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Abstract: The last two decades have been marked 
by an innovative shift in television distribution and 
reception practices as well as by the remediation 
of their audio-visual heritage in the new media 
archives. Within the European cultural and media 
space, these archives are often constituted when 
developing infrastructures of digital media 
platforms (VOD, OTT, streaming); remediating 
media texts (through digitizing, archiving and 
preservation of the audio-visual heritage); 
fostering television content interactivity 
(accessibility and visibility); and further 
influencing the European cultural diversity, 
connectivity and transnational networks. The aim 
of this paper is to navigate through the layers of 
the Yugoslav television heritage and digital 
archives constituted by the national broadcasting 
televisions in Serbia and Croatia. Our main focus 
is to explore the Yugoslav fiction series (with the 
Second World War narratives), distinctively seen 
as a remediated cultural heritage format that 
enables its viewers to have a facile interaction with 
the collective memory from the overall socialist 
past. This paper addresses the issue of 
remediation process from the analogue television 
programs into digital archives (databases, 
platforms, collections) as a bridging practice for 
the preservation of the Yugoslav television 
heritage (on-demand memory, history, 
knowledge).  
 
Index Terms: television, heritage, remediation, 
memory, archive 
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1. INTRODUCTION 

 
The evolving pan-European digital 

memory practices indicate that three decades 
after the fall of the Berlin Wall, archives from the 
Eastern European countries, unlike their western 
counterparts, have still not been fully opened or 
made accessible. At this intersection, the audio-
visual heritage of television archives also awaits 
further historical, ideological and cultural 
contextualization, as well as innovative concepts 
for making it the integral part of the common 
European future. By shifting these margins in the 
currently very dynamic field of socialist television 
memory studies, this research aims to develop an 
in-depth interest in digital transformation, i.e., 
remediation of the Yugoslav television memory 
and heritage. At the time of Yugoslavia, its 
television programs, especially serial fiction, had 
a committed audience, and to this day “the 
fondness with which viewers remember many 
socialist-era television programs” [1] remains. 
Primarily, this article focuses on television serial 
narratives in connection to the Second World War 
topics (Where the Wild Boars Go / Kuda idu divlje 
svinje, TVZG 1971; The Farm in the Small Marsh 
/ Salaš u malom ritu, TVBG 1975; More Than a 
Game / Više od igre, TVBG 1976; The Big Town 
/ Velo misto, TVZG 1980). Functioning as 
memory anchors, television series encapsulate 
the stories of Yugoslav anti-fascist past and grant 
access to them through the decades. Yugoslav 
(re)mediated history on small screens allows 
television audiences to discover the capacity of 
these series to disseminate such historical 
knowledge and anchors them to an enduring 
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point of reference existing in the collective 
memory and history. 

During the Socialist Federal Republic of 
Yugoslavia (SFRY, 1945-1991), Television 
Zagreb (TVZG, 1956-1991) and Television 
Belgrade (TVBG, 1958-1991) shared the media 
infrastructure of The Yugoslav Broadcasting 
Agency (JRT, 1958-1991) and their popular 
programs offered a mirror image of the daily lives 
in the Socialist Yugoslavia [2]. As their 
successors, after the fall of Yugoslavia, the audio-
visual collections of Croatian Radio-Television 
(HRT, 1991) and Radio Television of Serbia 
(RTS, 1991) preserved a range of archival 
formats (films, series and documentaries) as a 
source of memories for the Yugoslav culture, 
society and history. In order to enhance the level 
of understanding and engagement in the socialist 
cultural memory, their newly formed digital 
collections aim to effectively share ninety years of 
radio shows and sixty years of television 
recordings as an integral part of both the national 
and European heritage, now available to the 
general public. In digital realm, HRT and RTS 
seek to appeal to former Yugoslav audiences (in 
the region and diaspora) and maintain their 
connection with the national identity and historical 
memory. 

Transformation from the Yugoslav state 
televisions to public service broadcasters (PSB) 
was one of the most viable changes needed in 
the process of media democratization in Serbia 
and Croatia. While the process of mass 
digitization of their archival programs plays a key 
role in sharing the knowledge of the past, it also 
represents a challenge for the recontextualization 
of historical, political and social factors behind 
which these programs originated. In recent years, 
researchers in cultural and media memory 
studies became more interested in the stories of 
Yugoslavia [3], especially how the country’s 
founding narratives (brotherhood and unity, 
struggles of communists and partisans, People’s 
Liberation Fight during the Second World War) 
were depicted in diverse fictional stories, from film 
spectacles (Battle on the Neretva / Bitka na 
Neretvi, 1969; Guns of War / Uzicka Republika, 
1974) to popular television series (Outcasts / 

Otpisani , TVBG, 1974-1975; Bonfires of Kapela 
/ Kapelski kresovi, TVZG, 1975). 

