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INTRODUCTION

Associate Professor Katarina Nina Simon¢i¢, PhD
University of Zagreb Faculty of Textile Technology,
Croatia

== This scientific publication encompasses topics presented at the
international symposium Fashion Museology—Beginnings and Challenges
in Slovenia, Croatia, and Serbia held from October 12 until October 3,
2020', organized by the Faculty of Textile Technology, University of
Zagreb and supported by the International Committee for Museums and
Collections of Costume. Heads of museums' textile, clothing or fashion
collections whose activities focus primarily on fashion artefacts and
fashion exhibition concepts were invited to the symposium. They were
joined by an associate professor from the Department of Art History

at the University of Ljubljana whose theoretical work includes the topic
of musealization.

The content of the symposium was based on the overviews of the begin-
nings of collecting activities centred on fashion artefacts in museums of
different profiles. On the one hand, a question of the approach and treat-
ment of the item (fashion artefact) was raised. On the other, the treatment
of exhibition concepts based on fashion phenomena as well as initiatives
aligned with Riegels Melchior's definition of museology.” Heads of col-
lections were especially encouraged to articulate their personal experi-
ences, for example collecting practice, as well as institutional responses

A—
1— Due to the epidemiological situation caused by COVID-19, the symposium was
held online.

2 — Riegels Melcior, Marie. “Introduction: understanding fashion and dress museology.”
Fashion and Museums. Theory and Practice, ed. Marie Riegels Melchior, Brigitta Svensson.
London, New Delhi, New York, Sydney: Bloomsbury, 2014: 6.
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UVoD

Izv. prof. dr.sc. Katarina Nina Simong¢ié
Sveuciliste u Zagrebu Tekstilno-Tehnolo$ki fakultet,
Hrvatska

=== (QOvaznanstvena publikacija objedinjuje teme predstavljene na
dvodnevnom medunarodnom simpoziju Muzealizacija mode—poceci i iza-
zovi na prostoru Slovenije, Hrvatske i Srbije (12.-13. listopada 2020.)' u orga-
nizaciji Tekstilno-tehnoloskog fakulteta Sveucilista u Zagrebu te uz podrsku
ICOM-a—Medunarodnog odbora za muzeje i zbirke povijesne odjece (orig.
ICOM—International Committee for Museums and Collections of Costume).
Na simpozij su pozvani ciljano voditelji tekstilnih, odjevnih ili modnih zbirki
u drzavnim i gradskim muzejima na prostoru Slovenije, Hrvatske i Srbije,
¢ija je skupljacka djelatnost usredotocena prije svega na modne artefakte
iizlozbene modne koncepte. Voditeljima zbirki pridruzila se i docentica s
Odsjeka za povijest umjetnosti Filozofskog fakulteta Sveucilista u Ljubljani,
¢ija se teorijska istraZzivanja vezuju za pitanja muzealizacije.

Sadrzajna okosnica simpozija temeljila se na pregledu poéetaka instituci-
onalnih skupljackih aktivnosti usmjerenih prije svega na modne artefakte

i to u muzejima razlicitih profilacija. S jedne strane postavilo se pitanje
odnosa i pristupa spram materijalnog predmeta (modnog artefakta), a s
druge strane odnosa spram izlozbenih koncepata temeljenih na modnim
fenomenima te na inicijativama uskladenima s definicijom muzealizacije
mode po Riegels Melchior.” Voditelje zbirki nastojalo se posebice potaknuti

A—
1—Zbog epidemioloske situacije uzrokovane koronavirusom COVID-1g, simpozij
je odrzan elektronic¢kim putem.

2 — Riegels Melchior, Marie. “Introduction: understanding fashion and dress museology.”
Fashion and Museums. Theory and Practice, ur. Marie Riegels Melchior, Brigitta Svensson.
London, New Delhi, New York, Sydney: Bloomsbury, 2014: 6.



to potential fashion exhibition projects scheduled for museum's annual
programmes. The aim of the symposium was to raise awareness among
interested public of the complex work carried out by the heads of different
collections in Slovenia, Croatia, and Serbia, which requires many compro-
mises and resourceful solutions subject to spatial, temporal, and financial
constraints. Despite all challenges, examples of contemporary efforts for
the musealization of fashion were emphasized through various activities
and presentations of fashion topics in museums.

INCENTIVES FOR THE SYMPOSIUM'S
TOPIC— FASHION MUSEOLOGY?

In 2014, Marie Riegels Melchior, the curator of Designmuseum in Denmark,
and Birgitta Svensson, the professor of European Ethnology at the Uni-
versity of Stockholm and the associate of the Nordiska Museet museum,
edited a scientific book entitled Fashion and Museums, Theory and Prac-
tice.® Alongside editors, Riegels Melchior and Svensson, all the authors
are professors of theory of fashion and fashion design and curators of
leading fashion museums and fashion collections in the English speak-
ing world. They present the term fashion museology and musealization of
fashion through their own experience describing the historical develop-
ment of fashion artefacts’ collecting practice and fashion exhibition pro-
grammes in their respective institutions. The entries deal with the influ-
ence of museums’ collections on the creative processes of contemporary
fashion designers, as well as on the museums and fashion collections

as educational places in cooperation with institutions of higher education
and universities. In addition to the aforementioned book which contrib-
uted to the scientific recognition of the discipline, a 2019 book Fashion,
History, Museums, Inventing the Display of Dress by Julija Petrov should
be emphasised. It is based on her doctoral thesis which gives a histori-

cal overview of fashion musealization as a discipline as well as its applica-
tion through an extensive analysis of curatorial practices (advantages and
disadvantages) at the institutions in the English-speaking world.

3 — Fashion and Museums. Theory and Practice, eds. Marie Riegels Melchior and Brigitta
Svensson, London, New Delhi, New York, Sydney: Bloomsbury, 2014.
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na artikulaciju osobnog iskustva, primjerice, u skupljackoj praksi pa sve

do institucionalnih odaziva na potencijalne izlozZbeno-modne projekte
predvidene za godisnje muzejske programe. Cilj simpozija bio je i osvijestiti
zainteresiranu publiku za kompleksnost rada voditelja pojedinih zbirki, koji
iziskuje mnogobrojne kompromise te snalazljiva rjesenja uvjetovana pro-
stornim, vremenskim i financijskim okvirima. No, unato¢ svim izazovima,
istaknuta su i suvremena zalaganja za muzealizaciju mode kroz razli¢ite
aktivnosti i prezentacije modnih tema u muzejima.

POTICAJI ZA TEMU SIMPOLZIJA —
MUZEALIZACI)A MODE?

Godine 2014. Marie Riegels Melchior, kustosica Designmuseuma u Danskoj,
i Birgitta Svensson, profesorica europske etnologije na Sveuc¢ilistu u Stoc-
kholmu u Svedskoj i suradnica muzeja Nordiska Museet, objavile su zbirnu
znanstvenu knjigu Fashion and Museums, Theory and Practice.® Osim ured-
nica Riegels Melchior i Svensson, autori su redom profesori teorije i modnog
dizajna te kustosi vode¢ih muzeja mode i modnih zbirki engleskog govornog
podruéja. Pojam muzealizacije mode i muzeologije mode predstavljaju kroz
vlastito iskustvo, ukazujuéi na povijesni razvoj skupljacke prakse modnih
artefakata i modno-izlozbenih programa unutar institucija svog zaposlenja.
Prilozi se bave i utjecajem muzejskih zbirki na stvaralacke procese suvreme-
nih modnih kolekcija, zatim na muzeje i zbirke mode kao prostore educiranja
u suradniji s visokoobrazovnim institucijama i sveugilistima. Uz spomenutu
knjigu kao doprinos znanstvenoj profilaciji grane valja istaéi i publikaciju

iz 2019. godine Fashion, history, Museums, Inventing the Display of Dress,
autorice Julije Petrov. Knjiga je zasnovana na doktorskoj disertaciji, koja uz
povijesni pregled razvoja discipline muzealizacije mode, donosi i njezinu
primjenu kroz iscrpnu analizu kustoskih praksi (prednosti i mane) institucija
engleskog govornog podrucja.

8 — Fashion and Museums. Theory and Practice, ur. Marie Riegels Melchior and Brigitta
Svensson, London, New Delhi, New York, Sydney: Bloomsbury, 2014.
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These books are vital for understanding fashion museology from a his-
torical and theoretical perspective and provide an important compre-
hensive contribution for re-evaluating the meaning and the role of fash-
ion museology in contemporary museum activities. In addition, they
provided an incentive for the topic of fashion museology in southeast
Europe. However, the symposium includes the experiences of only sev-
eral museums in Slovenia, Croatia, and Serbia. The first theoretical
research on musealization of fashion in our region were conducted by
Andrea Klobugar (2013),* Stefan Zari¢ (2015, 2019),° Draginja Maskareli
(2017)® and Lea Vene (2018).” Andrea Klobucar (2013) analysed the fash-
ion museology on art deco garments from the Zagreb Museum of Arts
and Crafts' collection. Stefan Zari¢ (2015, 2019) provided an extraordinary
insight into the presence of fashion museology within national museums
in Serbia. He firmly established his research hypotheses on the analysis
of museums' inclusion of fashion phenomena, pointed out the academic
community's insufficient interest in the topic, and provided an exten-
sive overview of educational processes in our region. Draginja Maskareli
described fashion museology at the Museum of Applied Artin Belgrade
in her 2017 paper and Lea Vene (2018) drew attention to the problems

of current exhibition practices which need to balance between comply-
ing with cultural and commercial demands.

4 — Klobug¢ar, Andrea. “Zbirka zenske meduratne odje¢e Muzeja za umjetnost

i obrt: primjer muzealizacije art déco mode.” Zbornik Muzeja primenjene umjetnosti
9. 2013: 117-125. Url: https://mpu.rs/zbornik/lat/clanak.php?zbornik=g&clanak=13
(accessed September, 4, 2020)

5— Zari¢, Stefan. “Muzealizacija bez muzeologije: Nacionalni muzeji i izlozbe mode
izmedu istorije, teorije i prakse.” Etnoantropoloski problemi: Moda i antropologija

10, number 4, 2015: 915-924.; Zari¢, Stefan. “Breaking the Canon: Towards Fashion
Museology in Serbia. Museoeurope.” Tekstil, oblacilna kultura in moda—Textile, The
Culture of Clothing, Fashion, eds.: Nives Cvikl, Maja Hren Brvar. Maribor: Maribor
Regional Musuem, 2019: 159-170. Url: https://museum-mb.si/wp-content/uploads/2019/
10/MuseoEurope_2019_vse.pdf (accessed September, 4, 2020)

6 — Maskareli, Draginja. “Muzej primenjene umetnosti u Beogradu i poceci
muzealizacije mode u Srbiji: Odsek za tekstil i kostim 1950-1980.” Zbornik Muzeja
primenjene umetnosti13, 2017: 22-30.

