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glorification of war criminals. [ have found that such themes are ¢ :n  : of community
activity as efforts to portray a homogenous or united understanding of what it means to
be “Croatian” and thereby alleviate perceived threats posed by discord within the

community and assimilation into mainstream Canadian society.
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Introduction: Summary "Chapters

Chapter one presents the field and methods of the study. followed by comments
on challenges encountered by the researcher in the field, and recent scholarship related to
the topic. An introduction and :planation of terminology used in the project al
incorporates a brief history and general description of the Croatian-Canadian community.

Chapter two provides descriptions of two events: the May ~ 106 Canadian-
Croatian Folklore Festival in Br:  pton, Ontario, and the July 20 folklore performance
tour of Croatia by the Hrvatsko Selo ensemble of Hamilton, Ontario.

Chapters three and four discuss where and why nationalisms rooted in periods of
conflict from Croatian history are invoked during ¢« munity activities, ing examples
encountered during the events described in chapter two. Chapter three discusses themes
from the recent period of contlict (the * meland War™ of the 1990s), 1d chapter four
focuses on themes relating to the 1940s Independent State of Croatia. :

In chapter five I present po  ble 1sons for the cont 1ed occt  nce of  ght-
wing nationalist expressions.

I conclude by presenting my findings.

"NDH (Nezavisa Drzava Hrvatska) or “Independent State of Croatia” (1941-1¢ )



Chapter One

1.1 Aim

This project deals with 1deas of community, culture, homeland, and belonging,
which are encountered and negotiated by all who are part of the Canadian and other
multicultural societies. These ideas 30 play a role in the formation of Croatian ‘anadian
individual and community identitics. Over a decade has passed since Croatian
independence from Yugoslavia and the end of armed conflict with Serbia; yet nationalist
ideologies continue to be expressed through community activities. The independence of
the “homeland™ has been declared and the “enemy™ defeated: why then ) nationalist
sentiments continue to appear in diaspo. cultural} ormance?

In answering this question, | intend to point towards deeper issues at play, rather
than viewing nationalist references as deployed solely for the purpose «  romo g
associated ideologies. I attempt to describe a community wherein individual members
maintain a level of identification with the homeland (the Republic of Croatia) yet hold
diverse notions and experiences of “Croatianness.” ? Tension occurs when heart-felt
desires to maintain a set “Cri "7 ity encc ter different ideas of what exactly
“Croatianness’ means, how _.oat 1s behave, and what their cultu  looks like
sounds like. I argue that in negotiations of why and how a person or group embodies and

expresses “Croatianess,” nationalist references are 1 ‘oked with the aim to promote a

2 A term that | invoke throughout the study is “Croatianness” (see also Svanibor Pettan,
1998:16, 26). a term that [ feel captures the very subjective nature of individual or group identity.
“Croatianness:” how “Croatian” is an object, ar  tivity, or a person? To what extent is one or
does one feel “Croatian™?









group of young people. In addition, questionnaires were distributed among parents and
grandparents, which related to the family’s region of origin and extended-family visits.

Questions for the youngest children (between the ages of 5 and 12) were of a
general nature and casually posed: What kind of music do they listen to for fun? What is
their favorite Croatian dance? What are they looking forward to on their trip? Questions
for youth (aged 12 to 19) were similar; however responses were more in-depth and
lengthier than with the younger oup. Querics for parents were more personal in nature
and inquired about motivations for sendi- their children to folklore group, including
what they were hoping their children would gain from the summer tour. Teachers and one
grandparent were asked about the purpose of folklore ensembles in Canada, why they
invested time and energy in this endeavor, and about their hopes for the young people
participating in ensembles. The interview with a grandparent who participated ¢ the tour
and who was active on the costume committee provided an account from the perspective
of the first-generation immigrants to Canada.

The founding dance instructor of the Hrvatsko Selo ensen le shared an
alternative view of many issues with me. After Selo, this same gentleman — who
possessed years of experience leading music groups both within o1 :ide of the
Croatian community — went on to found, teach, and rovide workshops for many other
ensembles in Ontario.

Film footage. field notes, and sound recordings were gathered during a one-week
spent with the group during tour | parations and r earsals and during my participation

as a fellow traveler on the tour. These materials were supplemented by publications made
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Crnalegija.com website (see Senjkovi¢ and Duki¢), and registered for the purpose of
viewing posts but did not participate in the threads.

Throughout this document, people who shared information through pers al
interviews, conversations, or  1ils are identified using pseudony: indicated by
quotation marks (“John™ or “Mary,” etc.). Croworld.ca users arc identified using names
chosen by the users themselves and are not indicated with quotation marks (they e
presented exactly as they are specified on the website by the users). Furt r details (dates
of personal interviews and dates and thread postings) are provided in the works cited list.

Experience in the community acquired prior to this study provic  a fuller
understanding of the topic. This experience included collecting Croatian and Croatian-
Canadian printed materials (church bulletins, festival programs, newspapers), exploring
Internet websites (personal and group), attendance at community calen r celebrations
(Easter Mass, Velika Gospa), and interviews (see Wiens 2004). | have so drawn from
*hands-on™ participant exper  ces, including two years dancing in a ( Hatian parish
folklore ensemble in Montreal, participating in folklore festivals  London, Ontario
(2003) and Montreal, Quebec (2005), and two trips to Croatia (20 and 2006) that
inch © " work experience, attendance at a \ _of cultural and 1 1sical events, and

attendance as a student at the Matica Hrvatska sun  =r Folklore School.

15



1.3 Research Challenges
“Nice people don't mention such things”

This statement by exiled joi alist Dubravka Ugresi¢ (236) describes her
experience of Croatia’s social 1 political climate of the 1990s, and reflects ar ttitude I
encountered during interaction with community members. “Nationalism™ carries
negative connotations for some people, and my interest in this topic was not always
greeted with a positive response. By the varied reac ns I encountered, I detected that it
was inappropriate to notice or ask questions about nationalist expressions, especially as
an “outsider.” As long as the questions I posed stayed within “sate™ topics, responses
were positive. Questions such as “Why do you do folklore?™ **How much do you like
folklore?” and “Are you excited to go to Croatia?” could be easily answered and would
reveal only positive or glowing reviews of community life. Any attempt to probe further
or “penetrate the bedrock Qf the community’s social ideology™ (Sugarman 21) was often
cause for skepticism, save for in a few cases in which challenging questions wi
welcomed by interviewees. | encountered a community “highly suspicious of o siders
who poke into their affairs,” as" = “Are you a friend of Croatia’s or are you critical?”
(Hockenos x). It was, therefore. a challenge to remain within acceptable boundaries of
questioning so as not to be dismissed as an outsider looking to “dig up dirt™ or who
simply “*[doesn’t] understand us” (Ugresi¢ 78). In general, and understandably so, people
were protective of their comm 'y and saw certain topics as unsuitable for discussion

with outsiders.
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Several authors have focused on music during the breakup of former Y1 slav
states (Bonifasi¢ 1998; Ceribasi¢ 2000; Gordy 1999; Lausevic¢ 2000; Longinovi¢ ~00;
Maners 2000 Pettan 1998; Vuletic 2007; Simié¢ 2000; Zani¢ 2007). These authe ; reflect
on how musical activity “became battleground™ and “a key component of citizens
consciousness” (Slobin 1996: 8) in right-wing natic  list causes. Meanwhile, ac  vities
connected with the breakup and contlicts were taking place in dia | >ra groups. Studies
examining wartime and post-war Croatian diaspora community activity (G. Brown 2004;
Hockenos 2003; Winland 2002) and media (Duri¢ 2001; Skrbi§ 1999) indicate that war-
related themes were and continue to be a part of individual and grc¢ > identities among
diaspora communities, despite their gec -aphic distance from the Homeland (Australia,
Canada, and the United States). At this point, little attention has been paid to
relationships between politics and cultu  performance in the diaspora, aside from case

studies (Senjkovi¢ & Dukié 2005) or passir ~ references (Bonifaci¢ 1998, Pettan 1997).

1.5 Terminology
Performance

My project borrov developed in the dy of social and cultural
performance. “Cultural performance™ draws from ! [ton Singer’s idea of a ““definitely
limited time-span, a beginning and an end, an organized program of activity, a set of
performers, an audience, and occasion of performance” (Singer xiii). A folklore festival,
holy mass, and tour performances described in this study share these attributes. These

events are times of “discontinuum... among the same collection of people. culturally



made possible by setting aside times and places for cultural perfor1 nces [as] e 1ally
part of the ongoing social process - the part where thc : people become conscious,
through witnessing and often participating in such performances, of the nature, texture,
style, and given meanings of their own lives as men ers of a sociocultural com unity”
(Turner 22).