Ontologically, digital record and 
remediation of archival footage relate to different 
processes in the new media archives. While 
digitization of sources touches upon the 
questions of preservation and restoration 
(technological shift from analogue to digital), 
remediation focuses on further contextualizing 
digital records into audio-visual archives [4]. The 
article demonstrates that the research on 
remediation of television series has the potential 
for broadening the scope of audio-visual heritage. 
This brings a new perspective of cultural and 
media memory studies to the foreground, where 
television series are understood as a remediated 
heritage format – the new matrix for analyzing 
audio-visual heritage in the new media archives. 
By looking at the collection of public media 
broadcasters RTS and HRT through the 
suggested memory matrix, we are drawing 
attention to the correlation between remediation 
and memory along with the issues ascribed to the 
very process of digital archiving in our region, 
which, until recently, presented only a moderate 
critical and historical contextualization of the 
Yugoslav collective memory.  

 
2. TELEVISION DIGITAL ARCHIVES: DEFINING 

CHARACTERISTICS 
 

Over the recent decades, a widespread 
digitization of archival audio-visual footage 
became “a success story in the heritage world” 
[5], while the preservation of these materials was 
standardized within digital archives. In general, 
the internet and streaming technologies 
transformed the organization of the archives, no 
longer perceived as the out-of-the-way 
repositories, but rather as hybrid 
archive/memory/digital interface configurations 
with the unique characteristic of (re)mediating 
past “into a permanent stream of visual present” 
[6]. This predominant characteristic of digital 
archives established the premise of perpetual 
access to audio-visual collections and 
significantly contributed to dissemination of 
cultural heritage connected with (trans)national 
memory and history. Shareable online and widely 
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accessible, dynamics of digital archives help us 
address the questions around the content 
visibility/interactivity and cultural connec-
tivity/networking, where the latter is understood 
as a production of on-demand 
memory/history/knowledge that goes beyond the 
present moment. Local projects for the Yugoslav 
television heritage digitization, rendered in this 
intensified networking of on-demand memory, 
are promoted as versatile links between the 
national heritage/memory/identity and the 
European cultural/media diversity. 

The digital archive apparatus, more or 
less meets the same characteristics and 
dialectics as its antecedents: inclusion/ exclusion, 
renewal/decay, contextualization/ decon-
struction, objective/subjective, memory/oblivion. 
The main point of their separation is that in 
multichannel outlets of digital archives, for the 
first time in history, the multidisciplinary fields of 
history, memory, archive visibility and media 
technology co-evolved. Consequently, the 
defining characteristics of digital archives were 
recognized through the conjunction of 
digitization, remediation, contextualization and 
memory. However, “the relationship between 
archives and memory is not given“ [7] and it 
would be wrong to assume that there is a 
straightforward connection between the Yugoslav 
collective memory and digitized collections of 
socialist televisions series, exemplified here as 
the memory anchors for the comprehensive 
account of the Yugoslav past. RTS and HRT 
digital archives with great difficulty contend to 
maintain the relationship between the collective 
memory and the digital records of these serialized 
dramas. Underpinning every new media archive, 
this characteristic determined the two bridging 
interpretation strategies for all formats of the 
cultural heritage – remediation and 
contextualization. Hence, cutting through the 
Yugoslav television heritage and remediated 
serial fiction in its nucleus, these strategies are 
used to scrutinize it, in order to exceed and 
reconcile its complex history in the post-Yugoslav 
space. 