7 — Vene, Lea. “Muzealizacija mode, izmedu kulturne i komercijalne proizvodnje.”
Teorija i kultura mode. Discipline, pristupi, interpretacije, eds. Kre$imir Purgar, Zarko
Pai¢, Zagreb: Faculty of Textile Technology, 2018: 163-18I.
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Navedene knjige presudne su za razumijevanje mode iz diskursa povijesti i
teorije muzealizacije te oznac¢avaju vazan i cjelovit doprinos preispitivanju
znacenja i uloge muzealizacije mode u suvremenim muzejskim aktivnostima.
Ujedno, bile su poticaj za otvaranje teme Muzealizacije mode na teritoriju
jugoistoéne Europe, dok se u realizaciji simpozija prostorno ipak obuhvatilo
samo iskustvo jednog dijela muzeja u Sloveniji, Hrvatskoj i Srbiji. Prva teorij-
ska istrazivanja posvecena pitanju muzealizacije mode u nasoj regiji proveli
su Andrea Klobugar (2013.),* Stefan Zarié¢ (2015., 2019.),° Draginja Maskareli
(2017.)%i Lea Vene (2018.).” Tako je proces muzealizacije mode autorica Klo-
bucar (2013) analizirala na primjeru odjevnih predmeta iz razdoblja art décoa
iz zbirke Muzeja za umjetnost i obrt u Zagrebu. Izvanredan uvid u pitanje
prisutnosti muzealizacije mode unutar nacionalnih muzeja Srbije dao je Zari¢
(2015., 2019.). Autor ¢vrsto postavlja uporista svojih istrazivackih teza na
analizi ukljucenosti fenomena mode u muzejima, zatim ukazuje na nedovo-
ljan interes akademske zajednice za navedenu temu, te donosiiscrpan uvid u
nasoj regiji na obrazovne procese spomenutog podrucja. Muzealizaciji mode
na primjeru Muzeja primenjene umetnosti u Beogradu kroz svoju studiju
opisala je Maskareli (2017.), dok je pregledom modnih zbirki i izlozbi u svijetu
autorica Lea Vene (2018.) ukazala na razapetost danasnjih izlozbeni praksi
izmedu teznji udovoljavanja kulturnih i komercijalnih potreba.

4 — Klobucar, Andrea. “Zbirka zenske meduratne odjece Muzeja za umjetnost i obrt:
primjer muzealizacije art déco mode.” Zbornik Muzej primenjene umjetnosti 9. 2013: n7-125.
Url: https://mpu.rs/zbornik/lat/clanak.php?zbornik=g9&clanak=13 (pristupljeno 04.09.2020.)

5 — Zarié, Stefan. “Muzealizacija bez muzeologije: Nacionalni muzeji i izlozbe mode

izmedu istorije, teorije i prakse.” Etnoantropoloski problemi: Moda i antropologija 10, broj
4, 2015: 915-924.; Zari¢, Stefan. “Breaking the Canon: Towards Fashion Museology in Serbia.
Museoeurope.” Tekstil, oblacilna kultura in moda—Textile, The Culture of Clothing, Fashion,
ur.: Nives Cvikl, Maja Hren Brvar. Maribor: Pokrajinski muzej (Maribor Regional Musuem),
2019: 159-170. Url: https://museum-mb.si/wp-content/uploads/2019/i10/MuseoEurope_2019_
vse.pdf (pristupljeno 04.09.2020.)

6 — Maskareli, Draginja. “Muzej primenjene umetnosti u Beogradu i po¢eci muzealizacije
mode u Srbiji: Odsek za tekstil i kostim 1950-1980.” Zbornik Muzeja primenjene umetnostii3,
2017: 22-30.

7 — Vene, Lea. “Muzealizacija mode, izmedu kulturne i komercijalne proizvodnje.”

Teorija i kultura mode. Discipline, pristupi, interpretacije, ur. Kresimir Purgar, Zarko Pai¢,
Zagreb: Tekstilno-tehnoloski fakultet, 2018: 163-181.
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WHAT IS FASHION MUSEOLOGY?

Museology is a scientific discipline which studies museum activities in
order to protect, research, and present the items of cultural and natural
heritage.® The term musealization is used as a synonym for placement in
amuseum, while the narrower definition focuses on the changes in the
nature of a stored and exhibited item.

Fashion museology gained momentum in the United States of America,
especially through curatorial practice of Diane Vreeland. Vreeland, the
editor of American Vogue, became a special consultant of the Metropol-
itan Museum of Art’s Costume Institute in New York in 1972 as well as an
author of numerous fashion exhibitions.® Due to their commercial char-
acter and historical inaccuracies, the exhibitions often received negative
reviews. However, their glamorous presentation and contemporary con-
cepts, which flirted with the form of fashion shows, managed to remove
the aura of a dead exhibit from the museum’s clothing artefacts.

Still, the most important contributor to defining fashion museology was
Riegels Melchior. She began by determining the differences between
the terms dress museology and fashion museology.'® Dress museology
is described as a discipline which deals with actual items. The primary
activity is collecting with a strict adherence to rules of handling and
storing (retrieving, documenting, storing, maintenance...). As for fash-
ion museology, she states that ...fashion museology emphasizes the
visibility of the museum through the staging of spectacular shows, pri-
marily creating unique visitor experiences and only secondarily rais-
ing collecting possibilities." She concludes that fashion museology is a
temporary spectacular practice the goal of which is to attract visitors
and facilitate the recognition of a museum as a new, innovative cultural
space. Museums become places of synergy of knowledge, interaction,
and new social value. She mentions exhibitions and study programmes

A—
8 — Muzeologija. Croatian Encyclopaedia. Url: https://www.enciklopedija.hr/natuknica.
aspx?1D=42626 (accessed August, 28, 2020)

9 — The 18th-Century Woman (1981), Romantic and Glamorous Hollywood Design (1974),
Yves Saint Laurent (1983).

10 — Riegels Melchior 2014: 6.
11— Riegels Melchior 2014: 11.
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STO JE MUZEALIZACIJA MODE?

Muzeologija (eng. museology) je znanstvena disciplina koja prou¢ava muzej-
sku djelatnost radi zastite, istrazivanja i prezentiranja predmeta kulturne i
prirodne bastine.® Termin muzealizacija (eng. musealization) koristi se kao
sinonim za “postavljanje u muzej”, dok je uza definicija usredotoc¢ena na pro-
mjenu prirode pohranjenog, a zatim i izlozenog predmeta.

Muzealizacija mode svoj zamah ostvaruje u Sjedinjenim Americkim Drzavama,
posebno kroz kustosku praksu Diane Vreeland. Vreeland, urednica americkog
Voguea, godine 1972. postaje savjetnica Costume Institute u Metropolitan
Museum of Art u New Yorku i autorica velikog broja modnih izlozbi.° I1zlozbe su
zbog komercijalnog karaktera i povijesne neto¢nosti bile ¢esto popracene

i jednim dijelom negativnih kritika. No, zahvaljuju¢i glamuroznoj prezentaciji

i osuvremenjenim konceptima koji su koketirali s formom modne revije, dota-
dasnji muzejski odjevni artefakti uspjeli su ukloniti auru mrtvog eksponata.

No, definiranju pojma muzealizacija mode u najvecoj mjeri ipak je pridonijela
Riegels Melchior. Ona krec¢e od utvrdivanja razlika izmedu termina muzeo-
logija odijevanja (engl. dress museology) i muzeologija mode (engl. fashion
museology)." Pri tome muzeologiju odijevanja opisuje kao granu koja se

bavi stvarnim predmetima. Istic¢e skupljacku djelatnost kao primarnu, no uz
pridrzavanje strogih pravila rukovanja i pohranjivanja (preuzimanje, dokumen-
tiranje, pohranjivanje, odrzavanje...). Za muzeologiju mode Riegels Melchior
navodi da ...naglasava vidljivost muzeja postavljanjem spektakularnih revija,
prvenstveno stvarajuci jedinstvena iskustva posjetiteljima, dok je skuplja¢ka
djelatnost u sekundarnom planu.' Nadalje zakljucuje da je muzealizacija
mode privremena spektakularna praksa kojoj je cilj privuéi posjetitelje te
olaksati prepoznavanje muzeja kao novog, inovativnog kulturnog prostora.
Oni postaju prostori sinergije znanja, medusobne interakcije i nove drustvene
vrijednosti. Kao pozitivan primjer prakse navodi uz izlozbene aktivnostii
ponudu studijskih programa posvec¢enih modnim studijima, zatim radionice

A—
8 — Muzeologija. Hrvatska enciklopedija. Url: https://www.enciklopedija.hr/natuknica.
aspx?ID=42626 (pristupljeno 28.08.2020).

9 — The 18th-Century Woman (1981), Romantic and Glamorous Hollywood Design (1974), Yves
Saint Laurent (1983).

10 — Riegels Melchior 2014: 1.
11— lbid.
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dedicated to fashion studies as well as workshops on clothing history
organized by The Costume Institute, The Museum of the Fashion Insti-
tute of Technology in New York and Victoria and Albert Museum in Lon-
don as examples of good practice."”

Furthermore, Riegels Melchior describes the three phases of develop-
ment of dress and fashion museology which have the same historical
root. The first phase, which consists of clothing collections’ establish-
ment, begins in the 1930s. In our region, collecting activities and estab-
lishment of collections began as early as 1900s. For example, Museum of
Arts and Crafts in Zagreb supplemented its permanent exhibition with
fashion artefacts in 1909 and in 1913 the textile collection held more than
7,300 fashion and traditional items. At that time, the distinction between
fashion and traditional item does not exist at the Museum of Arts and
Crafts in Zagreb. Traditional items are classified as clothing artefacts of
artistic value.” According to Riegels Melchior, in the second period, from
the 1960s to the 1990s, fashion is presented in exhibitions which re-eval-
uate its relationship with popular culture and avant-garde design. In our
region, the following activities marked this period: in 1958, Museum of
Applied Art in Belgrade included fashion artefacts in its permanent exhi-
bition, Maribor Regional Museum presented a permanent exhibition ded-
icated solely to the culture of dressing in 1973, and the first exhibition
dealing with the rhythm of style changes in the Western civilization, enti-
tled Shapes of Clothing from Antiquity to 19oo, was held at the Museum
of Arts and Crafts in Zagreb in 1952. The author of the exhibition was
Vanda Paveli¢ Weinart, the Head of Textile and Accessories Collection.
The exhibition was also held in Belgrade at the Museum of Applied Artin
1955." The first use of the term “fashion” in exhibition names in our region
should be mentioned. In 1965, Maribor Regional Museum held the exhi-
bition Tristo let mode na Slovenskem (Three Hundred Years of Fashion in

12 — Ibid.

13 — Riegels Melchior states that the term costume is used for historical clothing
artefacts in the first phase in the English speaking world. A problem exists with the
acquisition of the term costume in our region as the word kostim has multiple meanings
none of which refer to the definition of a historical (authentic) clothing artefact.
Riegels Melchior 2014:11.