Embedded within “cultural performance™ are complex “ct urally coded patterns
and behaviors™ (Carlson 4). No onc act is exclusively “Croatian™ or **Canadian:™ within a
folklore festival event, both English and Croatian are spoken from the stage and between
participants, Croatian and non-Croatian foods are e :n, Croatian and North American
pop music is danced to. For many young people, grabbing a tambura (short-necked lute)
and breaking into collective sor making is a normal part of “being Croatian™ whether it
is in a formal or informal setting. Within the Festival and tour pe rmance events, acts of
a day-to-day nature are played out: friends gossip and laugh, par¢ s talk about daily
worries, and young people play pranks and make mischief. While Soyini Madison tells us
that “social performances are not aware that their enactments are culturally scripted™
(xviii), a " /1sion between staged “cultural” and everyday “social™ performances in these
settit  is vague at best, and thisis  « I 1played on by young Croatian-
Canadians. Whether dressed in jeans or in an elaborate hand-stitched costume, structured
and spontaneous acts intermi e and overlap in ways that performerst mnsclves are
often very aware of and revel in. For example, part of the fun of being in costume might
be going to the local fast-food joint on the way to a folklore perfo 1ance, in part to enjoy

the attention of outsiders but also to revel in the disjuncture  ated by eating an
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examples are also representative of daily work clothing. In the study, I tend to use the
term “costume,” although the English “costume” an  Croatian “nos$nje/nosnja™ a  used
interchangeably.

A zabava is an event associated with but not exclusive to festival weeker
Zabavas (a typical anglicized plural form of zabava) occur throughout ¢ year as
fundraisers in community halls, church halls, or rented clubs. They feature onc or more
hired bands made up of several young Croatian-Canadian men who play an array of
instruments: different sizes of tambura, electric guitars, percussion instr ients, and
accordion may all be a part of the band. Band repertoire spans several genres, discussed
in more detail in Chapter Two.

Croatian Identity and “Croatianness”

Identity is difficult to speak of, as it has been at times an ill-defined and perhaps
over-used concept. As discussed in this project, individual or group identity i1s1 derstood
as “a feeling of belonging to a social group, a strong connection with a social ¢ :gory,
and as an important part of our minds that atfects our social perc tions and behavior™
(Korostelina 15).

A Croatian-Canadian will be loosely defined as a person who  ides in Canada
and who has one or more ascendants of Croatian ethnicity. Within this oup of people,
members may self-identify as Canadian, Croatian, Canadian-Croatian or Croatian-
Canadian. Varying from individual to individual, such self-references suggest di :rent

understandings and degrees of association with “C " or “Croatian™ identity. For
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Now in the early 21% century, Canadians of Croatian heritage take part in a wide
range of employment and economic tivities: as primary proc cers and agricultural
workers, steel and mine workers, business owners, professionals, artists, politicians, etc.
At present, the ways in which Croatian identity is taken on and played it in the day-to-
day lives of community members reveals the fluid and complex naturc of identity
formation, where “forms of identity, be they regional, linguistic, gender, or other, affect
the way that the nation is internalized by individual subjects and the meanings given to
national identity in everyday practices™ (Bellamy 29)."

The Croatian community in Canada is a part of the global Croatian diaspora. They
are (the offspring of) people who have migrated frc  a focal geographic location
outwards towards other countries, and who now have established lives and families in
their new locations. Social, religious, and cultural (including musical) activities within
the Canadian diaspora display both a sense of displacement from and a strong continued
association with a distant homeland (for example, when the word *exile™ is invoked). A
*sense of identity communicated in relationship to collective historics of displacement™

(Clifte '6) draws inspiration from imaginings of 1d the “symbol of home™ ( urino

The homeland dimension is more than just the object of diaspr | imaginings
and longing but a crucial site of dia ora identity politics... They have always
looked to the homeland for im:  : and meanings that resonate with their ideas
of what being a Croatian is or should be. The Croatian homeland has provi 1
a sense of security for those livii  abroad, thus Croatia has always been

central to their self-definitions.
(Winland 2002: " 8, 701-702)

15 P . .
Nation™ in the sense of people of Croatian heritage who for some reason ot 1otl  havecor o
identify as a group in communion with one another, the “Crc  an people.”
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This community, in which individuals strive to understand their own experiences
and those of others who fall under the same designated symbols (the Cr¢  ian flag,
anthem. historic figures) as inherently connected if not similar, shares aspects of Benedict
Anderson’s understanding of “community” whereby “members...will never know most
of their fellow-members, meet them, or even hear of them, yet in ¢ minds of each lives
the image of their communion.” (Anderson 6). The Canadian diaspora is 1ade up of
people who have purposefully set out to create a sense of communion as Croats in
family, church- or city-wide, nation-wide (Canada) d transnatior | collective efforts
(the community is transnational in that individuals are not bound by one geographic
location but are situated within multi-locale movements and bonds between pcople and
ideas). By functioning transnationally, it has become a “mobilized national ethnicit|y],
operat[ing] beyond the confines of a single nation-state™ (Appadu  147), where identity
is formed within and between multiple settings (locations that Appadurai (147) calls
“diasporic public spheres”) including homes, towns, cities, the cor 1y ¢ residence, the
homeland (symbolic or actual), the imagined, and the virtual. People, ideas, and cultures
flow between these settings, 1deas and cultures become malleable and *“understood by
subjects depend on other identities, interests and loyalties that they hold™ (Bellamy 29).
Thus, ideas of “Croatianness™ are under constant negotiation and :inve ion. Within
existing formed allegiances, im: 'nation has become a “form of gotiation betv  :n sites

of agency (individuals) and globally defined fields of possibility™ (Appadurai - ).
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From my observations and experiences, | have noted that themes around which
“Croatianness™ is individually or collectively imagii 1 are similar to Wi am Safran’s
proposed description of diaspora groups (though not every member takes on each aspect):

1) They, or their ancestors, have been di  :rsed from a specific
original “centre” to two or more “peripheral”, or foreign regions;
2) They retain a collective memory, vision, or myth about their
original homeland- its physical location, history, and achievements;
3) They believe that they are not- and perhaps cannot be- fully
accepted by their host society and therefore feel partly ienated and
insulated from it;
4) They regard their ancestral homeland as their true, ideal home and
as the place to which they or their descendants would (or should)
eventually return- when the conditions are appropriate;
5) They believe that they should, collectively, be committed to the
maintenance or restoration of their original homeland e 1to  safety
and prosperity; and
6) They continue to relate, personally or vicariously, to 1e homelan
in one way or another, and their ethnocommunal consciousness and
solidarity are importantly defined by the «istence of such a
relationship.

(Safran 83-84)

Nationalism

Recent scholarship describes t isnational ~~oups as “the most important

| social sites in which the crises of putriotism are played out™ (Appadurai 176,
\

| emphasis mine) a1 * exile as “the nursery of 1 ionalism™ (Smith 2003: 19,

emphasis mine). This study will show that while such asser s hold m t,
|

‘ reasons for and ways in which nationalisms are constructed and “played out™ are

complex, even within a small community in a localized setting. These

nationalisms are worthy of invest” 1ition in that they reveal fears and challenges of

identities under threat and issues that ach deeper than (often) over-simplified

and rhetorical nation-speak of right-wing nationali  represents.
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Nationalist movements (activities aiming to foster a sensc of importance
of “the nation” among a perceived membership di ned according to linguistic,
ethnic, cultural, or other notions of belonging) have arisen for varied reasons : |
circumstances, and each bears unique characteristics. Such movements involve
complex processes, sentiments, and ideologies, ar look to att: | and maintain
(on behalf of its members) *“self-actualization™ (see Smith 1983: 167-174).
Actualization may take political forms (self-governance, independence from a
larger political body), or as in our case (a “post-independence™ transnationalism,
Smith 1983: 224), interests may be oriented towards issues of group-m: itenance
and self-definition. Viewii  nationalism as a subjective and “multifaceted
phenomenon worthy of study - no longer as something merely negative by
definition” (Pettan 6), this study asks questions of nationalism as proposed by
Katherine Verdery (39): “What is the ntext in which one or another definition
or symbolization of nation operates? What is it accomplishing? Is it doing work
for arguments aimed elsewhere rather than at national questions per se?”
Problematizing or critiquing « -ent theories and scholarship on nations and
nationalism (terms that have proven to be nebulous and “notor sly difticult to
define, let alone analyze,” Anderson 3) is beyond the scope of this project. |
present simplified understandings of the terms inve  ad throughout the discussi

.

specifically “nationalism™ and “right-wing nationali¢ ™ and intend to focus on

presenting what they look like and proposing as to why they appe
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The population discussed is  group of people who understand themselves (to
varying extents) as “Croats.” It is less important to pinpoint whether community
members understands “Croat” as implying an ethnic group, cultural grc p, or a “nation,”
and more important to emphasize that there exists a wide-held un rstanding that they are
a people connected by ancestry, culture, history, and common imagined activity
(Anderson 26). Nationalism in the diaspora, viewed in this thesis as “political utilization
of the symbol nation through discourse and political activity, as well as the sentiment that
draws people into responding to the symbol’s use™ (Verdery 38) has historically involved
“organized political movements, designed to further the alleged aim and interests™
(Verdery 3) of the homeland. Now in the early 21% century, cult 1 attributes bearing
nationalist implications, while still appearing to be concerned with “doctrines about the
character, interests, right and duties of nations,” (Verdery 3) function more as a “‘means
of communication and association” rather than to its purported ends (Sn  h 1986: 25).

