasminka Petrovi¢

YmecTo peueHsuje
Instead of a Review

Translated by Dragana Stojanovi¢ Besirevi¢



[ | Moj HaKJIOH LIEJIOM TUMY Y
okBUPY My3eja Jyrocnasuje, Koju je Kpeupao
Y peasn30Bao u3noxoy ,Jexesa kyhuua

— U3MHulJbake dosber ceeta”. Takohe, MOj
HaKJIOH ayTopKkamMa M ayTopuMa TeKCToBa y
nydnuKkanujy Koja mpaTH 0By M3y10x0y. CBU
3ajeJlHO CTe AYyDOKO 3aPOHUIHU U BUCOKO Ce
BUHYJIU NpefcTasmbajyhu bpanka honuha n
BEr0B pajl. XBajla Ha 0BOj BEJIMUaHCTBEHO]
cuM@OHUjH, Koja he Hac pasurpaTu, JUPHYTH,
HacMejaTH, MHCITUPHUCATH, 0D0TaTUTH U
HaTepaTH Ha pasMUlll/bake. XBasa LITO CTe
HaM omoryhumu fna yhemo y npudy o Jexypxu
Jexxyh ¥ TMYHO ce yNo3HaMo ca jyHaluMa.
XBasa mTo cTe Ham omoryhunu fa mertajyhu
YYBEHOM ILIyMOM CPETHEMO U cede Kao ieTe U
cebe kao ogpacsy ocody. XBasia LITO CTe HAC
OKYTHJIM ¥ yMOTaJIU y BOOPOTY U JIETIOTY.

YmecTo penieH3uje, jep wta pehu kag je
CBE peYeHo, OAJIyUmIIa caM ia Halulem
ayTobuorpadcky npuuy Koja ce 30Be...

[ | My admiration goes to the

entire team at the Museum of Yugoslavia,

who created and realised the exhibition “The
Hedgehog's Home - Inventing a Better World”.
Also, my admiration goes to the authors of the
texts in the publication accompanying this
exhibition. All of you together have dived deep
and soared high while presenting Branko Copi¢
and his work. Thank you for this magnificent
symphony, which will entertain and touch us,
make us laugh, inspire, enrich and make us
think. Thank you for allowing us to enter the
story of the Hedgehog and meet the heroes
personally. Thank you for allowing us to walk
through the famous forest and meet ourselves
as children and ourselves as adults. Thank you
for gathering us together and wrapping us in
goodness and beauty.

Instead of a review, because what to say when

everything has been said, I have decided to
write an autobiographical story called...
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Benukwu je honuh, a Benuka My je u riiaBa

Johu na pyuax
y Mojy Joty,
UOHYPU CAMO,
He HATU HOTY.

Passenu cy mu ce mama u tata. [Ipecenuna
caMm cey ipyru feo rpaga. [l[pomeHuna cam
wkony. Hecpehno cam 3amybbeHa. Umam
BeJIMKa KoJIeHa. JIeCHO YBO MU je KJIEMIIABO.
He une mu ce nanac xoj bade Ha pydak

U r1yc Tpeda fa npouuTam aexTupy. lo
noHepnespka. [Ipexo 200 ctpanuua. ,Opnosu
paHo nete”, pomaH bpanka honuha. Hutu me
3aHMMa ceocka hauka npyxuHa, HUTH [Ipyru
CBETCKHU par.

Ca iyHum JToHYeM
U MACHUM OpKOM
uexahy Ha tie,
Homypu wWpKoM.

Yac ucropuje. Kpcrawku patosu. la nu

y 0BOj IIKOJIM MOCTOjU HEKO TPAJUBO, a Aa
HeMa Bese ¢ paToM? HacTaBHUK MIlaTapa
PYKOM M3HAJ UCTOpHUjCKe KapTe. Bonum
Kako bada KyBa v BosiuM za hytum. He
BOJIUM KaJ, Me Daba 3alUTKyje U He BOJTUM
[a IpyuyaM 0K jenem. Y yYHuOoHULY yJla3u
3ajanypeHa HaCTaBHULA CPICKOXPBATCKOT
jesuka. OdaBeltaBa Hac fa he HalIY WKOIY
nocetuTH bpanko honuh. U To ogmax nocne
BEJIMKOT 0 MOpa.
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Copic¢ is great, but his head is big, too...

Come over for lunch,
oh, don't be tardy
snubbing my invite
would be foolhardy.!

My mom and dad got divorced. I moved to
another part of the city. I changed schools.

I'm unhappily in love. I have big knees. My
right ear sticks out. I don't feel like going to
grandma’s for lunch today and I also need to

do my reading. Until Monday. Over 200 pages.
“Eagles fly early”, a novel by Branko Copi¢. T am
neither interested in the village schoolchildren
group, nor the Second World War.