14 — Oblici odjece. Zagreb: Museum of Arts and Crafts, 1955: 2.
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povijesti odijevanja u organizaciji The Costume Institute i The Museum of the
Fashion Institute of Technology u New Yorku te Victoria and Albert muzeja u
Londonu.™

Riegels Melchior opisuje i tri faze razvoja muzeologije odijevanja i muzeo-
logije mode, koje imaju isti povijesni korijen. Prva faza, vezana za osnivanje
zbirki odijevanja u sklopu nacionalnih muzeja, zapocinje oko tridesetih
godina dvadesetog stolje¢a. Na nasim prostorima skupljacke aktivnostii
osnivanje zbirki zapocinju ve¢ pocetkom 2o0. stoljec¢a. Primjerice, Muzej za
umjetnostiobrt u Zagrebu 1909. godine nadopunjuje stalni postav modnim
artefaktima, dok 1913. godine tekstilna zbirka posjeduje preko 7300 modnih
i tradicijskih predmeta. U to vrijeme u skupljackoj djelatnosti Muzeja za
umjetnost i obrt u Zagrebu ne postoji razlika izmedu modnog (fashion) ili
tradicijskog predmeta. Njemu se pristupa kao odjevnom artefaktu umjetni¢-
kih vrijednosti.’ U drugom razdoblju, od §ezdesetih godina do devedesetih
godina dvadesetog stoljeca, Riegels Melchior napominje da se u svjetskim
muzejima moda predstavlja kroz izlozbene koncepte preispitivanja njezi-
nog odnosa s popularnom kulturom i avangardnim dizajnom. Nasa je regija
obiljezena sljedecim aktivnostima. Muzej primenjene umetnosti u Beo-
gradu 1958. godine modne artefakte uvrstio je u stalni postav. Pokrajinski
muzej u Mariboru 1973. godine predstavlja stalni postav posvecen isklju-
¢ivo kulturi odijevanja. Prvu izlozbu, koja tematizira ritam stilsko-odjevnih
promjena zapadne civilizacije, naziva Oblici odjec¢e od antike do pocetka
XX. stoljeca, 1952. godine postavio je Muzej za umjetnost i obrt u Zagrebu.
Autorica izlozbe bila je voditeljica Zbirke tekstila i modnog pribora Vanda
Paveli¢-Weinert, a izlozba je gostovala i u Beogradu u Muzeju primenjene
umetnosti1955. godine.™ Zanimljivo je zabiljeziti i prvo pojavljivanje termina
moda u nazivima izlozbi na nasim prostorima. Godine 1965. Pokrajinski
muzej u Mariboru predstavlja izlozbu Tristo let mode na Slovenskem (Tristo

12 — Ibid.

18 — Riegels Melchior navodi da se na engleskom govornom podrucju u prvoj fazi za povijesni
odjevni artefakt koristi termin—costume. Pri usvajanju stranog termina costume na nasim
prostorima uocava se problem jer kostim posjeduje slojevito znacenje i ne odgovara definiciji
povijesnog (autenticnog) odjevnog artfekta. Riegels Melchior 2014: 11.

14 — Oblici odjece. Zagreb: Muzej za umjetnost i obrt, 1955: 2.
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Slovenia) whose author was Sergej Vriser.' The following year, Museum
of Arts and Crafts held the exhibition entitled Moda od fin de siécle do
charlestona (Fashion from fin de siécle until i920s) whose author was
Vanda Paveli¢ Weinart, the Head of the Textile and Accessories Collec-
tion'™, and Museum of Applied Art in Belgrade held the exhibition Zenska
moda od sredine XIX veka do tridesetih godina XX veka (Women’s Fash-
ion from the Middle of the 1g9th Century until the 1930s) whose author was
the curator and Head of the Textiles and Costumes Collection Dobrila
Stojanovi¢.” The museums’ collecting activities during the 1970s and the
1980s in the region of Slovenia, Croatia, and Serbia focused more on items
of national and artistic value, while the tendency towards fashion arte-
facts depended on the museums’ management strategies and partially
the heads’ of collections personal affinities. Research papers on clothing
styles and dressing were written by ethnologists, historians, and art his-
torians. From the 1990s, fashion phenomena and trends were presented
as part of extensive cultural exhibitions and are viewed as one of the
multi-layered segments of social expression.

Riegel Melchior places the third phase in the period from the 199os
until present day. Fashion is increasingly present in museums across the
world, itis presented in a spectacular way, exhibitions have a strong

15 — Clothing styles of Slovenian aristocracy and burgeoisie from the 17th until the
19th century were presented. VriSer, Sergej. Tristo let mode na Slovenskem, Maribor:
Regional Museum, 1965.; Hren Brvar, Maja. “Museum Fashion Month.” Museoeurope.
Tekstil, oblacilna kultura in moda—Textile, The Culture of Clothing, Fashion, eds. Nives
Cvikl, Maja Hren Brvar. Maribor: Maribor Regional Museum) 2019: 127-135. Url: https://
museum-mb.si/wp-content/uploads/2019/10/MuseoEurope_2019_vse.pdf (accessed
September, 4, 2020); Kacafura Porekar, Irena. “History of preventive conservation in
the collection of clothing and clothing accessories at the Maribor Regional Museum.”
Museoeurope. Tekstil, oblacilna kultura in moda-Textile, The Culture of Clothing,
Fashion, eds. Nives Cvikl, Maja Hren Brvar. Maribor: Maribor Regional Musuem, 2019:
137-150. Url: https://museum-mb.si/wp-content/uploads/2019/io/MuseoEurope_2019_
vse.pdf (accessed September, 4, 2020).

16 — Paveli¢ Weinart, Vanda. Moda od fin de siecle do charlestona. Zagreb:
Museum of Arts and Crafts, 1966.

17 — Stojanovié, Dobrila. Zenska moda od sredine XIX veka do tridesetih godina XX
veka: iz zbirke Muzeja primenjene umetnosti. Belgrade: Museum of Applied Art,
1966. Belgrade. URL: https://digbibliotekampu.locloudhosting.net/items/show/i7
(accessed August, 28, 2020).
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godina mode u Sloveniji) autora Sergeja VriSera.”® Sljedece godine prate
ga Muzej za umjetnost i obrt u Zagrebu izlozbom Moda od fin de siecle do
charlestona (1966.) autorice i voditeljice Zbirke tekstila i modnog pribora
Vande Paveli¢-Weinert'® i Muzej primenjene umetnosti u Beogradu, izloz-
bom Zenska moda od sredine XIX veka do tridesetih godina XX veka (1966.)
kustosice i voditeljice Zbirke tekstila i kostima Dobrile Stojanovié¢.” Muzej-
sko-skupljacka aktivnost sedamdesetih i osamdesetih godina na podruéju
Slovenije, Hrvatske i Srbije znatnije se usredotocila na predmete nacio-
nalne i umjetnicke vrijednosti, dok je senzibilitet za modne artefakte ovisio
o upravljackoj strategiji muzeja i djelomiéno o afinitetu samog voditelja
zbirke. O odjevnim stilovima i odijevanju istrazivacke radove pisali su etno-
lozi, povjesni¢ari umjetnostii povjesnicari. Od devedesetih godina dvade-
setog stolje¢a modni fenomeni i trendovi prezentirani su u sklopu opseznih
kulturoloskih izlozbi i promatraju se kao jedan od segmenata drustvenog
izraza slojevitog znacenja.

Trecu fazu periodizacije Riegels Melchior smjesta u razdoblje od devede-
setih godina dvadesetog stolje¢a pa sve do danas. Moda je sve prisutnija u
svjetskim muzejima, predstavlja se na spektakularan nacin, izlozbe imaju
snazan komercijalan karakter, naglaavaju se umjetnicke vrijednosti modne
produkcije, predstavljaju se opusi modnih dizajnera, dok izlozbeni koncepti

15 — Predstavljeni su bili odjevni stilovi slovenske aristokracije i burzoazije u razdoblju od
17. do 19. stoljeca. VriSer, Sergej. Tristo let mode na Slovenskem, Maribor: Pokrajinski
muzej, 1965.; Hren Brvar, Maja. “Museum Fashion Month.” Museoeurope. Tekstil, oblacilna
kultura in moda—Textile, The Culture of Clothing, Fashion, ur. Nives Cvikl, Maja Hren Brvar.
Maribor: Pokrajinski muzej Maribor (Maribor Regional Musuem), 2019: 127-135. Url: https://
museum-mb.si/wp-content/uploads/2019/io/MuseoEurope_2019_vse.pdf (pristupljeno
04.09.2020); Kacafura Porekar, Irena. “History of preventive conservation in the collection
of clothing and clothing accessories at the Maribor Regional Museum.” Museoeurope.
Tekstil, oblacilna kultura in moda—Textile, The Culture of Clothing, Fashion, ur. Nives Cvikl,
Maja Hren Brvar. Maribor: Pokrajinski muzej Maribor (Maribor Regional Musuem), 2019:
137-150. Url: https://museum-mb.si/wp-content/uploads/2019/10/MuseoEurope_2019_vse.
pdf (pristupljeno 04.09.2020.)

16 — Paveli¢-Weinert, Vanda. Moda od fin de siecle do charlestona. Zagreb: Muzej za
umjetnostiobrt, 1966.

17 — Stojanovi¢, Dobrila. Zenska moda od sredine XIX veka do tridesetih godina XX veka:
iz zbirke Muzeja primenjene umetnosti. Beograd: Muzej primenjene umetnosti, 1966.
Beograd. URL: https://digbibliotekampu.locloudhosting.net/items/show/i7 (pristupljeno
28. 8. 2020).
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commercial character, artistic value of fashion production is empha-
sised, fashion designers’ collections are presented, and exhibition con-
cepts follow currents events and even taboo topics. In our region, sev-
eral exhibitions stand out: Comrade a la mode: Clothing and Fashion in
Zagreb from 1945 until 1960 held at the Museum of Contemporary Art-Za-
greb in 2006 authored by Ante Ton¢i Vladislavi¢, Fashion in Motion: Ital-
ian style 1951-1990. Glimpses of Slovenian Fashion held at the Slovene
Ethnographic Museum in 2015 whose author was museum advisor Nina
Zdravic Poli¢'®, and Aleksandar Joksimovié¢: from the Collection of the
Museum of Applied Art held at the Museum of Applied Art in Belgrade in
2015 authored by museum advisor Bojana Popovié.' Maribor Regional
Museum provided especially important contribution to fashion museali-
zation in the last two years by intensive inclusion of fashion related top-
ics and various activities (conferences, lectures, discussions, workshops,
fashion shows, exhibitions) in its annual programmes.*°

FASHION IN THE MUSEUM

Fashion exhibitions and other activities connected to fashion and its
musealization became an essential part of annual programmes in institu-
tions such as The Metropolitan Museum of Art in New York or Victoria
and Albert Museum in London. At the same time, museums specializing
in fashion such as Museum at the Fashion Institute of Technology in

New York, Musée de la Mode et du Costume (the Palais Galliéra)®' and
Musée de la Mode et du Textile in Louvre, Paris, Kyoto Costume Institute
in Japan, intensified their activities.? Their experiences based on visitor
responses represented an important factor in the growth of anew

wave of specialized fashion museums such as MoMu—Mode Museum

18 — Moda v gibanju. Italijanski slog 1951-1990. Utrinki slovenske mode: fashion in
motion: Italian Style 1951-1990. Glimpses of Slovenian fashion, ed. Nina Zdravi¢ Poli¢.
Ljubljana: Slovene Ethnographic Museum, 2015.