In “The Ethnic Or" 'ns of Nations™ (1986), Anthony D. Smith ({ proposes that
while “objective factors” (such as population size, economic resources) play a r¢ :in
“crea ~ the environment of nations,” they “tell us little about the distinctive qualities
and character of the national community thaten " To understand what makes one
nationalism different from another, Smith (1986: 3) proposes turning to more
“subjective™ factors, “'not the more ephemeral dimensions of collective will, attitude,
even sentiment, which make up the day-to-day fabric of ethnic consciousness, but the
more permanent cultural attributes of memory, value, myth and symbolism.”™ Smith (3-4)

argues that the durability of m¢  Hry, value, myth and symbol complexes, ¢ n



recorded and immortalized in the arts, languages, sciences and laws of the
community...leave their imprint on the perceptions of the subseq 1t gencrations and
shape the structures and atmosphere of the commun + through the distinctive tradition
that they deposit.” Aspects of the memory, value, myth and symbol quartet, as “raw
materials™ of culture, are often combined and incorporated in narratives. :stures, and
sounds during activities aimed at fostering notions of and members of “the nation.” In
chapters one and two, [ describe several instances where one or more of the quartet are
present in Croatian cultural activity, for example, the blending of religious. historic, and
folkloric gestures and symbols in community education and activ .

[ have interpreted narratives. stures and sounds as of a nationalist nature in that
they are purposefully presented as a part of individual and community identity formation,
specifically geared towards a Croatian identity. “Right-wing nationalist™ value, myth,
history, and symbol complexes discussed in this paper differ int™  they ascribe to
different means to achieve simil vals. Chapters three and four examine cultural
attributes interpreted by me as “r 1it-wing,” specifically those which promote cultural
opposition to “the other,” cultural p y (cleansed of any trace of *‘the other™), or a sensc
of an “enemy’ in this same “otl .” Nationalism informs a sense of “nation™ and
membership, whereas right-wing nationalism atten _ s to build identity in terms of
opposition to another, often with xenophobic or racist connotations. Both styles of
nationalism presented here ascribe to the model of “ethno-nationa m™ put forward
power-holders in the Croatian government and interested parties during 1e 1990s,

primarily:



1. National identity is held to be the product of common origins, and

as such constitute a kind of kinship writ

2. Regardless of evidence to the contrary, there is belief that the

ethnic group shares a single common culture, and these aditions

ultimately define the nation's boundaries.

3. Co-nationals are united not only by shared traditions but also by

what are regarded by  iny as “natural,” or quasi-mystical bonds.

4. It thus follows that every nation has a “God-given™ or “n. ral”

right to its own territory and sovereignty.

(Simi¢ 111)
1.6 Nationalist Ideologies and the Bearers of Their Legitimacy
Nationalist ideologies may in part radiate outwards from one central point and

also arise dialogically between several parties. Primary sources in the diaspora from
which highly “politicized™ (Petrovi¢ 19-20) interpretations of “Croatianness™ are
promoted include Croatian Catholic Churches and private homes. These are settings in
which “bearers of legitimacy™ (people in positions of influence such as priests and
parents) have naturalized “nation talk.” 1ese discursive formations involve politicized
language which, from itsroutii u  comes to imply “our” shared history, language,
culture, religion, and destiny, as inherent and natural if not almost divinely ord 1ed

(333

aspects of who Croats are. Such ““nationalization™ of public and private life...of
narrative and interpretis perception and evaluation, of thinking and :eling”
(Brubaker 20) by some priests and parents has been identified by iy people  the
source of remnant right-wing ideolc “es within the community.
The Church

The relationship between rel ous organizations and homeland politics in this

community is s iificant and there has been a . n tradition of cr oying a

“specifically religious concept of *communion™ (Smith 2003, 23).
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Serbianization/Orthodoxy and had the worst traits (cunning, liars,
double-crossers) of any peoplc...worse then Cigani [*Gypsys’] ...which
they passed on to the Serbs, which many of them became. ..

(Danko 1)

During the war of the 1990s, diaspora churches saw themselves as the
“custodians™ of “Croatianness.,” “‘set out to prescrve a distinct Croat  ethnic identity,
language and tradition” (Duri¢ 93) functioning as “[i]deologues who] appear to have a
free hand in deciding what criteria are in play in the definition” (Stokes 14) of
“Croatianness™ in Canada.

It was a shock for me when [ came down here to Southern Ontario and
I went to the Croatian church and 1 heard all of this political stuff
about Yugoslavia. We never used that word [growing up], it was
always “Croatian,” was never taught to hate anyone. Because we
didn’t have a Croatian church, I was used to going to mass and hearing
the gospel every vk and not politics.

(“John™)

For children of 1960s and 70s immigrants, the primary setting for cultural
education (outside of the hon  was tl  church, specifically Subotnja skola or “Saturday
school.”™ which remains an important non-domestic setting for parents who wi  to share
Croatian culture and religious practices with their children. The programs provide lessons
in Croatian language and history, catechism, and mple music and folkdance lessons.
One dancer, now in her late 20s, shared that “*growing up in Hamilton, most of us had a
schedule. Most Croatian k' " went to Saturday school on Friday nights or Saturday
mornings...” (“Dana,” Interview). Though sever. people tell me tt  attendance has
declined in recent years, my 2006 survey of the Hrvatsko Selo ensemble showed that 14

out of 15 parental couples sent or still send onc or more of thh  children to Sa° Jay

school. Saturday school education, though multifaceted in subject matter, was identified

36



by several people from their early and late 20s as one setting in which they were exposed
to nationalist ideologies:
I remember learning those same maps at church, it was just presented
as the way Croatia was naturally supposed to be. There was Serbia,
there was Slovenia, and there was Croatia, including all of Bosnia.
(*“Julia™)
Yes unfortunately the indoctrination I was referring to was the
Ustastvo that I put on like an old hand me down coat that I had
outgrown years ¢ ) and was a relic unworthy of preservation. [t came
from peers in Subotnja skola [Saturday school] and later in high school
with the strong Croatian community in my high school.
(“Tom™)

A brief perusal of Saturday school workbooks produced by children at the Holy
Cross parish indicated a continued intertwining of the sacral and t  national in church-
based education. Drawings and colorit  pages created by children showed divine
narratives and the nation-state closely i1 rtwined as images of holy figi s (such as
Mary) and sacred symbols (the cross) appeared alongside or meshed with symbols such
as the Croatian flag or grb'® designs.

A second level of analysis proposed by Smith involves “: red jundations.” “the
heritage of memories, myths, s ols, values and traditions of the community which are
regarded as sacred” (Smith 2003, 31). By isolating and examining symbols, I have
observed that they are frequently invoked as a means of connecting “Croatianness”™ with
the sacral.

Symbols associated with the Croatian nation-state are the first and most striking

feature of Croatian catholic churches in Canada. In the case of the Holy Cross Parish in

' The grb is the red- and white-checl ed crest found on the Croatian flag, and by itself still stands as a
symbol of the nation.
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Hamilton (the church that hosts the Hrvatsko Selo group), church 1ilding desi; and
décor displays a sense of connection between the sacred and the nation-state: a cairn with
the name and image of Croat s first president, Franjo Tudjman, greets ivers entering
the church parking lot; a Croatian flag greets visitors on an exterior wall. and w dows
and interior décor feature red-and-white checkered motifs. Interior decor includes
pictures of Croatian landmarks, and a statue of the ] hly politicized historical { re
Cardinal Alojzije Stepinac stands outside.

Smith’s third level of analysis looks at how and for what political purposes the
sacred and secular mix, and the religious and the “folk™ mingle (Smith 2003, 31). A
typical instance of this is the performance of folklore groups at important Holy day Mass
and church picnics. A more sophisticated example from across Canada is Cardir
Alojzije Stepinac and the use of his figure as a symbol bridging the sacral and “‘the folk.”
Stepinac is best known for his position as Archbishop of Zagreb during e time of the
NDH., followed by his arrest and show-trial by Tito’s Communist government. The
persecution of this beloved person raised him to iconic status as a  stic  against
Yugoslavsect” i Heis ly the most important figure in contc  yorary Croatian
Catholic life.

Stepinac is very much a part of diaspora musical life as well. Several folklore
ensembles across North America are named after him and his Name Day isma | by

folklore performances.
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Skrbi§’s examination of political ideologies in domestic settings, he foun that themes
and narratives that were reinforced in home environments strongly impacted how
younger generations responded and related to mains  :am society and to members of the
Serbian community in Australia. In conversation, members of the Croatian-Canadian
community have pointed out that child  first encounter nationalist ideas such as
xenophobia or anti-Serbian sentiments in their home environment.

Why might this be? Many immigrants from the 1960s/70s wave (now parents and
grandparents) came from economically deprived regions or situations. They ma tain(ed)
a knowledge of their homeland based on their personal experiences that were often
limited to a finite region and education. They possessed deep knov :dge of their
immediate village or region, but I¢  about the cultural history of ¢ »ats fromo er
regions or traditions. Coming from post-WWII Yugoslavia, their own understandings of
Croatian nationhood and identity had been developed in very politicized terms, especially
if they themselves or their parents had lived through the period of e Second World War.