With numerous specificities, the socialist 
television is inseparable from the European 
media history and included in a number of 

European projects that promote its preservation 
through digital tools. The standard for television 
archive remediation is the platform EUscreen, 
funded by the European Commission. It functions 
as a database of selected archival content from 
the EU member countries (dedicated to both 
researchers and the general public). The 
platform’s catalogue offers an appealing digital 
interface of the audio-visual heritage and consists 
of 60,000 titles in high quality resolution, together 
with its contextualization and metadata 
information. Their partners from the region are 
HRT and Radio-Television of Slovenia, thereby 
contributing to the circulation of Yugoslav 
television content in the EU new media 
landscape. In the same manner The European 
Cultural Heritage Strategy for the 21st Century 
emphasizes that the protection and promotion of 
the cultural heritage help build more inclusive 
societies. It recommends the need “to preserve, 
enrich, and open up our cultural heritage (...) for 
the benefit of today’s citizens and future 
generations“ [8]. As a result of its EU accession, 
Croatia implemented these European values for 
the audio-visual sector and Serbia is slowly 
approaching the recommended principles. Thus, 
the preservation of the cultural heritage in Serbia 
is proclaimed a strategic goal for the next decade 
and its approach to digitization of audio-visual 
heritage – cinematic, photographic, television, 
animation, sound and music recordings – is in a 
steady phase of effective coordination between 
the cultural stakeholders (ministries, institutions 
and experts). In an effort to systematically 
improve this field, national televisions of Croatia 
and Serbia have been playing a proactive role in 
promoting the initiatives for heritage digitization 
and making the protection of this legacy their top 
priority.  

Programs created by TV Belgrade and 
TV Zagreb during the socialist era were 
preserved in the accordance with the highest 
archiving standards in Serbia and Croatia 
respectively. Both countries established national 
sectors for digitization of audio-visual heritage 
and the associated archival documents. 
However, the legislative framework for its 
digitization on either side still needs to be 
harmonized in order to boost their capacity to 
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work efficiently in this area. The question of the 
so far analyzed relation between television, 
heritage and collective memory, becomes even 
more important when the Yugoslav television 
series are perceived as popular reruns. 
Embedded in the RTS and HRT’s regular 
broadcasting, they are recognized by the viewers 
solely as archival content disconnected from their 
historical and cultural memory context. While 
serving the public interest as heritage institutions, 
RTS and HRT are expected to safeguard the 
national history, media pluralism and open the 
dialogue about the past. In their mission as public 
service broadcasters, they invested significant 
resources in developing digital infrastructures 
and technologies aimed at increasing the open 
access to their collections. By launching digital 
platforms HRT-i (HRT- innovative, immersive, 
interactive, 2015) and RTS Planet (RTS Planeta, 
2018) – marked by an innovative shift in television 
distribution and reception practices [9] – they 
facilitated an even wider access to Yugoslav 
television series and other popular programs. A  
 

 
1. RTS program archive (from the open-access 

promotional video) 

large number of their registered users come from 
the Serbian and Croatian diaspora, and 
permanent streaming of the audio-visual heritage 
on these platforms strengthens their connection 
with the national identity and collective memory. 
Still, the criteria of the RTS and HRT’s strategic 
plans for the urgent digital conservation of 
archival recordings, do not list either their value 
or popularity, nor their scope in critical debate 
about the past, but their assessment about decay 
and distortion of their analogue carriers. 

The plan of the HRT’s Centre for 
Archives Digitization is to finish 95% of the total 
collection of TV Zagreb in the next five-year-cycle 
of digitization. Some of the already digitally 
restored television series are available in the 
catalogue of HRT-i platform, directly connected to 
the main database of HRT. Section From the 
anthology offers fifteen serial narratives made by 
TV Zagreb during the socialist Yugoslavia, four of 
which depict events and stories of the Second 
World War. Where the Wild Boars Go, The Big 
Town, Our Small Town (Naše malo misto, 1970-
1971) and Hell of a Man (Čovek i po, 1974) 
outline typified characters and situations in 
Yugoslav television war dramas: heroes of the 
resistance and partisans in action, ordinary 
people and the occupation, formation of an anti-
fascist movement, fighting with the Germans, 
sacrifices made by all Yugoslav nationalities. The 
interface of HRT-i digital platform is easy to 
navigate, there are no options for users’ 
commentary and only a limited number of series 
has been subtitled so far. Its aesthetic (with 
dominant blue, red and white colors) matches the 
national flag of Croatia and makes the platform 
appear solid and reliable. The browsing design 
lists the series by titles and posters (or 
associative images from collective Yugoslav 
memory). Upon selecting the series for 
streaming, individual episodes are segmented  
and displayed in a window in the lower part of the 
screen, surrounded by a short description and the 
data about its creators.  
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2. HRT-i digital interface configuration –  
the television series Where the Wild Boars Go (open-access) 

 

 

 
 