19 — Popovi¢, Bojana. Aleksandar Joksimovic. Iz zbirke Muzeja primenjene
umetnosti. Belgrade: Museum of Applied Art, 2015.

20 — Hren Brvar 2019: 127-135.
21— Founded by the city of Paris in the 1920s, located at Galliéra since 1977.

22 — Private Japanese museum founded by Wacoal Company, underwear manufacturer.
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prate drustveno aktualna pitanja paitabu teme. Na tim tragovima na nasim
prstorima izdvojit c¢emo samo neke od njih poput izlozbe Drugarica d la
mode: odijevanje i moda u Zagrebu od 1945. do 1960. godine, iz 2006. godine
u organizaciji Muzeja suvremene umjetnosti, te autoraizlozbe Ante Ton¢ija
Vladislavi¢a. Zatim Moda u pokretu: talijanski stil 1951-1990. Iskrice sloven-
ske mode (orig. Moda v gibanju: Italijanski slog 1951-1990. Utrinki slovenske
mode—fashion in motion: Italian Style 1951-1990. Glimpses of Slovenian
fashion) iz 2015. godine, postavljena u slovenskom etnografskom muzeju,
autorice muzejske savjetnice Nine Zdravi¢ Poli¢,'® te u Beogradu u Muzeju
primenjene umetnostiizlozba Aleksandar Joksimovié. 1z zbirke Muzeja
primenjene umetnosti, autorice muzejske savjetnice Bojane Popovi¢ iz 2015.
godine.' Posebno vazan doprinos muzealizaciji mode zadnje dvije godine
pruza Pokrajinski muzej u Mariboru, intenzivnim uklju¢ivanjem tema te
razlicitih aktivnosti (konferencija, predavanja, diskusije, radionice, modne
revije, izlozbe) posveéenih modi kroz svoje godi$nje programe.>®

MODA U MUZEJU

Modne izloZbe te ostale aktivnosti vezane za modu i njezinu muzealizaciju
postali su neizostavni sadrzaji godisnjih programa u institucijama poput

The Metropolitan Museum of Art u New Yorku ili Victoria and Albert Museum
u Londonu, dok su muzeji specijalizirani za modu nalik Museum at the Fas-
hion Institute of Technology u New Yorku, Musée de la Mode et du Costume
(Palais Galliéra)*' i Musée de la Mode et du Textile u sklopu Louvrea u Parizu,
Kyoto Costume Institute u Japanu svoje djelatnosti intenzivirali.* Njihovo
iskustvo zasnovano na odazivu posjetitelja predstavljalo je vaznu odrednicu
u eskalaciji novog vala specijaliziranih muzeja za modu, nalik MoMu -

Mode Museum Province Antwerpen (2002.), Fashion and Textile Museum

18 — Moda v gibanju. Italijanski slog 1951-1990. Utrinki slovenske mode: fashion in motion:
Italian Style 1951-1990. Glimpses of Slovenian fashion, ur. Nina Zdravi¢ Poli¢. Ljubljana:
Slovenski etnografski muzej, 2015.

19 — Popovi¢, Bojana. Aleksandar Joksimovic. Iz zbirke Muzeja primenjene umetnosti.
Beograd: Muzej primenjene umetnosti, 2015.

20 — Hren Brvar 2019: 127-135.
21 — Osnovao grad Pariz 1920-ih, dok je na lokaciji Galliéra od 1977.

29 — Privatni japanski muzej koji je osnovao Wacoal Company, proizvodac donjeg rublja.
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Province Antwerpen (2002), Fashion and Textile Museum in London
(2003), Museo de la Moda in Santiago, Chile (2006), MUDE—Museo do
Design et da Moda in Lisbon (2008).

In the region of Slovenia, Croatia, and Serbia, a museum specializing
exclusively in fashion does not exist. Fashion artefacts are held in the
collections of national, city, and ethnographic museums together with
liturgical textile items and items of traditional heritage. In most cases,
the names of collections do not refer to fashion content. Instead, they
use wider terms (textile, clothing, costume, accessories).?® The first
fashion museum in the region's surroundings was founded in Gorizia,
Italy (Museo della Moda e delle Arti Applicate)** in 1999 and the museum
Centre for the History of Textiles and Costume was housed at Mocenigo
palace in Venice in 1985.2° Specialized Museum of Textile and Clothing
Industry,*® was opened in Budapest, Hungary, in 1999, and fashion arte-
facts in Austria are held in the Fashion Collection founded in 1954 at the
Vienna Museum,? as well as in the Museum of Applied Arts' Historical
Textiles Collection.?® Although the collection points towards historical

23 — It should be emphasized that collecting of fashion items is carried out in other
museums in the region of former Yugoslavia as well.

24 — Museo della Moda e delle Arti Applicate, Gorizia, Italy. Url: https://musei.regione.
fvg.it/index.php?page=it/musei_e_archivi/musei_provinciali_di_gorizia/museo_della_
moda_e_delle_arti_applicate (accessed September, 4, 2020)

25 — Palazzo Mocenigo, Venice. Url: https://mocenigo.visitmuve.it/en/il-museo/layout-
and-collections/itinerary-renewed/ (accessed September, 4, 2020).

26 — Museum of Textile and Clothing Industry—Textilés Textilruhdazati Ipartorténeti
Muzeum, Budapest, Hungary. Url: http://www.textilmuzeum.hu/ (accessed September,
4,2020). Fashion in Hingary is also represented in collections of national museums
which presented a larger number of exhibitions dedicated to fashion in the last several
years: Hungarian National Museum. Url: https://mnm.hu/en/collections/historical-
repository/textile-collection, Budapest History Museum. Url: http://www.btm.hu/en/ ;
Kiscell Museum. Url: http://kiscellimuzeum.hu/eng/about_us (accessed September,
4,2020)

27 — Wien museum. Url: https://www.wienmuseum.at/en/collections/history-and-
city-life/fashion-collection (accessed September, 4, 2020)

28— MAK—Museum of Applied Arts, Textiles and Carpets Collection, Wien, Austria.

Url: https://www.mak.at/en/collection/mak_collection/textiles_and_carpets_collection
(accessed September, 4, 2020)
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u Londonu (2003.), Museo de la Moda u Santiagu, Cile (2006.), MUDE—
Museo do Design et da Moda u Lisabonu (2008.).

Na prostoru Slovenije, Hrvatske i Srbije ne postoji specijalizirani muzej
namijenjen isklju¢ivo modi. Modni artefakti nalaze se u zbirkama nacional-
nih, gradskih, etnografskih muzeja, uz tekstilnu gradu liturgijske ili tradicij-
ske bastine. U vecini slu¢ajeva zbirke u svom nazivu ne upucuju na modni
sadrzaj, vec su koristene rijeci $irih odrednica (tekstil, odjec¢a, kostim, modni
pribor).?® No, u okruzenju regije, prvi Muzej mode utemeljen je u Gorizijiu
Italiji (Museo della Moda e delle Arti Applicate) ** 1999. godine, dok se u
Veneciji 1985. godine u pala¢i Mocenigo smjestio muzej, ujedno Centar

za povijest tekstila i odjece (engl. Centre for the History of Textiles and
Costume, Centro Studi di Storia del Tessuto e del Costume).?® Budimpe-

sta u Madarskoj specijalizirani Muzej tekstila i odjevne industrije (Museum
of Textile and Clothing Industry, Textilés Textilruhazati Ipartérténeti
Muzeum)?® otvara 1999. godine, dok su u Austriji modni artefakti zastupljeni
u Zbirci mode osnovanoj 1954. godine u sklopu be¢kog muzeja (Fashion
Collection, Vienna Museum - Modesammlung des Historischen Museums),”
te u Muzeju primijenjene umjetnosti (MAK - Museum of Applied Arts)

u Zbirci povijesnog tekstila.>® lako zbirka upucuje na povijesni tekstil,

23 — Potrebno je naglasiti da je skupljacka djelatnost modne odjece rasprostranjena
i u ostalim muzejskim institucijama na tlu bivse Jugoslavije.

24 — Museo della Moda e delle Arti Applicate, Gorizia, Italy. Url: https://musei.regione.fvg.
it/index.php?page=it/musei_e_archivi/musei_provinciali_di_gorizia/museo_della_moda_
e_delle_arti_applicate (pristupljeno 04.09.2020.)

25 — Palazzo Mocenigo, Venice. Url: https://mocenigo.visitmuve.it/en/il-museo/layout-
and-collections/itinerary-renewed/ (pristupljeno 04.09.2020.) No, uz navedene muzeje,

u ltaliji valja spomenuti i Muzej tekstila (The Textile Museum - Museo del Tessuto) u Pratu
osnovan 1975. godine te The Costume Gallery (Galleria del Costume) koji je utemeljen

1983. godine u palaci Pitti u Firenzi.

26 — Museum of Textile and Clothing Industry—Textilés Textilruhazati Ipartérténeti
Muzeum, Budapest, Hungary. Url: http://www.textilmuzeum.hu/ (pristupljeno 04.09.2020.).
Moda je u Madarskoj zastupljena i u zbirkama nacionalnih muzeja, koje u zadnjih nekoliko
godina biljeze veci broj izlozbenih aktivnosti posvecenih modi: Hungarian national Museum.
Url: https://mnm.hu/en/collections/historical-repository/textile-collection, Budapest History
Museum. Url: http://www.btm.hu/en/; Kiscell Museum. Url: http://kiscellimuzeum.hu/eng/
about_us (pristupljeno 04.09.2020.)

27 — Wien museum. Url: https://www.wienmuseum.at/en/collections/history-and-city-life/
fashion-collection (pristupljeno 04.09.2020.)
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textiles, the museum's exhibitions are focused on the musealization of
contemporary fashion as is evident from the last virtual exhibition SHOW
OFF: Austrian Fashion Design (February, 14, 2020 - August, 30, 2020)

the presentation of which was adapted to the current global pandemic
of Covid-19.2°

The increase in the number of fashion exhibitions in the world is not sur-
prising considering a substantial interest among the public which brings
profit to the museums. The Metropolitan Museum of Art in New York was
visited by 661,509 people during the Alexander McQueen's Savage Beauty
exhibition (May, 4 - August, 7, 2011), and 1.659,647 visitors during the Heav-
enly Bodies: Fashion and the Catholic Imagination (May, 10 - October, 8,
2018) exhibition.®° Alexander McQueen's Savage Beauty exhibition was
held at the Victoria and Albert Museum in London in 2015 and it became
the most visited exhibition in the museum's history with 493,043 visitors.*!
Its record was beaten in 2019 by the Christian Dior: Designer of Dreams
exhibition (February, 2 - September, 1, 2019) with 594,994 visitors.?? These
numbers are unattainable for our region. It is interesting that here, unlike
abroad, fashion exhibitions have less visitors than cultural exhibitions. For
example, Art Nuveau in Croatia held at the Museum of Arts and Crafts in
Zagreb in 2003 was visited by more than 100,000 guests, ART DECO and
Art in Croatia in the Interwar Period by 63,872 visitors in 2003, 1960s in
Croatia—Myth and Reality by 51,252 visitors in 2018. Exhibitions dedicated
exclusively to fashion such as For Better or Worse: Wedding Garments
from 1865 until Today (2015) and On Pins and Needles/Igor Galas—Fashion
Design (2017), were visited by 4,930 and 8,041 visitors respectively. Zagreb
City Museum had 10,289 visitors at its Fashion and Clothing in the 1960s
Zagreb exhibition, and 6,377 visitors at the historical underwear fashion
show on Museum Night 2009.