They don’t know much about their cultural history, but they surc know
about their political history. There’s a whole “level of 1w ca  soto
speak that is missing.!” They become so politically involved. t
Croatians together and that’s it: you'll hear all about the First World
War, the Second World War, and, you know Tito’s been dc¢ | for 30
years, but they keep re  ecting him! The thing is, that’s all they
really have to talk about, because they weren’t forced to learn about

the great Croatian  lists or poets.
‘John™)

17 By “level of the cake™ the speaker is referring to broad and in-depth  )wledge of cultures and practices
of various Croatian groups thrc  1out history.
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Because many migrants left the homeland with heavily politicized understandings of the
country from which they came, these became the understandings passed on to their
children (now young adults and parents).

Within both church and home settii . expressions of rigl wing nationalist
ideologies (usually anti-Serbian) seek to nullify “complex identities by the terrible
categorical simplicity of ascribed nationality” (Brul <er 20) with intent to exclude

(Smith 1986, 167) and to demon : the national “of 1” (Brubak: 21).
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Chapter 2: Festival and Tour Activities

This chapter presents descriptions of two events, a folklore festiv  and a folklore
performance tour. Both are typical events (the festival is annual, performance tours tend
to only happen sporadically) and both include several activities and aims. I will describe
some general characteristics of folklore ensembles in Ontario, followed by details about
the festival and tour even  In doing so, | hope to show that the situatio  discussed in
Chapters Three and Four are only partial components of diverse activities, and secondly
that the politics pointed to are not focal motivations for cultural activity, but are some

among several themes that emerge as tools in processes of identity formation.

2.1 Hrvatsko Selo and other Folklore Ensembles in Ontario

The folklore ensemble “Hrvatsko Selo™ exhibits several characteristics of a
typical Croatian-Canadian folklore group. It was founded in the 1970s, around e same
time as most other Ontario groups. Like many other Ontario ensembles, it is affiliated
with a Croatian parish (“Holy Cross”) and rehearses in parish-owned facilities. Holy
Cross is located in Hamilton, Ontario, a central site for the majot + of Ontario folklore
groups who make their homes in surrounding citics such as Mississauga, Brampton,
Hamilton, Oakville, and Toronto. In terms of participation, their makeup is similar to
other groups: most participants are descendants of the large 1960s/70s emigration wave
that was responsible for the establishment of most churches, com: nity groups, and
folklore ensembles across Canada. In general, locations of family origin were rural,

including southern-central and Dinaric regions (D i¢, Karlovac, Lika, Sibenik
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region), northern (Slavonia) and F svina.'® Within the group ere are a few children
from ‘mixed’ marriages.'” Most of the children participate in both Croatian and non-
Croatian activities outside of school time. Some children attend private Catholic schools,
others attend public schools. They perform at the same types of events as other groups:
festivals, community gatherings, and important Catholic calendar days. And, like other
folklore ensembles across Canada, the group has seen a massive decline in participants
over the last 10 years. The bulk ¢ -original’ participants (children ot 1960s and 70s
migrants) have grown up and gone to w ‘ersity or entered the work force, married and
started families. In the meantime, many have stopped participating in folklore activities,
with the exception of a handful who continue as teachers, committee members, and
performers in the adult ramburasi. The remaining participants are under the age of 20 and
some are children of the ‘original gene ion" of dancers (those who beg | when the
group was tounded).
Repertoire

Folklore performance includes the following aspects: siny 1g, tambura ensembles,
dancing (discussed in Chapter One) and the occasional re-creation of folk rituals.”® As a
result of poor communication 1 travel infrastructures up until the last century. regions

and villages inhabited by Croats each possess their own highly developed folk customs,

'* A small cross-section of regions and villages of origin claimed by family members (obtained via survey)
included (number of families claiming ascendance from the region in brackets): Bosnia and Hercegovina,
Draganic¢ (1), Hercegovina (3), Jatreb o, Karlovac (4), Krasi¢, Lika (2), Osilje, Pozega, Slavonia (1),
Zadar.

' Croat and non-Croat (Canadian), not Croat/Serb or Croat/Bosniac as would be typical when speaking of

‘mixed marriages’ among *Yugoslavia.

¥ For example: in the 20 2 ¢ wble  ardinal Stepinac from Montreal incorporated
a St. John's day ritual of | ito their performance of Podravina songs and dances, and
the Kraljica Jelena ensem 1acted a wedding scene from the region of Turopolje.
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songs and dances, often differing even from close neighboring villages. And, because the
costumes were often handmade by women over a pi  od of one or more years, they can
be extremely elaborate and expensive to recreate. To perform repe Hire from a region or
village requires different sets of costumes, and costs can grow very large when
multiplying one costume from one specific region or village by the number of dancers in
a group. Each ensemble has its own collection of costumes, and is therefore limited to
repertoire from the regions that can be  resented. If a group wishes to obtain new
costumes in order to widen their repertoire, fundraising and caref money management
are a necessity. In the case of Selo, their 2006 festival and tour performance included
Medimurje dances, and they used costumes existing in their collection, having been sewn
by a previous group of parents. New articles (aprons, hairpieces) or pieces of textiles
could be added or altered if costumes had been outy wn. The large flowered shawls
needed for the female dancers had in fact been purchased by the first generation of users
from a Russian store in Ontario. If exact items are di...:ult to come by, most groups
figure out innovative ways of solving t!  issues. And, while some people and groups are
proud of their creativity and ability to rcecreate costumes using Canadian made materials,
others lament the lack of authenticity.
Folklore repertoire and choreographies performed at festiv s are obtained from

several sources:

1) Publications by ethnochoreolc ~*sts such as Ivan [vancan (. thor of several well-

known and highly respected ethnochorcology collections) 1d Vinko Zganec

(Croatian ethnomusicologist and folklorist).
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2) Videos and CDs from homeland ensembles, such as Lado (Croatia’s national
folklore ensemble).
3) Teachers and choreographers who have studied with Lado :uch as Zeljko Jergan
and Edward Mavrinac), or teachers invited from the homeland to give workshops
to Ontario groups and teachers (such as [vo Ivancan)
4) Folklore participants who attend Matica Hrvatska Iseljenika s*! summer or winter
folklore programs in Croatia, where expert teachers instruct diaspora and
homeland dancers and musicians in subjects of style, choreography, costumes and
instruments.
5) Second or third generation Canadian dancers who move from being senior
dancers in their group to assistant or head teachers.
Leadership

In Canada, there are typically one or two “head’ leaders/instructors per ensemble,
along with an instructor for the tamburasi. A leader teaches steps, notes, or songs, and
may also dance or play tamburain  formance along with the er mble. .. an ensemble
is divided into several age groups, these will each have their own instructors. The head
instructor can be a paid position, in which case the  yney is obtained by charging
membership fees to group members. Since many dances include singing components,
teachers instruct vocal parts. There may be several teacher assistar ; who help with
instruction and organization. Often the responsibil _ of these assistants is to instruct

younger dancers with their singi irts or dance steps.

21 . Lo . .
The Croatian government organization dealing with culture a  he ora.
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In the Selo ensemble, the teachers are all former dancers from the group. There is
one head instructor along with two assistant tecachers, and one tambura leader. The Selo
ensemble includes several dance groups (divided by e group) who perform separately
or together. Ensembles may be divided between the younger children, middle/late
elementary school aged children, teenagers, and an adult group. Exactly what ages each
grouping includes varies from situation to situation. Inla r gro1 s, there may be
several age-group categories, but in ensembles where numbers have declined they often
combine several age groups in performance to maintain the visual effects of a full and
color-filled stage. In Hrvatsko Selo, the performers are divided into three groups
according to age (a young children’s  oup, a middle group for late clementary-school
ages, and a senior group for h™ 1-schoolers). While several of the dancers may also
double as tambura players, there is a separate adult tamburasi whose job  to accompany
dancers. but who also rehearse and perform their own repertoire. Ensembles, Selo
included, usually practice once a week, but may m two or three mes a week as
performances approach.

Beyond performance, ensembles rely on several committees to help with various
aspects of ensemble business. In the ca: of Hrvatsko Selo these  lude: fundraising
organizers, parents in charge of costume makis  and maintenance, book-l :pii  and
financial matters. and an executive committee which oversees the ove  decision
making and functioning of the  semble. Board members are for er or current senior
dancers, parents or grandparents of dancers (some of whom were also dancers

themselves).
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History of the Selo ensemble

Hrvatsko Selo was founded in 1976. The priest of Hamilton’s Holy Cross Parish
(father Stjepan éprajc) felt that a folkl semble would help broaden the knowledge of
Cr§atian culture among younger people in the community, and that folklore woul
“enable the youth to grow in a Canadian cultural community in which language, song and
dance could be preserved with guidance and practices of the Catholic church™ (Sai¢ 7).
The first instructor was “John™, a 3 s tion Canadian from Schumacher, Ontario.
*John™ was somewhat of a ““culture-phile” who had spent extensive time among Croats in
Yugoslavia, seeking out people with knowledge of lo.  traditions: singing, dancing,
customs, and costume making. His time in Croatia: o included an apprenticeship with
Lado, and his knowledge and experience led him to scome the founder, teacher, and
guest director of several ensembles throughout Ont: 0. The first perfori ince of
Hrvatsko Selo was in 1977, and on this occasion the ensemble performed in their first set
of costumes (Posavina costumes, handmade in Croatia). In 1979 a highly regarded and
award-winning tambura player from the United States joined the oup as tambura leader.