With stew a-cooking
and whiskers all greased
I am waiting for you
to share in my feast.

History lesson. The Crusades. Is there anything
in this school curriculum that has nothing to
do with the war? The teacher waves his hand

at the historical map. I like grandma’s cooking
and I like to keep silent. I don't like when my
grandmother questions me and I don't like
talking while eating. A blushing Serbo-Croatian
teacher enters the classroom. She informs us

1 Allthe cited excerpts of the poem are translated by Susan
Curtis, see: Branko Copi¢, Hedgehog's Home, Istros Books,
London, UK, 2011



Jexw ce secenu:

,Ha 1030y,

8esu,

Wy wane Hemd,
xajg’ ga ce ctipema.”

3BoHM. CBAKO HOCH CBOJjy CTOJIMLY KPO3
X0OHUK. CBAKO YHOCH CBOjy CTOJIULY Y
My3uuKkHd KabuHet. CBaKO CIyuITa CBOjy
CTOJIMLY Ile CTUTHE U cela Ha by. Bonnm
0abuny cyny ¢ kHenyama. He Bosium kag me
babda nura 3auro cranHo hytum. HacraBuuua
CcprckoxpsaTckor ymupyje haxe. Jour je
LIpBEHUja y ULy Hero masonpe. Yynkam
nopyd Ha LUIKOJICKOj Kellesbu. JefBa yekam
7la ce 3aBpIIM UeTBPTH yac. JefBa yekam 1a
Bpanko honuh one 13 Halle mKose U jefiBa
yekaMm Jja ce BpaTUM y CBOjy YUHOHULY.

Cynuanu kpy1 ce
¥ 3eHUtll guio
Kag je Jexypxa
go nuje ctauio.

Y My3nuuky kaduHeT ynasu JUPEeKTOp LIKOJIe.
Ycrajemo. [llkpune ctonuue. Y My3udku
KaDUHET yJia3u 1 YOBEK C BEJIMKOM IJIaBOM.
Cmeje ce. HacraBHMLIAa CPIICKOXPBATCKOT
jesnka ce He cmeje. CTpesba HaC TIOTJIELOM.

Taj nornep 3Ha4y fa UCTOT Yaca CBU
3ahytumo. Ja To Beh papum. hytum. Hcro hy
TO paJUTH U Kaf dynem kop dabe Ha pyuKy.
[MaBa HacTaBHULE CPIICKOXPBATCKOT je3nKa je
npef excryio3ujom. TOMUKO je LpBeHa.

that Branko Copic¢ is visiting our school. Right
after the big recess.

Hedgemond was happy:
He took the invite,
made himself ready

for one pleasant night

The bell rings. Everyone carries their own chair
through the corridor. Everyone brings their
chair into the music classroom. Everyone puts
their chair where they can and sits on it. I love
grandma’s dumpling soup. I don't like when my
grandma asks me why I'm always silent. The
Serbo-Croatian teacher shushes the pupils. Her
face is blushing even more than a moment ago.
I'm plucking the hem of my school uniform.

I can't wait for the fourth class to end. I can’t
wait for Branko Copi¢ to leave our school and I
can't wait to go back to my classroom.

The sun was peaking

high up in the sky

when fox spied dear Hedgemond
walking nearby.

The principal enters the music classroom. We
stand up. Chairs squeak. A man with a big head
enters the music classroom, too. He smiles.

The Serbo-Croatian teacher is not smiling. She
shoots us a look. That look makes us all silent
at the same time. I am already silent. I'll do

the same when I'm at grandma’s for lunch. The
head of the Serbo-Croatian teacher is about to
explode. Her face is so red.
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Otmtioue pyuak
uapodan,

oajHu.

U jew

u nuja

0g MACTAU CjAjHU.

Bpanko honuh cenu ucnpen Hac. Cmeje ce.
Onpa Hewro npuva. Onpa ce hauu cmejy. Ja
rnefam. [negam u hytum. bpanko honuh n

Zalbe HellTo npuya. bal My je Benuka riasa.

HacTaBHMLA HAC BUILE HE CTPEJba MOTJIEOM.
He ctuxe jep ce cmeje. CMmeje ce u Dpule
cyse. U pupexTop ce cmeje. OH He dpuiue
Cy3e, OH Ce JpKM 3a CTOMaK. Ja mpecrtajem fia
YyynKaM 1opyd Ha IIKOJCKO]j Kellesbu. Kag me
0aba 3a pyukom dyzme nuTana wra je dumoy
wKosH, ja hy joj pehu na je senuku honuh, a
BEJIMKa MY je U IiaBa.