29 — Exhibition: SHOW OFF: Austrian Fashion Design, 2019. Url: https://show-off.net/

30 — Petrov, Julia. Fashion, History, Museums, Inventing the Display of Dress. London,
New York, Oxford, New Delhi, Sydney: Bloomsbury, 2019:186.

31— Brooke, Eliza. “Alexander McQueen; Savage beauty beat attendance records

in London, too.” Fashionista, 2015. Url: https://fashionista.com/2015/08/savage-beauty-
victoria-albert (accessed September, 1, 2020)

32 — Wightman-Stone, Danielle. “V&A Dior exhibition “most visited” in museum’s history.”
FashionUnited, 2019. Url: https://fashionunited.uk/news/culture/v-a-dior-exhibition-
most-visited-in-museum-s-history/2019090345052 (accessed September, 1, 2020)
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izlozbene aktivnosti tog muzeja usredotoc¢ene su na muzealizaciju suvre-
mene mode, o ¢emu svjedo¢ii posljednja virtualna izlozba SHOW OFF:
Austrian Fashion Design (14.2.2020.-30. 8.2020.) prezentacijski prilagodena
situaciji u svijetu izazvanoj Covidom-19.2°

Porast broja modnih izlozbi u svijetu ne iznenaduje, s obzirom na poprili¢an
interes javnosti za njih, $to muzeju donosi zaradu. The Metropolitan Museum
of Art u New Yorku povodom izlozbe Alexandra McQueena (4. 5.-7. 8.2011.)
Savage Beauty posjetilo je 661.509 ljudi, a na izlozbi Heavenly Bodies: Fashion
and the Catholic Imagination (10.5.- 8.10.2018.) zabiljezeno je 1.659.647
posjetitelja.®° 1zlozba Alexandra McQueena Savage Beauty gostovala je 2015.
u Victoria & Albert muzeju u Londonu te postala najposjecenija ikada u povi-
jesti tog muzeja s ukupno 493.043 posjetitelja.*' Njezin rekord 2019. godine
srusila je izloZzba Christian Dior: Designer of Dreams (2.2.-1.9.2019.)
s 594.994 posjetitelja.*> Navedeni brojevi za prostore nase regije su nedo-
stizni. Zanimljivo je da u odnosu na inozemne trendove modne izloZbe biljeze
manji odaziv u odnosu na izlozbe kulturoloskog karaktera. Primjerice, u Muzeju
za umjetnost i obrt u Zagrebu izlozbe koje su obuhvatile i modne dionice
poput Secesija u Hrvatskoj 2003. godine posjetilo je preko 100 0ooo gostiju,
ART DECO i umjetnost u Hrvatskoj izmedu dva rata, 2011. godine 63 872 posje-
titelja, izlozbu Sezdesete u Hrvatskoj—Mit i stvarnost, 2018. godine 51 252
posjetitelja. U istoimenom muzeju izlozbe posvecene isklju¢ivo modi poput
U dobru i zlu: vienéana odjeca od 1865. do danas, 2015. godine posjetilo
je 4.930, dok izlozbu Na iglama/lgor Galas—Modni dizajn, 2017. godine 8041
posjetitelj. Dok Muzej grada Zagreb biljezi 10.289 posjetitelja na izlozbi

28 — MAK - Museum of Applied Arts, Textiles and Carpets Collection, Wien, Austria.
Url: https://www.mak.at/en/collection/mak_collection/textiles_and_carpets_collection
(pristupljeno 04.09.2020.)

29 — Izlozba: SHOW OFF: Austrian Fashion Design, 2019. Url: https://show-off.net/

30 — Petrov, Julia. Fashion, History, Museums, Inventing the Display of Dress. London, New
York, Oxford, New Delhi, Sydney: Bloomsbury, 2019:186.
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FashionUnited, 2019. Url: https://fashionunited.uk/news/culture/v-a-dior-exhibition-most-
visited-in-museum-s-history/2019090345052 (pristupljeno 01.09.2020.)
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FASHION MUSEOLOGY— BEGINNINGS
& CHALLENGES IN SLOVENIA, CROATIA,
AND SERBIA SYMPOSIUM

Based on the historical overview of the development of musealization

of fashion in the world and its gradual acceptance in our region, this book
presents eight authors from Slovenia, Croatia, and Serbia who discuss
the shift of research interest from clothing to fashion through case stud-
ies of individual collections and museums. Their studies were presented
at the symposium Fashion Museology—Beginnings and Challenges in Slo-
venia, Croatia, and Serbia held in October, 2020. Andrea Klobucar’s paper
discusses the term fashion museology on the example of the Museum of
Arts and Crafts in Zagreb pointing out that the discipline’s development is
subject to social and historical facts. Analysing her own experience as the
head of a collection, she introduces us to the challenges and initiatives
undertaken in order to evaluate fashion museology. Katja Mahnié¢’s paper
gives insight into the historical development of clothing and textile col-
lections in the former Regional Museum in Carniola. The author describes
fashion museology research as an analysis of a complex, conceptually
conditioned and historically varying process. Draginja Maskareli provides
insight into the change of the Museum of Applied Art’s strategy towards
fashion musealization on the example of the Textile and Costume Col-
lection. Spomenka Tezak provides an extensive analysis of Varazdin City
Museum’s collecting activities on the example of A Century of Textiles
exhibition dedicated to Varteks’ rich textile production. In addition, the
author points out the transformation of the exhibition’s character from
historical to commercial caused by the need to present it at the Museum
of Arts and Craft in Zagreb and to promote Varteks’ new collection in
2019. Maja Arcabic, the Head of the Fashion, Accessories and Textiles
Collection at Zagreb City Museum provides a wonderful insight into her
own experience of collecting and presenting garments as documents

of time which sublimates all political, economic and social changes.
Despite numerous challenges, she considers fashion and fashion related
initiatives an important incentive for visitors to recognize the museum

as an interesting interactive space of new content and activities.

The curator of the Split city museum, Darka Perko Kerum, offers an in-
sight into the collecting activities of historical and contemporary
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Moda i odijevanje u Zagrebu 1960-ih, te 6.377 posjetitelja na modnoj reviji
povijesnog donjeg rublja u Noéi muzeja 2009. godine.

SIMPOLZI) “MUZEALIZACIJA MODE —
POCECI | IZAZOVI NA PROSTORU
SLOVENIJE, HRVATSKE | SLOVENIJE

Na temelju povijesnog osvrta razvoja muzealizacije mode u svijetu i njezi-
nog postupnog primjenjivanja na nasim prostorima, knjiga predstavlja osam
autorica iz Slovenije, Hrvatske i Srbije, koje kroz studije slu¢aja pojedinih
zbirki i muzeja prate razvoj istrazivackih interesa usmjerenih s odijevanja
(odjece) na modu. Njihove studije predstavljene su na simpoziju Muzealiza-
cija mode—poceci i izazovi na prostoru Slovenije, Hrvatske i Srbije odrza-
nom u listopadu 2020. godine. Rad Andree Klobucar obraduje pojam muze-
alizacije mode na primjeru Muzeja za umjetnost i obrt u Zagrebu, ukazujuci
na uvjetovanost razvoja te discipline s drustveno-povijesnim ¢injenicama.
Na analizi vlastitog iskustva kao voditelja zbirke upoznaje nas s izazovima i
inicijativama u cilju valorizacije muzealizacije mode. Studija Katje Mahni¢,
docentice na Odsjeku povijest umjetnosti Filozofskog fakulteta Sveudilista
u Ljubljani, otvara terminoloska pitanja zna¢enja muzeologije i muzealizacije
mode te donosi uvid u povijesni razvoj odjevnih i tekstilnih zbirki u bivéem
Pokrajinskom muzeju Kranjske. Autorica opisuje istraZivanje muzealizacije
mode kao analizu slozenog, konceptualno uvjetovanog i povijesno promje-
njivog procesa. Draginja Maskareli na primjeru Zbirke tekstila i kostima
Muzeja primenjene umetnosti u Beogradu donosi uvid u promjenu strate-
gije muzeja usmjerenog prema muzealizaciji mode, dok Spomenka Tezak na
primjeru varazdinske izlozbe Stoljece tekstila posveéene bogatoj Vartekso-
voj tekstilnoj proizvodniji pruza iscrpnu analizu skupljacke djelatnosti Grad-
skog muzeja Varazdin. Autorica ujedno ukazuje na transformaciju karaktera
izlozbe Stoljece tekstila iz povijesne u komercijalnu, za potrebe gostovanja
u Muzeju za umjetnost i obrt u Zagrebu i promocije nove Varteksove kolek-
cije 2019. godine. Maja Ar¢abic, voditeljica Zbirke mode, modnog pribora i
tekstila u Muzeju grada Zagreba, daje izvanredan uvid u osobno iskustvo
skupljanja i prezentiranja odjevnih predmeta kao dokumenta vremena koji
sublimiraju sve politicke, ekonomske i drustvene promjene. Unato¢ mnogo-
brojnim izazovima, modu i inicijative vezane za modne teme smatra vaznim
¢imbenikom u poticaju posjetitelja da muzej prepoznaju kao zanimljiv inte-
raktivan prostor novih sadrzaja i aktivnosti.
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fashion artefacts and mentions new initiatives in popularizing fashion
museology. Aida Brenko presents one hundred years of Zagreb’s Ethno-
graphic Museum’s experience and challenges the contextual relationship
between fashion and traditional artefacts. She believes the founding

of the Collection of Contemporary Clothing in 2015 was a great impetus
for fashion museology. Mirjana Menkovi¢’s paper provides insight into
numerous activities dedicated to fashion at the Ethnographic Museum in
Belgrade as a result of interdisciplinary approach to research which rep-
resents a significant contribution to new ways of presenting and evalu-
ating fashion. Due to the support given to fashion museology, the ICOM
Costume Committee Annual Meeting was held there in 2011.