By 1991, the dance ensemble numbered 155 members. At this time the dance
instructor was Zeljko Jergan, a fc 1er member of Lado who has  »w risen to prominence
among Canadian and American ensembles as a choreographer. Current Selo
choreographies draw on videos of past performances by the group, invitations to  1est
choreographers such as Zeljko  an, and on the memory of current teachers who were

once dancers in the group. ...€ current ensemble r  ns a close connection with the Holy
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restaurant. At this time, the youngest ch 1Iren sat at their own table, teenagers and young

adults sat together, and the parents sat with cach other. Lively conversation am« ¢ the

youth included discussions of various other folklore ensembles’ performances or showed

interest in young attendees from other groups at the

:stival (usually members of the

opposite sex): who girls got to talk to, who they saw again since the last festival, who

they danced with at the zabava, etc.

Over 800 dancers and musicians participated in the 2006 weekend. with groups

coming from:

- Brampton, Ontario
- Chicago, Illinois, USA
- Hamilton, Ontario (four groups)
- Kitchener, Ontario
- London, Ontario (two groups)
- Mississauga, Ontario
(three groups)
- Montreal, Quebec

Norval, Ontario

Oakville, Ontario (two grc )s)
Oshawa, Ontario

Ottawa, Ontario

Pittsburgh, Pennsylvania, USA
Stupnik, Croatia

Sudbury, Or 1o

Toronto, Ontario (two groups)
Windsor, O1 o
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program or announced by the MCs before this group’s medley performance. If groups
performed composed or arranged pieces (one group performed a march from Gotovac’s
opera Ero the Joker), neither the names of the composer or arranger were credited in the
program or in the spoken introductions.

However, when groups 1 ‘ented a medley of songs or dances from one specific
region, this would be specified: “*Songs and dances from Medimurje”, “Podravski
cardas”, etc. These appellations still were applied broadly: one gro' | from Windsor,
Ontario performed movements from Emil Cosetto’s “Ladarke™ suite (completely newly

composed and choreographed), billed as “Ladarke from Pokuplja™*

(not specifying that
the work was newly composed).

Dance performance at the 2006 festival followe a suite fore |, popular among
homeland and diaspora folklore groups. A well-executed suite moves smoothly from one
song or dance to another without pause, and includes several songs or dances per suite. In
general, they begin with ¢ capella or slow song or dance, and with ea  following song
the speed and difticulty increases. The momentum may be interruptc by a slow or solo
song, but will then be re-established by another lively song. Some groups ¢ se to begin
the * set with one or two songs played and 1 by only the tambura:  who then move
towards the side or back of the st : to accompany the dancers. Each group’s
performance lasted ten to fifteen minutes, thot "1 groups are givenir  ucti s to keep
within a 12-minute time limit with a 30-second allowance for each cntry and exit.

Hrvatsko Selo performed a suite of songs and choreographed dances from the

Medimurje region. As the oup was preparing for their upcoming perforr nce tour to

2% On vandan (St. John’s Day), Ladarice were girls who would si  from house to house. _..e Pokuplja
region is in central Croatia. See map
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Croatia, the festival performance also functioned as a practice performance for the tour: a
chance to make sure that the costumes, steps. and choreographies worked well and
looked good on stage. The group used choreography by their former leader Zeljko Jergan,
and the music sheets and lyrics used as sources were compiled and distributed by Jergan.

Hrvatsko Selo began with a tambura song performed by the dancers (who doubled
on tambura) standing in two lines at the front of the stage. When the song fi shed zy
set aside their instruments while the adult tamburasi took the stage to accompany t!
dancers. Members of the adult tamburasi were dressed  a variety of costumes from
several regions of Croatia. The dance group was made up of two of : three dance
groups, the middle and older youth.

Hrvatsko Selo’s Medimurje suite:

1) “Klincek stoji pod oblokom ™

2) *“Nega sonca nit meseca’ (solo female singer)
3) “Dok Kirija voska steza Sirok pot”

4) “Nabrala je jagode petrovke”

3) “Kad sneSice v krému zajdu”

6) “Zginula je pikusa®

7) Dance number (no singing):

a) M vsgroupd Male ¢ 1cers only. chance for the male dancers to
show of their athleticism with quick and high-lifting leg work and »ing
‘tricks” with their hats while dancii _

b) Female group dance. I" nales only, a chance to show off their skill and

style with turns and footwork.

¢) Both male and fema oups tc ther for the final portion of the song.
While a wic range of Croatian regions were represented int  performance, the

selected repertoire leaned towards Northern and Centr r« “ons with less representation
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of Southern/Mountainous, Coastal, or Istrian regions (see F~ 1re 3). Regions 1d the

number of groups (in brackets) which| formed selections of music or dance from

regions or Croats outside of Croatia ..anjevci or Sokci) were:

- Baranje (2)

- Zagorje (1)

- Posavina (2)

- Draganic¢ (1)

- Medimurje (3)
- Podravina (4)
- Slavonia (5)

- Backa (1)

- Lika (2)

- Turopolje (1)

- Pokuplje (1)

- Sokei (1)

- Moslavina (1)
- orcula (1)

- ilogore (1)

- Zupanje (1)

- mjevcei (1)
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Dance styles varied according to the music being performed or played over the sound system:
couple dances, slower weaving kolo lines, fast kolo circles to appropri: ly fast songs, or
contemporary dance styles when rap or R&B music was played. Dance-floor behavior is not
restricted to dancing: groups of young men congregated towards the front of the dance-floor
(close to the stage), when certain sor  : were played (such as “Geni k¢ >ni” by homeland
rocker Marko Perkovi¢ Thompson or anthems from Croatian soccer teams). >* Their reactions
included jumping up and down, yelling along with the words and waving th.  arms in the
air.

Besides staged performance and sound-system music, smaller more spontaneous
performances took place. At the Saturday night zabava, a small group of yo g men with
tamburas gathered near the entrance of the facility and played for attendees as they entered.
Later in the evening while attendees were seated in groups at round or ng rectang ar
dinner tables, small groups of people would break out into song together.

Festival zabava music catered towards the tastes of younger audience members.
Croatian zabava bands such as those performing at the Friday and Saturday nights were made
up of young men from the community who performed cover versions ot folkloric and popular
Croatian and Bosnian songs. 2006 a repertoire represented a typical ¢! ice and range of
repertoire, including:

*  Bosnian folkloric songs (such as “Bosno Moja ") and sevdalinkas *°

* Nationalist songs (such as “Evo zore, evo dana ™)

* Dalmatian popular songs, or songs by Dalmatian artists (such as Oliver Dragojevic)
* Songs by Bosnian pop sit rs (such as Haris Dzinovi¢ and Halid Besli¢)

* Songs celebratit  Hercegovina by singers (such as Mate Buli¢ and Ivo Fabijan)
* Songs by Marko Perkovi¢ The  sson (such as “Geni kameni” and “Izet dever sela™)

*In Chap s three and four I will discuss tt nusic of Thom  in in the festival and tour.

0 A genre of solo singer love-song brought to B iring Ottoman rule that later developed into a popular
music genre. Though typically understood as a B Muslim genre, all ethnic groups of former Yugoslav
enjoyed listening to this genre.
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* Croatian rock songs (by bands such  Prljavo I 7aliste)

On both nights dancing began as soon as the music started. The first music was from
the band on stage, and dancing was either in couples. linear or circular kolos. Though most of
the songs are danced by male/female couples, it was not uncommon for clo  girlfriends to
dance with each other as well, esper © "y " ice women outnumbered r 1. The order of music
performance was in sets. Bands performed a number of tunes per set, and several sets were
played throughout each night. Between sets, recorded music would t  played during which
people would continue to dance.

3) Holy Mass

In Chapter One (pp 35-39) I discussed the stror  link between relig’ 1s and cultural
life in the community. Croats in Canada who practice religious worship are predon 1antly
Roman Catholic. The intertwining of culture (folklore activity) and sacred life is apparent in
festival activity, mainly through the inclusion of Holy Mass as a part of the weekend events
and the incorporation of religious symbols and language within the event. Using several
photos and a printed history, the hostii  ensemble “Marjan” articulated the group’s
association with the Roman Catholic Church of the Croatian Martyrs. The stival booklet’s
opening pages featured congratu ory letters from several individuals, including the priest of
the parish of the Croatian Martyrs. The brief “History of the Croatian Peoples™ included in
the booklet opened with photc 1s of a Croatian church and the statue of St. Gregorius of
Nin, and claimed that

In 679, shortly after settlii  their new home, the Croatians entered
into a pact with Pope Agathon, promising never to attack : 1ation.
The pope in turn promised that God and St. would d 1

the Croatians if they w  attacked.
(F¢ ival booklet 21)
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At the 2006 festival. several priests from Croatian-Canadian churches (inclu  ng one
priest from the Holy Cross parish in Hamilton) performed the Sunday morn ; mass. The
service took place at the festival venue (the Powerade centre in Brampton) on the folklore
performance stage, which was filled with several priests and a choir. Several singers were
dressed in traditional costumes from different regions of Croatia. It is tradition that all
participating festival dancers attend the mass dressed in 1eir costumes, and the Hrvatsko
Selo ensemble attended dressed in their Medimurje costumes that they would dance in later
that afternoon. After a short break, the Sunday afternoon folklore performance began at
12:30.