Jexcuh ce gue,
HYWKUYY Opuuie.
Ja mopam kyhu,
goctua je suuie.
Zobpo je dbuo,

Ha CTUpavy wania,
nucuye gpaia,e, oau
wu xeana.”

Cenum 3a CTOJIOM. Majo cpuem cymy, Majo
npuuam. bada ce cmeje. Ycrajem. Umutrpam
HaCTaBHHUILY CPIICKOXPBATCKOT je3uka. bada
ce IpXKH 3a cTomak. MMuTHupam fupexropa
wKose. baba ce u cmeje u niave. Umutupam
Bbpanka honuha. 'pnum bady. Kaxem na
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Dinner commences
nutritious,

and fine.

Dear fox

and Hedgemond

with contentment shine.

Branko Copi¢ is sitting in front of us. He
smiles. Then, he says something. Then, the
pupils laugh. I'm watching. [ watch and remain
silent. Branko Copi¢ is still talking. His head is
really big. The teacher no longer glares at us.
She can't because she is laughing. She laughs
and wipes her tears. The principal laughs, too.
He doesn't wipe his tears, he holds his stomach.
I stop plucking the hem of the school uniform.
When my grandmother asks me at lunch what
happened at school, I will tell her that Copi¢ is
great, but his head is big, too.

Now wiping his snout,
Hedgemond makes to go.
The journey is long,

and he can’t be slow.
‘T'was fun while it lasted,
Foxy my dear,

I thank you so much’

says Hedgemnond sincere

I'm sitting at the table. I sip a bit of soup,

I talk a bit. Grandma laughs. I'm getting

up. [ am impersonating my Serbo-Croatian
teacher. Grandma is holding her stomach. I am
impersonating the principal. Grandma laughs
and cries. I am impersonating Branko Copi¢.



MOpaM IOf, XUTHO Kyhu fla yuTam JNeKTUpY.
Faba me bybu y kocy. Ja ce cmejem. baba me
ucnpaha o Bpata. bpuiue cyse u kaxe: ,Jlerno
cu TY pexsa — Benuku je honuh, a Benuka my
jeurnasa.”

[ hug my grandma. I say that [ must go home
urgently to do the reading. Grandma kisses my
hair. I am laughing. Grandma walks me to the
door. She wipes her tears and says: “You are
right - Copic¢ is great, but his head is big too.”
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CaBeTe H NOAPLIKY Y OBOM NMPOjEKTY NMPYXKHIH CY:

Masne bawau, Xemwka bocHap Canuxaruh, JacHa bpatuuesnh, MBa bpkuh, lunujana bypuap, HuHa
BuhenTtujesuh, JosaHa Muropujesuh, 3opan Muxa, Muxajno lopauh, Cysana Jeauh, 3natan Jenuh,
®epupa Nypakosuh, Mapuja hoprosuh, bojan hophes, Munka hypuh, Jlopa Enesosuh, lperop 3ynaHu,
Capa Mrwatosuh, Janujena Mnnuun, TBpTko JakoBuHa, Bepa Joanosrh, Mupocnas JosaHosuh, Hebojwa
Josanosuh, Xemka Jenasuh, Hemamwa Kanesuh, Jiuaunja Kotyp, AuHko Kpexo, Cysan Kyptuc, [laHka
Kyskesm, Tawa Jlauko, Munuua Jlecuh, Mupa Jlykosuh, CyzaHa Mapux, Onra Mapjasanosuh Kpacuh,
[paraH MapkosuHa, Bawa MaTacapesuh, JeneHa MexuHcku, Januua Munuh, Buwrwa Munocasmwesuh,
CnahaHa Mnahen, Anexcanapa Momuunosuh Josanosuh, Cumona Orwwanosuh, Ana Manuh, Ana
Mejosuh, Jacmunka MeTtposuh, Cawa Metposuh, Tatjana Metposuh, Mapuja Mokpajau, Bepa Pankosuh,
Bopwuc Pawerta, CHexkana Camapuuja, JeneHa Conuh, ywuua Crojaosuh, Hemana CrojaHosuh, XKemwka
Cywwh, Munuua Tomuh, JoBaHa Tpudymecko, lydbpaska Yrpewuh, UBana ®abdpuo, Lahup Odunanapa,
Enma Xawwumbderosuh, Cenunja Xokecsopt, Enma Xoywh, EBa LiBujaHosuh, PagosaH Llykuh, JeneHa
Yeneduh, Neonapao Wapwh, Page Wepbeunja, Cunsuja Wecto, Ana Lkerpo, Hemawa LWtyna

3axBasbyjemMo Ce Ha CBWM NpeANo3nMma, CyrecTujama v npenopykama!
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