3. Digitally restored television series The Farm  
in the Small Marsh (from the open-access promotional video) 

 
The digitization of RTS’s audio-visual 

archive began in 2017 with the aim to preserve 
approximately 200,000 hours of television  

 
program, 60,000 hours of audio recordings and 
45 million meters of film footage. Symbolically, 
RTS Digitization Centre opened during the 60th 
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anniversary of TV Belgrade/RTS and is located in 
the same building where the first television 
broadcasting in Yugoslavia began six decades 
ago. Their proclaimed priorities for the content 
digitization are the decay prevention, easy 
sourcing of programming (reruns), content 
promotion of the RTS Planet Digital Platform, 
digitization of exclusive footage (owned only by 
RTS) and the commercial sale of archival 
materials. According to the data about the range 
of the so far digitized television series – received 
exclusively for the purposes of this paper from the 
deputy Director of RTS Digitization Centre Milo’s 
Stojakovic – there are 83 (fully or partially) saved 
series, which were produced by TV 
Belgrade/RTS during the period between 1958 
and 1995. Until the end of 2020, 43 fiction series 
have been transferred from analogue to digital 
copies, twelve of which are about the World War 
Two. With expertise and up-to-date technologies 
(hardware and software), sixteen series have 
been fully digitally restored, i.e., remastered in 
HD/high definition from the original film carriers 
and analogue tapes. Working committedly on 
digitally addressing the film grain, noise and 
damages, as well as renewing the vivid colors 
and high-quality sound, made the survival and 
preservation of Yugoslav television series 
possible.  

After the completion of the digitization 
process, The Farm in the Small Marsh and More 
Than a Game premiered on the main channel of 
the Radio Television of Serbia (RTS1) and were 
frequently repeated on its specialized digital 
channel (RTS3). Since Yugoslav serial fiction 
falls in the category of unresolved copyright 
issues their accessibility on RTS Planet was 
postponed until the legislative framework for 
redistribution via new media platforms was 
resolved by Serbian laws. In a weekly primetime 
slot Digitized Classic of Cultural Heritage, RTS 
promotes their archival content along with the 
most important national films, digitized through 
the project VIP Yugoslav Cinematheque. 
However, the scheduling of their digital format 
premiers was neither followed by special 
programs or roundtable discussions that would 
critically contextualize them, nor did the viewers 
gain knowledge about aspects of their 

remediation (transfer from the traditional into a 
new cultural heritage format in digital archives). 
The conventional and linear connections about 
the knowledge of the past, guaranteed in the 
traditional archives, were interrupted in the digital 
repositories and usually presented as non-linear 
and decontextualized. Therefore, while the 
heritage institutions and archivists often deal with 
the legal and technical characteristics of 
preservation, historians or cultural and media 
researchers were compelled to focus on 
remediation and contextualization as the principal 
interpretation strategies of the digitized cultural 
heritage in new media archives. 
 
3. SOCIALIST TELEVISION SERIES AS REMEDIATED 

HERITAGE FORMAT OF YUGOSLAV MEMORY 
 

After the Second World War, the SFRY, 
a country of 23 million people, six socialist 
republics, two autonomous provinces, six nations 
and around 26 nationalities (ethnic groups), 
adopted the idea of the brotherhood and unity. In 
this context, its official perceptions of the war 
easily hid the uncomfortable truths, inconsistently 
coming to terms with complex responsibilities of 
different nations and republics [10]. The selected 
stories for feature films and television series 
pointed to the country’s anti-fascist past, central 
to the project of constructing the unified Yugoslav 
identity. The fall of the SFRY – rise of nationalism, 
strengthening of right-wing organizations and 
growing historical revisionism concerning the 
Second World War – showed a different cycle of 
collective remembrance as traumatic memories 
awaiting the long-anticipated epilogues [11]. 
Currently, there is a twofold inclination to 
research the stories of Yugoslavia. For a Yugo-
nostalgist, that was the era of unity and 
prosperity, and for the others it was the time of 
communist oppression that tuned to forbidden 
and repressed truths. The full scope of these 
questions demands further critical debates in the 
post-Yugoslav space, while the analysis of the 
Yugoslav television heritage as memory anchor 
that narrates these stories may help us 
understand the ambivalent socialist past.  