Festival Performances: Where Paran  ers of “Croatic  1ess” are Negotiated.
1. Authenticity

Performances at Croatian-Canadian  festivals are stylize  presentations
(choreographed dances and arranged instrumental parts and songs) ba 1 on historical village
and urban practices. These presentations are modeled after folklore performar  practice
introduced in the 1920s and 30s in Croatia, when autochthonous vill ie-based practice
transformed into staged and chore« aphed festival presentations.”’ Cerit i¢ points out that
this transformation led to the eme 'nce of new types of autochthony or authenticity where
traditions rooted in historic practice rther developed into new traditions. Transformation
continues to be a part of folklore performance in Canada through the roduction of costume
fabrics and materials obtained from local sources, changes in the timbre of si1  :r’s voices (a
result of different styles of vocal production), and alterations of choreographies and gestures

as they are passed from teacher to stt :nt and from generation to generation. Thus,

'From an invented, constructed and institutionalized tradition in the 1920s and 1930s, they have become a
traditional custom™ (Ceribagi¢ 1998: 32).
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“autochthony is [...] reality as well, but not that of earlier times: it is 2 reality of the
present” (Ceribas$i¢ 1998: 29).

Contrary to this idea of “new autochthony,” there remains within the community a
notion that performances do or should replicate “real” village practice as closely as possible,
with prevailing aims to present “authentic™ folklore “like they would have done it in the

232

village.”* In this way, cultural performance, by utilizing selected “clusters of various sign
systems (speech, movement, costume, etc.), [allows] the performers and audience to
experience and revive...the good old days, [the] golden age™ (Lozica 188). Ceribasic¢ (1998:
28) describes such events as i ances where an “idealized ‘oncc’ is hypostatized,
transformed into concrete objects, and incorporated into autochthonous songs, dances, and
costumes.™
In Chapter One I explained that a range of notions exist as to *v at Croatians look
like or sound like™ (page 27). Likewise, opinions of what the “idealized once™ looks like
were certainly audible in hallway and audience comme / at the fe ~al:
“That dance would never have been done with bare feet!™
“They would have done this with accordion. but they don’t wanna do it
‘cause you know they think accordion is Se ian.”
The frequency with which costumes of one’s own or another ensembles costumes are
critiqued by audience members and dancers also shows idealization. There is a sort of

hierarchical approach to costume acquiring 1d ownership, where costumes with some sort

of historical or “‘authe  :” cacl the st desired. In the higl t (most desirable)

2 . . . .
32 “The quality that disti  ishes this ensemble m most otl  folk ensembles is the stylistic unity of

performance based on an uncompromising wishto  p its folklore pure. Everytl  :issc  ntaneous that the
audience actually has the impression that it is watching true villagers...(quote from instru Zeljko Jergan in
Saic 22).
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Medugorje in Hercegovina, then back to overn™ it in Neum, a town on the small stretch of
coast belonging to Bosnia and Hercegovina.

The following day brought the oup to the city of Dubrovnik, where a local tour
guide had been hired to take the group around the city. Day Six saw travel northwa s, for
the third concert in the town of Zaton, with two nights in the resort town of Vodice. The next
day was scheduled to be a day trip to the city of Zadar; however, the  oup opted for a more
relaxing stay in Vodice to enjoy the beach for the day. On Day Eight, several families opted
to take a day trip to the island of Hvar, while others stayed behind in the town and on the
beach.

Day Nine was primarily travel from the coast to the northern regions of the country
with a visit to the shrine at Marija Bistrica. The day’s journey ended in the town of Varazdin,
characterized by baroque architecture. A delayed arrival meant that o~ a walk-arc nd of the
city was possible, with a short tour of one of the large churches.

Day Ten included a tour of the c¢ e at Trako§€an, followed by a journey to
Cakovec, the main city of the Medimurje region. There the group was invited on a tour of the
“Museum of Medimurje™ which housed archeological artifacts and hi Hric objects  om the
last millennium, including a collection of folk-culture ma ials (cos S, s from street
celebrations, furniture, etc.). The oupwasthen <en »itsfinalp rn e at Zelengaj (a
village close to the Hungarian bor¢ ) and then spent the final night at the hotel in Varazdin.
The next day (eleven) each family went their own way. Most were shuttled tothe Z  eb
airport where they either caught a plane for Canada or were met by family to spend time
together. Those who did not go to Za_ b made their own way towards other destinations to

continue family visits or travel.
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Imagination and actuality: Anxieties of the homeland experience

In 2004 I came across a quote attributed to Croatian sculptor Ivan Mestrovi¢:

No matter how far fate has blown the frail tree of my life across fore” 1
lands, its roots have always sucked nouris nent from that little barren
clod of soil from which it sprung.

(Ivan Mestrovic)

The idea expressed in this quote had a strong in  ict on me. I come from a family and
community background that includes strong ties to specific religious beliefs and folkways,
but with no concept of a homeland and no emotional tie to a nation far away. This statement
led me to imagine that the idea of homeland was something from which many Croats in
Canada drew strength to create their identity, and was a symbol which represented history,
family, emotion, hope, longing, and joy. My romanticized notions were further shaped by
messages around me. For example, in the Canadian-produced TV doit  1er ry “In the Heart
of Gold Country,” a film about the Croatian community of Schumacher, Ontario, one scene
features a man who speaks of his respect for Canada, but then is move to tears when talking
of his profound ve for the country which he had to leave but which will always be “his
home.”

However, on the 2006 folklore tour [ learned that love of the homeland is, in part, a
love of an imagined, symbolic homeland: one which is biased by infi mation from sources
which hold specific, essentialist, or idealized notions of the place. Id :oft :place can be

used to help provide stability in conf ‘ng:- >cesses of identity con.  ction for diaspora

groups, but first-hand experiences can produce a range of emotional reactio
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group interview indicated a combination of disinterest and only moderate comprehension of
the tours:
“We understand at least 40% [of what’s bei  said by the »ur guides], but
we’re not interested. We're not interested  history on the microphc

we’re interested in getting there [to the destination].”

“It doesn't make a difference if it’s in E1 “ish or Croatian because it’s
boring and useless.™

“It’s like school all over again, but we're on summer vacation.”

For yow people interested in socializing, relaxing and beach going, such sights were
of little interest, and indeed many adults also chose to stand aside or 1d a café to relax in
rather than participate fully in every guided tour.

Aspects of daily life encountered in Croatia also caused discontent, including
differences of mentality among locals. Croats, especially those native to Adriatic coastal
regions, often ascribe to a sort of maiiana attitude and approach to daily life. This impacts the
speed and style of services available in hotels and restaurants and otl - travel-related
activity. The N¢  h American inhabitants had grown accustomed to North # 1erican services:
easily accessible and speedy services where the “customer knows best.” In Croatia, there was
less concern for the desires of patrons (in my experience this is often caused by workers™ low
wages). Obviou disparities between post-socialist hotc facilities and Nor  American hot.
caused tension and at times anger among adult and young tour memb ;, expressed through
vocal comments and criticism.

“We are going to be late again.”
“Why is the food taking so long?”
“Oh 1y god, is ... the hotel we are stayir  at?”

“We are being treated like third rate citizens.”
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For their final performance (in Medimurje) the venue required at e group perform
on a large, flat, { 1ssy area. Several young people expressed despair  confusion when told
that this would be their performance space. They had been accustomed to performing
folklore on stages, and had to be remir :d by Father Vuk (from Medimurje) that originally
Medimurje folk dances would have been performed on natural surfaces in village s ings,
not on man-made hard floors in auditoriums. This case of confusionw in  :sting
considering that had been informed of past Selo activities that included parades and
performances at picnics, all of which are outdoor activities.

Tour events are stressful times for all involved. Pressure on parents and organizers
was palpable, and often we would in a city or town only to rush the performers into
their costumes and drive to a performance. With 87 people constantly on the move 1d with
schedules to adhere to and children to look after, patience often wore thin. As it can
sometime happen when many people are in close contact, an unpleasant illness spread
through several children and adults. Aside friction and tension that I have mentioned,

there were many happy moments shared.