As the symposium is organized by the Faculty of Textile Technology, Uni-
versity of Zagreb, which offers the course Fashion Museology as part of
the interdisciplinary graduate studies Textile and Fashion Design’s The-
ory and Culture of Fashion programme since 2008, the second day of the
symposium was dedicated to two thematic discussions on education and
fashion design. The first talk, between art historians Stefan Zari¢ (Bel-
grade) and Lea Vene (Zagreb), dealt with the current issue of educating
future curators specialized in fashion. The second talk, between fash-
ion designers Silvio Vuj¢i¢ (Zagreb) and Elena Fajt (Ljubljana), raised

the question of the role of museums in the work of fashion designers as
places of inspiration, presentation, and education.

In conclusion, Fashion Museology—Beginnings and Challenges in Slove-
nia, Croatia, and Serbia represents a valuable contribution to the his-
torical development of the discipline and offers a specific insight into

its presence in our region’s museums. It raises new questions for future
discussions such as the relationship between heads of collections and
visiting curators, more intensive networking between museums and
institutions of higher educations as well as between regional muse-

ums themselves. Furthermore, it is necessary to consider new museum
spaces which would be appealing to visitors and new ways to make fash-
ion exhibitions more commercially interesting. The presented papers
also raise the question of the establishment of a new museum dedicated
solely to fashion. A specialized museum would enable collecting activi-
ties centred on fashion artefacts, annual programme focused on fashion
related topics, and the introduction of study programmes already well
established in the world’s leading museums.

*
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Kustosica gradskog muzeja u Splitu Darka Perko Kerum pruza uvid u sku-
pljacku djelatnost modno-povijesnih i suvremenih artefakata te ukazuje na
nove inicijative u popularizaciji podrucja muzealizacije mode. Aida Brenko
predstavljajuci stogodi$nje iskustvo Etnografskog muzeja u Zagrebu pre-
ispituje oblike kontekstualizacije odnosa modnih i tradicijskih artefakata,
dok osnivanje Zbirke suvremene odjece (2015.) u tom muzeju detektira kao
kvalitetan zamah novim izazovima muzealizaciji mode. Rad dr. sc. Mirjane
Menkovi¢ donosi uvid u vrlo bogate aktivnosti posvecene sadrzajima mode
u Etnografskom muzeju u Beogradu, kao rezultat interdisciplinarnih pri-
stupa istrazivanja, Sto predstavlja zna¢ajan doprinos zalaganju za nove
pristupe prezentaciji i valorizaciji mode. Zbog zalaganja za muzealizaciju
mode upravo u tom muzeju 2011. godine odrzan je godisnji sastanak Medu-
narodnog odbora za muzeje i zbirke povijesne odjece—ICOM.

Kako je organizator simpozija Tekstilno-tehnoloski fakultet Sveucilista

u Zagrebu, na kojem se izvodi kolegij Muzealizacija mode od 2008. godine

u sklopu interdisciplinarnog diplomskog sveuéilisnog studija Tekstilni i
modhni dizajn, smjer Teorija i kultura mode, drugi dan posvecen je bio dvjema
tematskim diskusijama o obrazovanju i modnom dizajnu. Prva je aktuali-
zirala pitanje obrazovanja buducih kustosa specijaliziranih za modu, u razgo-
voru s povjesni¢arima umjetnosti Stefanom Zari¢cem (Beograd) i Leom

Vene (Zagreb). Druga diskusija, s modnim dizajnerima Silvijem Vuji¢icem
(Zagreb) i Elenom Faijt, prof. (Ljubljana), otvorila je pitanje zna¢enja

muzeja u njihovom radu, kao prostora inspiracije, prezentacije i edukacije
modnih dizajnera.

Na kraju zaklju¢ujemo da publikacija Muzealizacija mode—poceci i izazovi
na prostoru Slovenije, Hrvatske i Srbije predstavlja vrijedan doprinos
povijesnom razvoju te discipline te pruza odredeni uvid u njezinu prisutnost
u muzejima nase regije. Otvara nova pitanja za buduce diskurse, kao $to je
odnos voditelja zbirki s gostujuc¢im kustosima, zatim intenzivnije poveziva-
nje muzeja s visokoobrazovnim institucijama kao i muzejima u regiji. Nadalje,
potrebno je razmotriti usmjerenja za osmisljavanje novih, posjetiteljima
atraktivnih ozrac¢ja muzejskih prostora te oblika komercijalizacije modno-
izlozbenih praksi. Na temelju izlozenih istraZivanja potice se i pitanje buduce
inicijative za pokretanje novog muzeja namijenjenog isklju¢ivo modi. Spe-
cijalizirani muzej omogucio bi skupljacku aktivnost usmjerenu na modne
artefakte, godisnji program primarno modne tematike te pokretanje studij-
skih programa nalik uvrijezenoj praksi u vode¢im svjetskim muzejima.

*
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Andrea Klobucar, senior curator
Manager of the collection of textiles and fashion accessories
Museum of Arts and Crafts, Zagreb, Croatia

SUMMARY

Ever since it was established in 1880, the Museum of Arts and Crafts in
Zagreb has been procuring various garments for their esthetic value and
quality, to set an example for all future artists and artisans. In the 1940s
and 50s, most exhibits were garments from the fin de siécle. During the
1960s, the then curator of the textile collection Vanda Paveli¢ Weinert
formed a collection policy focused on the procurement of more recent
garments from the past two decades and a systematic purchase of
products of the contemporary Yugoslavian textile industry. The Museum
held on to this collection policy for the several decades to come. The rise
of the Croatian fashion scene in the 2ist century coincided with the col-
lapse of the domestic textile industry. The collection and the exhibition
policy of the textile collection in the 21st century is concerned with these
phenomena, as discussed in this paper.

Clothing as a tridimensional object with kinetic properties occupies

both visual and cubical space and its performativity is generated through
different presentation techniques. As opposed to works pertaining to
fine and applied arts, clothing cannot stand on its own. It requires a
body, ideally a body in motion in order to be interpreted adequately. The
lack of a museum aid that would make this presentation possible com-
monly results in clothing exhibited solely on mannequins, in a manner of
presentation often described as “void of life”.
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Andrea Klobucar, visa kustosica
Voditeljica zbirke tekstilai modnog pribora
Muzej za umjetnost i obrt, Zagreb, Hrvatska

SAZETAK

Muzej za umjetnost i obrt osnovan je 1880. godine. Prema muzejskom
statutu, prvu od Sest temeljnih zbirki ¢inili su tekstilni predmeti. Najraniji
odjevni predmeti u zbirci datirani su u 18. stoljece, a nabavljeni su za
zbirku tekstila u prvoj polovini osamdesetih godina 19. stolje¢a. Sukladno
onodobnim muzeoloskim principima, odjevni predmeti su se prikupljali
radi estetskih vrijednosti i kakvoce izrade. Tijekom 1940-ih i 1950-ih
godina najvedi prirast u zbirci tekstila ¢inila je odjeca s kraja 19. stoljeca,
a1960-ih odjeca iz razdoblja meduraca. Kustosica zbirke tekstila Vanda
Paveli¢-Weinert Sezdesetih godina 20. stolje¢a uvodi novinu u sakupljacku
politiku nabavkom odjece onodobne jugoslavenske tekstilne industrije.
Tijekom narednih desetlje¢a sakupljacka politika nije se znatno mijenjala
te se zbirka tekstila popunjava odjevnim predmetima iz razdoblja od 19. do
devedesetih godina 20. stoljeca. U 21. stolje¢u, jacanjem hrvatske modne
scene, aliiistovremenim propadanjem hrvatske tekstilne industrije,
Muzej za umjetnost i obrt svoju je sakupljacku i izlagacku politiku zbirke
tekstila i modnog pribora usmjerio ka tim dvjema pojavama.

Istodobno s prikupljanjem, obradom i istrazivanjem odjece i kulture odi-
jevanja, Muzej za umjetnost i obrt prireduje tematske izlozbe. Pri njihovoj
realizaciji kustosice i restauratorice susrecu se s problemom adekvatnog
izlaganja odjece. Buduci da je odjeca trodimenzionalni objekt s kineti¢kim
svojstvima, da bi bila pravilno ,procitana“, potrebno joj je tijelo koje bi je
nosilo i pritom se micalo. U nedostatku takvoga muzeoloskog pomagala,
odjeca se najéesce izlaze na raznovrsnim lutkama pri éemu je cesto takav
nacin prezentacije opisan kao ,lisen zivota“,
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== QOver the first half of the 20th century, art museums housing
historical clothing had grown aware of the need to apply the museologi-
cal approach to clothing culture and fashion, which had led to strategic
planning and revisiting the collection policy for textile and garment arti-
facts. The process of musealization of fashion first started in the 1980s.
The term fashion initially referred only to the types of garments worn by
the majority of people in a given period of time, and thus evaluated and
interpreted as an expression of a particular society and/or culture. Until
the emergence of specialized fashion museums or the setup of fashion
collections in museums of fine and applied arts, garments were treated
solely as artifacts of applied arts, craftsmanship and design; however,
the methodological and scientific paradigms applied in their valorization
were identical to those of fine and applied arts. Textile collections in
most European museums founded from 1800 to 1850 were comprised of
artifacts procured for the quality and value of the materials. Garments
were mostly collected for their modern cuts, construction quality, origin
and esthetic value. Until the 1950s, fashion garments were considered
pertaining only to women, ephemeral, frivolous, commercial, of low value
and unworthy of serious attention. Only in the 1960s was fashion first
recognized as a social and cultural phenomenon, taking over all walks of
life, leading the public to reevaluate historical clothing. Garment collec-
tions were set up to track changes in design, production and taste, but
also to document social and cultural customs, to reconstruct and com-
prehend personal and national history. The 21st-century collection policy
for clothing should be aimed at regional and national developments in
the world of fashion, making museum collections reflective of local and
national cultural initiatives, projects and goals. The complete blurring of
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== Tijekom druge polovine 20. stolje¢a umjetnic¢ki muzeji, koji u svojim
fundusima ¢uvaju povijesnu odjecu, postali su svjesni potrebe muzealizacije
kulture odijevanja i mode te su poceli strateski planirati i promisljati saku-
pljacku politiku zbirki tekstila ¢iji su sastavni dio i odjevni predmeti. Sam pro-
ces muzealizacije mode zapoceo je tek u osmom desetljecu 20. stoljeca. Pri
tome se pojam moda primjenjuje na odjevne predmete koje je velik broj ljudi
nosio u odredenom vremenu te ih se vrednuje i interpretira kao izraz odrede-
nog drustva i/ili kulture. Do pojave osnivanja specijaliziranih muzeja mode

ili do formiranja zbirki mode u op¢im, umjetnickim i muzejima primijenjene
umjetnosti, odjevni predmeti bili su tretirani kao umjetnicki predmeti ili
predmeti primijenjene umjetnosti, obrta i dizajna te su za njihovu valorizaciju
primjenjivane iste metodoloske i znanstvene paradigme kao i za predmete
lijepih i primijenjenih umjetnosti. Zbirke tekstila u vecini europskih muzeja
osnovanih u periodu od 1800. do 1850. godine ¢inili su tekstilni predmeti koji
su za fundus nabavljeni radi kakvoce i vrijednosti materijala od kojeg su izra-
deni. Odjevni predmeti postupno su se poceli sakupljati ve¢inom radi moder-
nih krojeva, konstrukcije, provenijencije i estetske vrijednosti. Sve do sredine
20. stolje¢a modna se odjeca smatrala prvenstveno zenskom, prolaznom,
neozbiljnom, komercijalnom, male vrijednosti i nevrijednom ozbiljne paznje.
Tek je Sezdesetih godina 20. stolje¢a fenomen mode prepoznat kao drustve-
no-kulturni fenomen koji je zahvatio sva podrucja zivota i ujedno je promije-
nio nacin valoriziranja odjece iz povijesti. Zbirke odjece stvarane su da bi

se pratile promjene u dizajnu, proizvodniji i ukusu, ali i s ciljem da se doku-
mentiraju drustveni i kulturni obicaji, rekonstruiraju i razumiju osobna i naci-
onalna povijest. Sakupljacka politika zbirki odjece u 21. stolje¢u treba biti
usmjerena ka regionalnim i nacionalnim modnim zbivanjima, centrima i diza-
jnerima tako da zbirke odrazavaju lokalne i nacionalne kulturne inicijative,
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boundaries between fine and applied arts, research of different
aspects of material culture and social-cultural phenomena have led
to changes in the approach to clothing and fashion. Garments are

no longer observed solely as works of applied arts, but are now valued
for their social and cultural significance, which further grows once
they are turned into museum exhibits."