From big to small screens, Yugoslavs 
and other Eastern European nations watched the 
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perpetuated representations of the ruling 
communist myths, embracing them as the 
collective memory narratives [12]. In these 
countries, creation of entertainment networks 
was state supported (film and TV studios, 
festivals and cinemas, schools and media 
journals) and built on the idea to easily engage 
and unify viewers’ experiences and memories. 
The most popular topics of the war television 
serials were aligned in the Polish Four Tankmen 
and a Dog (Czterej pancerni i pies, 1966–1970), 
the Soviet Seventeen Moments of Spring 
(Semnadtsat’ mgnovenii vesny, 1973) as well as 
the Yugoslav Partisans (Partizani, 1974), Song 
(Pesma, 1975) and The Eighth Offensive (Osma 
ofanziva, 1979). In captivating forms of action 
series or film spectacles about the Second World 
War, every Yugoslav republic produced its own 
story (Landing on Drvar / Desant na Drvar, Avala 
film Serbia, 1963; Macedonian Part of Inferno / 
Makedonski deo pakla, Vardar film Macedonia, 
1971; Walter Defends Sarajevo / Valter brani 
Sarajevo, Bosnia film Bosnia and Herzegovina, 
1972; The Peaks of Zelengora / Vrhovi 
Zelengore, Jadran film Croatia, 1976; Boško 
Buha / Boško Buha, Viba film Slovenia, 1978; 13th 
July / 13. jul, Zeta film Montenegro, 1982).  

Created by TV Belgrade and directed by 
Branko Bauer, television series The Farm in the 
Small Marsh takes place in a Serbian village and 
focuses on a group of children. The beginning of 
the war and the German occupation interrupts the 
boys’ childhood, assigning them an active part in 
the partisan movement. Through their fellowship, 
courage, and wisdom, the series reflects the idea 
that there are no small roles in war and revolution. 
Simultaneously, it grants the audience positive 
recognition of their contemporary role in creating 
the prosperous Yugoslav state. Directed by 
Zdravko Šotra as TV Belgrade’s historical 
program, More Than a Game follows the rise of 
the anti-fascist movement parallel with workers’ 
activism in Serbia before the Second World War. 
At the center of the series are the rival sport clubs 
playing football in a Serbian provincial town. 
When the war begins, their confrontations in the 
football court are replaced with resistance and 
revolutionary actions, therefore confirming the 
Yugoslav narrative typology also found in other 

cultural forms. 
In studios of TV Zagreb, Joakim 

Marušić directed fourteen episodes of The Big 
Town, three of which chronicle the World War 
Two authentic events in Split, a picturesque 
Dalmatian town. Similar to More Than a Game, 
the series depicts the passion of ordinary citizens 
to cheer the local football team Outlaw (Hajduk). 
The history of this football club, yet again, 
metaphorically reveals the narrative thread 
leading to the history of Yugoslavia. Since the 
audience preferred watching entertainment to 
history programs in their homes, intertwined sport 
and war themes in the two serialized dramas 
were an educative, popular and successful 
narrative resolution. In The Big Town, the Italian 
and German occupation of costal Croatia, arrests 
of communists and the bombing of Split are 
resolved when the partisans victoriously enter the 
city. As such, this celebration marks the future of 
Yugoslav progress. 

 The typical storyline that the end of the 
war and creation of Yugoslavia brings better life 
and times of freedom and justice is challenged in 
Ivan Hetrich’s Where the Wild Boars Go. The 
1943 war drama portrays two smuggling groups 
in Zagreb that under the auspices of war operate 
in self-interest. In a mixture of crime genre, war 
spectacle, western poetics and cinematic 
expressions of Yugoslav black wave, partisans 
and war tensions are merely the visual backdrop. 
In a convincing and refined manner, the series 
lacks the strong Yugoslav iconographic symbols 
present in all other television series, crucial for 
the televised Yugoslav history and the shaping of 
its collective memory. Where the Wild Boars Go 
brought the visual style and social criticism of the 
Yugoslav black wave – seen previously in the war 
films Three (Tri, 1965), The Dream (San, 1966) 
and The Ambush (Zaseda, 1969) – thus creating 
innovative story of Yugoslavia that departed from 
the habitual ones. Followed by this controversy, it 
was broadcast only once on TV Zagreb. 
Afterwards, due to its critical acclaim, it was 
among the first digitally restored programs by the 
HRT’s Centre for Archives Digitization. In the 
years that followed the dissolution of Yugoslavia, 
it was among the initial Croatian series aired in 
Serbia as part of the common Yugoslav television 
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heritage and cultural memory. 
Television series are one of the most 

emblematic and popular formats of entertainment 
globally, while in Yugoslavia – along with feature 
films, documentaries, radio shows and film 
newsreels – they were recognized for their 
capacity to disseminate historical knowledge. 
The production boom of serialized programs in 
Yugoslavia was carefully formulated to follow the 
canons of daily life of socialism, as well as to 
commemorate the Second World War. These 
relations produced memory narratives with the 
intention to inscribe them into “collective visions 
of the past” [13]. Today’s audience, born in 
Yugoslavia, accept them as vivid memories, 
while the post-Yugoslav generations rarely 
recognize them arguing that “the concept of 
collective memory rests upon the assumption that 
every social group develops a memory of its past; 
a memory that emphasizes its uniqueness and 
allows it to preserve its self-image and pass it on 
to future generations” [14].  