2.4 Conclusion

I have described an annual festival event and a rare summer tour cvent. The Festival
and tour show that participation in musical activity, whether as a tear :r, musician, dancer,
priest, parent, or audience member, “is cru¢ |l to the processes of social reproduction and
renegotiation...[it] allows individuals to cc ey a range of messages that they might wish to
mal about themselves as social beings. Each rendition of each song thus serves as an

embodied performance of multiple aspects of that performer’s sensc of self and of
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following chapters I will describe situations in which £ th’s “memory, value, myth and
syn ol” complexes are presented as components of these two events. I will focus on right-
wing nationalist themes, and where and why they are embedded within mus activities as a

part of expressing and forming Croatian identity.
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were neither homogenous nor exclusive according to ethnic boundaries. The culture of the
ethnic group needed to be reworked to appear homogenous and add legitimacy to the
ethnonationalist idea of a common people with a common destiny (the “centuries old dream™
of independence that Tudjman and his supporters flaunted relentlessly: see Bellamy 32).
Ethnonationalism also required that populations within the boundaries of the political
state consist exclusively of people from the acceptable ethnic group. Ethnocentric domovnica
policies’ lead to the purging of Serbian civilians from employment ~dwe ngs, and
provoked skepticism and fear among the Serbian populations within Croatia, fears then
played on by the Serbian media. Meanwhile people wi  Croatian “*blood,” even those born
in diaspora,** had comparatively little problem obtaining the same certificate of residence
(Hayden1992: 666). Maverick author Dubravka Ugresic (88) descrit  the 1990s as a time of
the “Holy Blood Group” nation, controlled by “Great Manipulators and their well-equipped
teams (writers, journalists, sociologists, psychiatrists...)” (Ugresi¢ 39). From her perspective,
Ugresic¢ saw the state of minorities within the country reduced to the level of pollutants or
vermin, thereby ceding to be “cleansed...where the pest controllers were given awards for
patriotism and heroism” (UgreSi¢ ¢ 1. ¢ ethnonationalist agenda “exclud[ed] [ethnicity’s]
dynamics and n  1datorily include[ed] in equal measure both ethnic and national exclusiv |
and territory™ (RA 74), reasoning cha teristic of natic alist movements ai ed at the
creation of “political legitimacy” requiring “that ethnic oundaries should not cut across

political ones™ (Gellner 1).

43 . . . . . .
Domovnica: a certificate of residence  essary to obtain passports and identity cards.
** As long as they “considered himself or herself a Croatian citizen” (Winland, “Ten Years™ 299).
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fast-paced “orier I” soundii melodies, chromaticism, heavy accordion use, and odd-
numbered 5 or 7 metered rhythms such as Newly Composed Folk Music*® and Turbofolk).
Instead, the trend moved towards “polished adaptations of traditional music presented by
tambura and choral groups, Croatian pi ular music standards, arias from Croatian operas
(Nikola Subi¢ Z ksi) and new productions of various genres connected with the war™
(Ceribasi¢ 2000: 226). Discourses in folklore circles included shifting ideas of acceptable or
unacceptable choices for stage performance (see CeribaSi¢ 1998) and the des” 1ation and
presentation of 1 :tambura as the national instrument (Bonifasi¢ 131-134). Folkloric music
presented “us’ in opposition to “them.” for example “the gus/e bowed lute and harmonika
accordion were increasingly being experienced as “Serbian™ counterparts to the Croatian
tamburica™ (Pettan 1998:16), implying a “balkan or uncivilized™ Serl ~ (Bellamy ¢ in
contrast to the Croatian tamburica that invoked the peaceful labourer, “the good, the honest”
Croat (Ceribasi¢ 2000: 226). Thus, music echoed President Tudjman’s attempt to ““unify the

Croatian people by situating them - e the *other’, the Serbs™ (Bellamy 68).

3.2 Diasporic 'l nsnationalism

In the above discussion, I have pointed out right-wing activities with little discussion
of left-wing or moderate activities in the homeland. This was for the sake of brevity and
because it was not the left or moderate ideologies/ideologues that dominated diaspora public
discourse or gained the lion’s share of financial support from the diz¢ ora. In general,

homelanders continue to perceive diasporans as more conservative or right-wing in their

6 See Vidic-Rasmussen 1996.
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A tremendous change happened during the war; during 1€ war people
were truly focused on what was happening. They were perturbed by what
was happening, they were threatened and felt that the country could
disappear... it was very close to it.

(*John™)
War repertoire emerged from the diaspora. a po nant example being “Ne dirajte mi

ravaicu” (“Don’t Touch My Plains,” 1992) written by émigré Miroslav Skoro and

reinterpreted by 1e popular homeland tambura pop group Zlatni Dukati.™

their homeland. All their work was directed towards collecting fir ~ cial assistance. Apart from various other
contributions the ensemble decided to directly aid several Vukovar tamilies who were left without their
breadwinner in the family. It is then that the ensemble decided to ¢ ge its name to "Vukovar." This was their
way of specially hi  sring " Heroic . .wr  litsdefe  rs. Itisagreat honor w iever the ensemble is
announced and the public brings to mind the horror of 1991 and the role that heroic towr _ ayed in the war.”
(announcement on the Mati  Hrvatska website “The Vuko  Croatian folkloreen nble”
<http://www.matis hr/eng/mt_sydney.php>)

** Ruza Bonifagi¢  }0) notes that the song “grew into a symbol of protest and resistance among Croats who
had emigrated.”
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and family reports. Cases where popular songs played at community events icluded
aggressive sounds and styles (such as “Bojna™), reflected the sense of alarm, but also
played a role in strengthening feelings of resistance against the perceived enemy:
A couple of pivotal war time, “nationalist-sentiment-inspiring™ songs
during the war (e.g., Cavoglave) helped people feel like they could
prer loverthe:  essors, maintain strength and stamina for defense
during the onslaught, and 1 some way helped people feel like they
were fighting the same battle collectively.
(Jennifer™)
Feelings in the diaspora inclue ¢ ess, hope, fear, anger and confusion, and
homeland repertoire of the time touched on these emotions. They were further shaped by
the fact that ma - Croats living in Canada had close friendship or familial ties to
homelanders experiencing fear, loss, or tr: :dy. Diaspora audience’s responses to war
repertoire were as varied as those who produced the repertoire, and “t :so1  serve[d]
different, but al ost equally as impor 1t roles within the context of Croatia’s defense™
(Pettan 1998: 24).
Homeland Politics and Contemporary Music Performance
Over a decade has passed since both independe e and the e of the armed
conflict. Even so, the war still figures stror  y into constructions of individual and
community understandings of “self.”” Continued maintenance of memory and value
complexes based on the war often appears in musical activity, in examples such as the
nostalgic “Ne a  ijte mi ravnicu” or the more aggressive “Bojna Cavoglave.” In Chapter
two, I described situations in which  igious, historical, and political ideologies and
symbols have become interwoven with music perforn  ce, folklore in particular. The

following section outlines specific situations in which I encountered “"‘memory, value,

myth, and symbol” complexes al ~ d with what [ understand as “right-wing”







performance the audience sang along. and the song seemed to become a gesture of

solidarity between the homeland audiences and diaspora performers.

Moja Domovina

Svakog dana mislim na tebe Every day I think of you

Slusam vijesti, brojim korake Listeni :to the news, counting steps
Nemir je u srcima, a ljubav u nama Restlessness in hearts but love in us

Ima samo jedna istina There is only one truth

Svaka zvijezda sija za tebe Every r shines for you

Kamen puca pjesma putuje Stone is breaking, song traveling

Tisuéu generacija nocas ne spava A thousand generations are not sleeping tonight
Cijeli svijet je sada sa nama. The w le world is with us.

Moja domovina, moja domovina, My homeland, my ho zland

Ima snagu zlatnog Zita, Has the power of golden grain,

Ima oci boje mora, Has sea colored eyes,

Moja zemlja Hrvatska. My country Croatia.

Vratit cu se moram doci, tu je moj de I will be back, I have come, my home is here,
Moje sunce, moje nebo. My sun, my sky.

Novi dan se budi kao sreca osvaja New day is waking, like lu  overtakes

Ti si tu sa nama. You are there with us.

(Source: Hrvatsko Selo. Translation: Ana Stepanek.)

At several points during t!  tour, images of the war moved from media and
community-me« ted imagery face-to-face observation.®' The foremo example of such
exposure was a  ylong drive from Samobor southward toward the Lika region, passing
through the city of Karlovac. Just w :ime understandings of the conflict were
mediated (Skrbi§ 267), the face-to-face experience (or “war tourism™ as I call it) was also
filtered, viewed ‘om the luxury of an air-conditioned  r-bus, and guided by the
commentary and histories from our tour guide. The journey took us through the heart of
the Krajina region, an area that had been brutally hit by Serbian-backed forces during the

war, then recaptured by Croatian forces during Operation Oluje (“Storm,” 1995).

%1 Of the child and adult participants [ surveyed, none had arrived in Canada during e war as refugees.
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Bregovi¢ for het urovision song Stikla (“High heels™), nor that she had performed her
first post-war co ert in Belgrade in 2002, four years earlier. With only part of the story,
the parents could celebrate ideas that they saw as worthy, that “the Other can not or
should not own or occupy the self that music purports to own™ (Radano and Bohlr 1 6),
a continued separation and opposition between “our” and “their” cultures and by
implication between our and their people.

The combination of images and experiences (K1 1, Thompson, destroyed
landscapes, mothers pointing out the windows, narratives shared by the tour guide)
created a strong sense of the kind of Croatia that diasporan parents desired to see and
have their children understand. Complexities of the war, the actions « Croatian forces in
the region during Operation Storm, or the delicate nature of the situation or a desire for
balanced discus n of the events were not a part of the 1essages portrayed.