DRESS MUSEQLOGY IN THE COLLECTION
OF TEXTILES AND FASHION ACCESSORIES
IN THE MUSEUM OF ARTS AND CRAFTS

The first conceptions of establishing the Museum of Arts and Crafts
started in the period of Croatian national revival in the first half of

the igth century, with the attempts to organize the “craftsmanship
department” within what was then the National Museum. The Art
Association founded in 1868 played a key role in the establishment of
the Museum of Arts and Crafts as one of the first items on their agenda.
The then president of the Association Izidor Kr§njavi was the central
figure of this undertaking. Owing to his friendship with the bishop
Strossmayer, he was trusted with procuring the first artifacts for the
future museum of arts and crafts at the auction of painter Fortuny

in 1875 in Paris. Three years later, Kr$njavi drafted the rulebook for

the management of the temporary crafts department in the National
Museum and the groundwork for the future establishment of the
Museum of Arts and Crafts titled Osnova naredbe kojom se ustraja
privremeno umjetno-obrtni odjel muzeja i osnovu za umjetnic¢ko-obrt-
ni¢ki muzej u Zagrebu. The Art Association issues the print of the
Statute of the Museum of Arts and Crafts in 1879. The Museum was
finally founded on 17 February 1880, with Izidor Kr$njavi as the director.

1— Fukai, Akiko. ,Dress and Fashion Museums.“ In: Berg Encyclopedia of World Dress
and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010.
Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioo40.xml?print
(accessed December, g, 2010); Thompsom, Eleanor. ,Museum Collections of Dress

and Fashion.” In: Berg Encyclopedia of World Dress and Fashion: Global Perspectives,
ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010. Url: http://www.bergfashionlibrary.
com/view/bewdf/BEWDF-vio/EDchioo41.xml?print (accessed December, 9, 2010)
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projekte i ciljeve. Potpuno brisanje granica izmedu lijepih i primijenjenih
umjetnosti, istrazivanja razli¢itih aspekata materijalne kulture, kao istrazi-
vanja sociolosko-kulturoloskih fenomena dovela su do promjena u pristupu
sagledavanja odijevanja i mode. Odjevni predmeti viSe se ne promatraju
kao umjetnicki predmeti, dio primijenjene umjetnosti, ve¢ je vazno njihovo
sociolosko i kulturno znacenje kao i promjene koje se u zna¢enju dogadaju
kada odjeca postaje muzejski predmet.’

MUZEALIZACIJE ODIJEVANJA
U ZBIRCI TEKSTILA | MODNOG PRIBORA
MUZEJA ZA UMJETNOST | OBRT

Zaceci razmisljanja o potrebi osnivanja zagrebackog Muzeja za umjetnost

i obrt sezu u vrijeme Hrvatskog narodnog preporoda u prvoj polovini 19.
stoljeca, kada se govorilo o potrebi osnivanja ,,obrtni¢kog odsjeka“ u okviru
tadasnjeg Narodnog muzeja. Kljuénu ulogu pri osnivanju muzeja imalo je
Drustvo umjetnosti osnovano 1868. godine koje je kao jedan od svojih prvih
zadataka odredilo osnivanje Muzeja za umjetnost i obrt. Tadasnji predsjed-
nik Drustva Izidor Kr$njavi bio je jedan od klju¢nih ljudi pri osnivanju mu-
zeja. Zahvaljujuci prijateljstvu s biskupom Strossmayerom, bilo mu je povje-
reno da na drazbi slikara Fortunya u Parizu 1875. godine nabavi prve pred-
mete za fundus buduc¢eg umjetnic¢ko-obrtnickog muzeja. Tri godine kasnije
Krsnjavi sastavlja Osnovu naredbe kojom se ustraja privcemeno umjet-
no-obrtni odjel muzeja i osnovu za umjetnic¢ko-obrtnicki muzej u Zagrebu,
a1879. godine Drustvo umjetnosti Stampa Statut Muzeja za umjetnost i
obrt. Muzej je kona¢no osnovan 17. veljace 1880. godine i prvi ravnatelj po-
stao je Izidor Kr§njavi. Glavna svrha Muzeja bila je $to potpunije prikazati
razvoj domacega i inozemnog obrta i umjetnosti te tako pomo¢i domacim
zanatlijama da na temelju izlozenih muzejskih primjeraka usavr$e svoja

1— Fukai, Akiko. ,Dress and Fashion Museums.“ U: Berg Encyclopedia of World Dress and
Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010. Url: http://
www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioogo.xml?print (Pristupljeno
9. 12. 2010.); Thompsom, Eleanor. ,Museum Collections of Dress and Fashion.“ U: Berg
Encyclopedia of World Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford:
Berg Publishers, 2010. Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/
EDchioo41.xml?print (Pristupljeno 9. 12. 2010.)
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The main purpose of the Museum was to provide a comprehensive
overview of the developments in national and international arts and
crafts, in order to help local craftsmen develop their knowledge and
skills and foster esthetic sense in wider public. The first exhibition

of the Museum was set up on 20 June, 1880, on the second floor of the
house in Gajeva ulica no. 26. Unfortunately, the Museum was closed
the same year due to the damage of the building and the artifacts
caused by the 1880 major earthquake.

According to the aforementioned Statute of the Museum from 1879,
the archive is divided into six categories: the first category comprises
textile, reed, and brushwood artifacts, the second contains carvings,
parchments, bookbinding and ivory, the third glass and ceramics, the
fourth carpentry and furnishings, the fifth stone artifacts, original
architectural fragments and molds, and the sixth consists of artifacts
made of gold, bronze, tin etc.” The placement of textile artifacts in the
first collection speaks for the importance ascribed to their procure-
ment. Izidor Kr8njavi designed the policy for the collection of textiles
in accordance with the then effective museological principles in
Europe—as stated in the Statute, textile artifacts and garments were
primarily collected for their quality and artistic value to set an example
for future artists and craftsmen. The first procured artifacts in the
collection of textiles were folk embroideries and fabrics purchased in
1881 and 1882. According to the 1882 inventory list, all textile artifacts
were assembled in the Collection of Old and Recent Laceworks, Hab-
erdashery and Alike. The listed artifacts were displayed in the new
permanent collection of the Museum in 1882. The collection occupied
five rooms of the second floor in Priester House in what is today Praska
ulica in Zagreb, and textile artifacts were exhibited in the third room in
the second group.® Even though the collection of textiles was based on
ethnographic artifacts, Krsnjavi exhibited certain sensitivity to cloth-
ing by donating a rococo style jacket for the Museum’s collection.*

2 — Statute and the establishment of the Museum of Arts and Crafts, 1879
3 — MUO Archive, 1882 Inventory Ledger
4 — MUO 3og9y, earlier signature I1./1. ng
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znanja i vjestine, ali ujedno i utjecati na stvaranje i razvoj smisla za este-
tiku kod gradanstva. Prvi postav Muzeja otvara se 20. lipnja 1880. godine na
drugom katu kuée u Gajevoj ulici br. 26, ali se iste godine zbog ostecenja
zgrade i predmeta uslijed potresa Muzej zatvara.

Prema Statutu Muzeja za umjetnost i obrt iz 1879. godine fundus se dijeli

u Sest skupina predmeta: u prvoj su predmeti od tekstila, trstike, prucai
lika, u drugoj su rezbarije, pergamene, knjigovestvo, slonova kost, u trecoj
keramika i staklo, u ¢etvrtoj stolarstvo i izradivanje posoblja, u petoj pred-
meti od kamena, originalni arhitektonski fragmentii odljevii u Sestoj su
proizvodi od zlata, bronce, kositra itd.? Svrstavanje predmeta od tekstila u
prvu skupinu govori o vaznosti koja se pridavala njihovu sakupljanju. 1zidor
Krsnjavi je sakupljacku politiku zbirke tekstila formirao sukladno tadasnjim
europskim muzeoloskim principima—tekstilni i odjevni predmeti primarno
su se, kao $to je naznaceno u statutu, sakupljali radi svoje umjetnicke vri-
jednosti i kvalitetne izrade te su kao takvi trebali biti primjerom za buduce
umijetnike i obrtnike. Prvi predmeti za fundus zbirke tekstila Muzeja za
umjetnost i obrt bili su narodna veziva i tkanine kupljeni 1881. i1882. godine.
Prema inventaru iz 1882. godine svi tekstilni predmeti bili su objedinjeni

u zbirci koja se zvala Shirka starih i novijih ¢ipaka, gumbarskih radnja i
drugo. Popisani predmeti u ovom inventaru bili su izloZzeni u novom stalnom
postavu Muzeja 1882. godine. Postav je zauzimao pet soba drugoga

kata kuce Priester u danasnjoj Praskoj ulici u Zagrebu, a tekstilni predmeti
bili su izlozeni u tre¢oj sobi u drugoj skupini.® lako se fundus zbirke tada
temeljio na etnografskom tekstilu, Kr$njavi pokazuje senzibilitet spram
odjece poklonivsi Muzeju rokoko haljetak.*

IS¢itavajuci stare muzejske inventare moze se vidjeti kako se mijenjao

naziv i sadrzaj zbirke koja obuhvaca tekstilne predmete. Prema inventaru
iz1885. godine, muzejski fundus podijeljen je u sedam skupina. Prvu skupinu
¢ine Tekstilni predmeti: starije i novije domace i strane tkanine, cilimi,
odijela, veziva, ¢ipke, pletiva... 1z ovako podijeljene zbirke vidimo da su se
tekstilije pocele dijeliti na podzbirke, pri cemu se odjeca, kao zasebna