Following the global trend, RTS and HRT 
use their archival programs for frequent reruns. 
Nonetheless, without contextualization within 
political and media system of the time of their 
production, digitally restored series with tailor-
made stories for Yugoslav myth development, 
are destined simply to be archival programs 
embedded in the daily television schedules of 
national broadcasters in Serbia and Croatia. 
Media, memory and heritage scholars have 
recently initiated the contextual research of the 
television series, in order to examine them as 
memory anchors for recalling collective Yugoslav 
memory and history. Indeed, as the interest for 
serial narratives and their constant popularity 
points out, there is deep rootedness of television 
series from the socialist era in the post-Yugoslav 
personal and collective identity.  

Recognized as memory anchors, 
Yugoslav television series should not merely be 
a remediated heritage format in new media 
archives. Likewise, their potential for meaningful 
encounter with the past, as well as with the 
present and the future, should be fully grasped. 
The countries of the Eastern bloc (East Germany, 
Poland or Czech Republic) during the period of 
social and political transition opened the post-

communist polemics that helped these societies 
come to terms with the past. In contrast, the 
absence of these processes in Serbia and 
Croatia was the consequence of nationalistic 
conflicts and economic decline in the nineties. 
With their archival projects and open-access 
digital platforms, RTS and HRT presently strive to 
renew regional cohesion and stability, as well as 
to exchange of knowledge and information. To 
that end, it should be noted that both public 
broadcasters still have an undefined stand about 
their role during the Yugoslav conflicts, the time 
when they were instrumentalized for the 
nationalistic propaganda, frequently based on the 
revision of the Second World War. Therefore, the 
study of Yugoslav serialized narratives as a 
cultural heritage format has to take into account 
“double indemnity“. Firstly, the narration of the 
Second World War stories that transpired from 
common socialist typology, and secondly, 
indications of their ambivalence and nationalistic 
appropriation during the nineties.  

Consequently, researchers were 
prompted to more thoroughly examine program 
characteristics of the Yugoslav television heritage 
in the context of its mass digitization. 
Remediation from traditional into digital media 
format shifts archival programs – such as serial 
fiction in connection to the Second World War 
narratives – into new regime of memory 
practices, accordingly mapping out and 
identifying remediation as the bridging practice 
for their interpretation. Thus, “television series 
became important means of learning about the 
past and contributed to shaping historical 
awareness and collective memory“ [15]. This new 
matrix for audio-visual heritage analysis 
confirmed television series to be remediated 
heritage format of equal importance as other 
types of cultural heritage. However, in order to be 
able to examine what makes Yugoslav serial 
fiction a symbolic remediated format of cultural 
memory, it is necessary to scrutinize the entire 60 
years of RTS and HRT’s production. From the 
present standpoint of historical revisionism and 
collective oblivion, and without an in-depth 
contextualization, Yugoslav television heritage is 
still marked by this paradoxical question: What is 
the future of the Yugoslav televised past? 
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4. CONCLUSION 
 
 In this paper, digital archives of RTS and 

HRT were investigated as a source of memories 
and their epistemic impact and value were 
analyzed within the post-Yugoslav space. The 
focus of the analysis was digital transformation 
and preservation of the Yugoslav television 
series and the mode in which this process 
resulted in creation of their remediated heritage 
format. Moreover, remediated serial fiction is also 
understood as a memory anchor to the 
comprehensive narrative of the socialist past. 
Assigning Yugoslav television series to the other 
categories of cultural heritage, offers a new 
perspective on memory studies. It is a new 
analytical approach to the complex relations of 
the media, heritage, archives and culture with 
memory, history and identity. The research of the 
digital collections of public service broadcasters 
in Serbia and Croatia, together with the other 
projects for digitization of cultural heritage in the 
region, de facto represents an important source 
of memory and knowledge about this period.  
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