I have discussed how tour repe Hire, itinerary and activities were influenced by
the notions and ideals of Croatia and *“Croatianness™ that the visitors wanted or expected
to experience. Interaction with home Croats over the course of the tour was limited to
post-concert parties or casual conversations in the course of tour events as bus travel,
guided tours, and hotel arrangements kept the group by-and-large isolated from
interaction with ¢ daily lives of Croats. This relative isolation allowed room for
constructing and creating a tour and a homeland that they wished to  :. Within their
construction, songs, events and discourses revealed a group seeking to emphasize
solidarity with homelanders and understandings of Croats in continue >pposition to

Serbs.
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musical contents, instrumentation and style” (Pettan 2006).
Song Lyrics: Reinforcing “Croatianness”

Zabava music serves as a forum for the maintenance of war-related memory by
including politic ly charged lyrics. At the Saturday night zabava of the 2006 festival, I
noted that one s g in particular evoked an energetic reaction from attendees. While the
upbeat polka-style song was performed by the band on stage, [ became fixated on a
mother dancing with her young daugh  close to the front of the stage, jumping and
singing to the m  ic. As I watched the mother coax her child to dance, smil: jath and
singing along, my observations were i1 rrupted by a wc n who told me that the song
being performed unabashedly glorifies Ante Gotovina, a General aw: ing trial by the

ICTY court charged with crimes against humanity.®’

67 Including: persecutions, murder, plunder of property, wanton ruction of cities, towns or villages,
deportation and forced displacement, and other inhumane acts.
(<http://www.un.org/icty/indictment/e “ish/got-ai040224e.htm>)
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Ante, Ante
Ima jedan covik
Tvrdi nego stina

Ime mu je Ante Gotovina

cili svoj Zivot
Hrvatsko je dao

[ nikada nije

na koljena pao
Ucija si $kole

po stranome svitu
kako postat covik
kako dobit bitku
Sta si uz ramen
svakoga vojnika
za domovinu i si
ponos i dika

Ante Ante | svi.

svi smo za te | uvik cemo biti

7 zdte

Ante Ante Zivol za le
Zivol za te jesi heroj rata
ti si Ante, legenda Hrvata

Vodija si sve
Blijeske i Oluje
protjerao cetnike
neka svatko cuje
Zalija nisi ni tr.
zalo ti je zahvai
domovina tvoja.

(Lyrics <crorad
Translation: Ar

68 [
origin

1 ni znoja

!

net>
Stepenak)

There 1s one man
Stronger than a rock

His name is Ante Gotovina
His whole life

He gave for Croatia
And never

Fell to his knees
Studied at school

In a foreign world,

How to become a man
How to win a battle
Stood by

Every soldier’s shoulder
For ho eland you are
Pride and joy

Ante, te, we are all for you,

All for you and always will be

Ante, Ante, life for you

Life for you because you are a war hero
Ante, you are a Cro  legend

You saw all,

Thun¢ s and Storms®’
Banished Chetniks

Let everybody hear

Did not regret nor sweat
That is why your
Homeland is thankful

69 . . .
" Names of official military operations
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Music: Zabava repertoire

Among the various Croatian and North Americ: songs playe on recordings or
by live bands at zabavas, there is usually at least one nationalist song. ften the well-
known tune £Evo zore, evo dana, “Here is dawn, here is day.” This so  is associated with
the period of the Second World War 7’ and refe  :esi | ortant figures in the UstaZa
regime, Jure Fre eti¢ and Rafael Boban.*

The song was performed on both the Friday and Saturday night zat as of the
festival. There are several variations of the song, and lyrics of the version performed at

the 2006 festival read as follows:

79 . . o - S . .
In Pettan’s “Music, Politics, and War”, Naila Ceribasic describes how this song was used by both the
Usta$a and Partisan movements (see Ceribasi¢ 1998).

80 . . . .
Jure Franceti¢ was Commander and Raf :0 Boban was Major of the battalions known as "Black
Legion," a sort of “special forces” duri  t
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Evo zore, evod 1a
Evo zore, evo dana,
Evo jure I Bobana.
Jure zove, Boban viée,
Evo mene poglavnice!
Nua vrh gore Tre ricq,
U logoru Francetiéa.
U logoru Jure sjedi,
Svojoj vojci on . sjedi.
Jure zove, Boba vice,
Hej viteze Francetilu.
Tvoja bojna ¢uva Liku,
Biser zemlje, nasu diku.
Evo zore, evo dc q,
Evo bojne Imoéana.

Oj ustase braco mila,
Duboka je voda 'rina
Drinu treba pregaziti,
[ Srbiju zapaliti.

Here is dawn, here is day,

Here is Jure and Boban,

Jure is calling, Boban is yelling,
Here I am chief!

At the mountain peak Trebevié,
In the camp Fra etié.

In the camp, Jure is sitting and
Lecturing his army

Jure is calling, Boban is yelling,
Hello knight Francetic.

Your battalion is looking over Lika,

Earth’s pearl, our pride.

Here is dawn, here is day,

Here is a ittalion from Imocan.
Hey, Ustase my dear brothers,
The Drina water is deep.

Walk over the Drina

And burn Serbia.

(Source: 2006 Festival Zabava performance.

T slation: Ana Stepanek.)
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celebrated. While these discourses provide added strength to victimhood, enemy and
oppression then s (and thus can be seen as providing incentive to unite and be active
within the community), they nolo  >rc: _ the urgency or passion of the last generation.
The remaining cases illustrate that “the musical event, from collecti* dances to the act of
putting a cassette or CD into a machine, evokes and organizes collective memories and
present experie: s of place with an intensity, power and simplicity” (St :s 3) that is
still sought after by a small m  ser of people.

For young people who do not align with the id¢  ogies represented by NDH-era
references, who zrhaps have explored beyond understandings passed to them in their
childhood and youth, or for whom NDH-era ideologies or vocabularies were not a part of
their upbringing, the presence of NDH-era references or symbols during music events has
little effect on their sense of self or idea of Croatian identity, and oft seem to be
occasions for eye-rolling and sighs of signation. With this in mind, NDH references are
perhaps best seen as performances wl  : “together the participants contribute to one
single over-all definition of the situation which involves not so much areal  -eement as
to what cxists t  rather areal ¢ eement as to whose claims concer1 1g what issues will

be tempor y honored” (Goffman 10).
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Chapter . Why Nationalism?

Our understanding of local context expands to encompass the

historical, dynamic, often traumatic, movements of people, ideas,

images, commodities, and capital. It is not easy to sort out the local

from the °bal: transnational circulations of images get reworked on

the ground and redeployed for local tactical strug es.

(Conquergood 145)
During « : war of the 1990s, “‘generational differences, regions of origin,

circumstances of migration and settlement, class and political identifications” (Winland
2002: 702) coul e put aside for the sake of a unified effort against the enemy and for
Croatian indepe lence. Victimhood, whether real, perceived, or vicarious, became “an
example of strategic essentiali:  in which internally heterogeneous groups present[ed]
themselves as homogenous™ (Bramadat 6). As time passes and enemy nar1 ives lose
their relevance to assimilated young people, narratives from the 1990s or the Second
World War help provide an additional sort of “proof™ of oppression by an enemy,
reinforcing the “victim syndrome™ (G. Brown 80). Notions of Croatianness were diverse
when the first 1 rrants left their homeland and arrived in Canada - now that the third and
soon fourth generations are coming of age, perspectives of Croatianness cor  nue to
diverge as life interests and influences ull each individual towards « ferent »Hals.
Inclusion of songs and symbols invoking the 1990s or the NDH seems to further
contribute to the hope that declarations of freedom from oppression will provide powerful
incentives for people to identify and continue in community activity.

As long as a primordial understanding is portrayed, as long as ‘outside

threats’ are seen and articulated as such, this increases the safer

und tandings, and requires less evaluation of us. However, It is

precisely this vaguer 3 that draws attention to the underlying issues

that are at stake here: invented traditions that fi the basis for
establishing not only cultural boundaries, but also for mechanisms of
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This will be the last generation to do these dancing trips, especially if
Croatia becomes a part of the EU. I think that’'s why many parish
priests are preaching against going into the EU, but you know, you
can’t stop progress. If it joins the EU a ¢ ain aspect of the whole
tradit n will be lost, they’ll [Croatia] be a part of som 1ing that is
much bigger, they’re not just go 1 to be a part of themselves...
(“John™)

EU membership will force a painful, perhaps unwanted. and even f htening re-
evaluation upon the diaspora community. Support for Gotovina’s innocence means
support for Croatia and Hercegovina as they are imagined. Support for the ICTY judicial
process means unpredictability, and the possibility of further disassociation between two
communities wi in Canada and between the diaspora and the homeland.

[t has been brought to my attention _ community members that the continued use

of NDH era symbols, maps, anthems, and songs may be gestures t try to maintain a
sense of belon; g among Hercegovnian Croats. Re irdless of whether or not these
references draw from a short time-period in Croatian history or from “a myth-symbol
complex, which the authorities call upon when they want to expa the state-forming
nation even across the state’s borders...” (Rihtman-Augustin 70), as long as the
geographical se e of belongii is p .ented as natural, these are tools in processes that
members see¢ as important. As a part of identity fc 1ation, symbolic territ ies called to

mind by NDH-era symbols move beyond issues of homeland terr rial belongii to

issues much more pertinent to the diaspora.
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