2 — Statut i osnova Muzeja za umjetnost i obrt, 1879.
3 — Arhiv MUO, Inventarna knjiga iz 1882. godine.
4 — MUO 309}, ranija signatura llL./1. ug.
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By analyzing the old Museum inventory lists, we can observe that the
collection of textiles changed its name and contents on multiple occa-
sions. According to the 1885 inventory list, the Museum’s archive was
divided into seven categories. The first group was now named Textile
Artifacts: older and recent local and imported fabrics, rugs, attires,
embroidery, lace, knits... This categorization suggests the introduction
of subdivisions in the collection of textiles, whereby clothing was consid-
ered a category of its own, worthy of systematized and selective collec-
tion policy.® An empire style silk dress from this inventory, dating from
1810, is the oldest garment in the entire collection.®

At the beginning of the 20th century, all collections were being curated
and prepared for the opening of the permanent exhibition in the Museum's
own building for the first time. A teacher and textile expert Jelica Belovi¢
Bernadzikowska was engaged to curate the collection of textiles. The
result of her work in curating and categorization of the collection was also
the first Museum catalog titled Katalog tekstilne zbirke zemalj. umjet-
ni¢ko-obrtnog muzeja z Zagrebu, printed in 1907. The catalog indicates
that the earliest collection of textiles consisted of ethnographic artifacts
—clothing, furnishings (bed linens, tablecloths, towels), fragments of
fabrics and embroideries, rugs, but also fragments of various European
laceworks, a fragment of a 15th century tapestry, fragments of silk, dam-
ask, velvet and cotton fabrics, a “finely embroidered rococo garment

from the 18th century” (MUO 3091), “an Empire silk dress, with colorful silk
embroidery” (MUO 3089) and an “18th-century grey-navy blue silk jacket,
embroidered with silk and sequins”.” The Museum of Arts and Crafts finally
opened its permanent exhibition on 19 May, 1909 in its current location.
The collection of textiles was exhibited in showcases on the first floor.
According to the then inventory, it was named the Collection of Weaves
and Embroideries, counting the total of 5881 artifacts.® In 1913, the collec-
tion of textiles had the highest count in the Museum with 7312 artifacts.®

5 — MUO Archive, Inventory Ledger from 1885
6 — MUO 3089, earlier signature, Suit no. 3

7 — Belovi¢ Bernadzikowska, Jelica. Katalog tekstilne zbirke zemalj. umjetnicko-obrtnog
muzeja u Zagrebu. Zagreb: Muzej za umjetnost i obrt, 1907: 72.

8 — MUO Archive, Inventory Ledger from ig10
9 — MUO Chronology, unpublished manuscript

44

FASHION MUSEOLOGY / MUZEALIZACIJA MODE

/ FASHION MUSEOLOGY IN THE MUSEUM OF ARTS AND CRAFTS AND THE PROBLEMS OF ITS PRESENTATION /

ANDREA KLOBUCAR

MUZEALIZACIJA MODE U MUZEJU ZA UMJETNOST | OBRT | PROBLEM PREZENTACIJE

cjelina, smatra vrijednom sustavnoga i promisljenoga sakupljanja.® Svilena
haljina, datirana u vrijeme empirea, oko 1810. godine, iz ovoga inventara
najranija je nabavka odjece za fundus Muzeja.®

Pocetkom 20. stoljeca ureduje se muzejska zgrada, obraduju se zbirke

i vr§e se pripreme za otvorenje stalnog postava u vlastitoj zgradi. U¢iteljica

i struénjakinja za tekstil Jelica Belovi¢ Bernadzikowska angazirana je da
obradi tekstilnu zbirku. Kao rezultat njezina rada na sredivanju i katalogizaciji
zbirke, tiskan je 1907. godine prvi muzejski katalog—Katalog tekstilne zbirke
zemalj. umjetnicko-obrtnog muzeja z Zagrebu. Prema katalogu vidimo da su
se u najranijem fundus zbirke nalazili etnografski predmeti—odjeca, posoblje
(posteljina, stolnjaci, ruénici), fragmenti tkanina, fragmenti vezova, ¢ilimi,
alii fragmenti raznih europskih ¢ipaka, fragment tapiserije iz 15. stoljeca, fra-
gmenti svilenih, damastnih, bar§unastih i pamuénih tkanina, te ,lijepo vezen
rokoko-struk iz 18. vijeka“ (MUO 3091), ,haljina svilena iz doba ,,Empire*, svi-
lovez sareni“ (MUO 3089) i ,haljetak iz 18. vijeka, vezen svilom i §ljokicama

po sivo-modroj svili“.” Muzej za umjetnost i obrt konac¢no otvara stalni postav
19. svibnja 1909. godine u zgradi u kojoj se i danas nalazi. Zbirka tekstila bila
je izlozena u ormarima na prvom katu. Prema tadasnjem inventaru zove se
Zbirka vezova i tkanja i broji 5881. predmet.? Godine 1913. zbirka tekstila naj-
brojnija je muzejska zbirka i broji 7312 muzejskih predmeta.®

Sakupljacka politika zbirke tekstila Muzeja za umjetnost i obrt promijenila

se oshivanjem Etnografskog muzeja u Zagrebu i1919. godine kada je sva etno-
grafska grada iz Muzeja predana novoosnovanom muzeju. U zbirci tekstila
ostali su odjeca, fragmenti tekstila, ¢ipke, sagovi, ¢ilimi, tapiserije i liturgijsko
ruho. Po¢etkom dvadesetih godina muzejska sakupljacka politika sve se vise
orijentira na prikupljanje predmeta radi njihove kulturne, povijesne i umjet-
nicke vrijednosti. Zbirka tekstila se tijekom dvadesetih godina popunjava
pojedinac¢nim otkupima i donacijama, ve¢inom odjevnih predmeta iz kraja

19. stolje¢a. Medu zanimljivijim predmetima je benkica koju je izradila majka

5 — Arhiv MUO, Inventarna knjiga iz 1885. godine.
6 — MUO 3089, ranija signatura Odijelo 3

7 — Belovi¢ Bernadzikowska, Jelica. Katalog tekstilne zbirke zemalj. umjetnicko-obrtnog
muzeja u Zagrebu. Zagreb: Muzej za umjetnost i obrt, 1907: 72.

8 — Arhiv MUO, Inventarna knjiga iz 1910. godine.
9 — Kronologija MUO, neobjavljeni rukopis
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The collection policy of the Museum of Arts and Crafts started to
change with the establishment of the Ethnographic Museum in Zagreb
in1919, when all ethnographic collectables were transferred to the
newly founded museum. What remained the collection of textiles were
clothing, fragments of fabrics and laceworks, carpets, rugs, tapestries
and liturgical vestments. In the early 1920s, the collection policy was
aimed at the procurement of artifacts for their cultural, historical and
artistic value. In this decade, the collection of textiles was comple-
mented with individual purchases and donations, mainly garments from
the late 1g9th century. One of the interesting artifacts is a wrap-over vest
made by the mother of the sculptor Robert Frange§ Mihanovié¢, donated
to the Museum on 23 November, 1929 by his wife Zenka Franges."® In
the early 1930s, the Museum's director Antun Jirousek (1926-1933) intro-
duced the central inventory ledger for all collections, making it more
difficult to track new additions within individual collections. Artifacts
from certain collections such as liturgical vestments and laceworks™
were entered in the central inventory ledger and categorized as items
in the collection of textiles.

The period under the directorship of Vladimir Tkal¢i¢ (1933-1952) was
considered the “golden age” of the textile collection, since the largest
number of items was procured in that period. These include a large
number of oriental carpets and rugs, some finest samples of lacework
from Lepoglava and the island of Pag, and a wide range of garments.
One of the most significant procurements in the 1930s is a skirt made of
Lyon silk from around 1710." The items from the fin de siécle were mostly
procured in the late 1940s and 1950s. One of the largest and most sig-
nificant purchases was from Zlata Lubienski in 1949. The Museum then
procured 35 garments and fashion accessories (hats, purses, shoes,
boots, parasols and fans) dating from the period between the 1870s
and 1904. The garments belonged to Albertina Adrowski, nee Unukic,
the mother of Zlata Lubienski. The first procurements of the garments
belonging to the family of Jelka Winkler, nee Turkovi¢, were recorded

10 — MUO 3401, MUO Inventory Ledger.

11— Only two of the old textile collection inventory ledger are still preserved: the
inventory ledger of the collection of liturgical vestments and collection of lace.

12 — MUO Archive registry number 360/1936

46

FASHION MUSEOLOGY / MUZEALIZACIJA MODE

/ FASHION MUSEOLOGY IN THE MUSEUM OF ARTS AND CRAFTS AND THE PROBLEMS OF ITS PRESENTATION /

ANDREA KLOBUCAR

MUZEALIZACIJA MODE U MUZEJU ZA UMJETNOST | OBRT | PROBLEM PREZENTACIJE

kipara Roberta Frangesa Mihanovi¢a, a Muzeju ju je poklonila 23.11.1929.
godine njegova supruga Zenka Franges.’ Ranih tridesetih godina ravna-
telj Antun Jirousek (1926.-1933.) uvodi centralnu inventarnu knjigu te se od
tada, buduci da se ukidaju inventarne knjige po pojedinim zbirkama, teze
moze pratiti prirast predmeta unutar pojedinih zbirki. Predmeti iz pojedi-
nih tekstilnih zbirki poput liturgijskog ruha i ¢ipaka' uvedeni su u centralni
inventar i vode se kao dio zbirke tekstila.

Vrijeme ravnateljstva Vladimir Tkalc¢ica (1933.-1952.) bilo je ,zlatno doba“
zbirke tekstila jer se tada za zbirku nabavlja najvise predmeta. Nabavljen

je velik broj orijentalnih sagova i ¢ilima, najbolji komadi lepoglavske i paske
cipke te velik broj odjevnih predmeta. Tridesetih godina istice se otkup
suknje izradene od svile proizvedene u Lionu oko 1710. godine.' Krajem
cetrdesetih i tijekom pedesetih godina 20. stolje¢a za zbirku se otkupljuju
vecinom predmetiiz kraja 19. i pocetka 20. stoljeca. Jedan od znacajnijih i
vecih otkupa bio je od Zlate Lubienski 1949. godine. Za Muzej je tada nabav-
lieno 35 komada odjece i modnog pribora (Sesira, torbica, cipela, ¢izama,
suncobrana i lepeza) datiranog od sedamdesetih godina 19. stolje¢a do oko
1904. godine. Predmeti su pripadali Albertini Adrowski, rod. Unuki¢, majci
Zlate Lubienski. Godine 1943. zabiljeZzene su prve nabavke predmeta iz obi-
telji Jelke Winkler, rod. Turkovi¢.” Tijekom narednih nekoliko desetljeca
zbirka ce se sustavno popunjavati odjevnim predmetima i modnim priborom
koji je pripadao Jelki Winklere i njenim kéerima.' Na taj je nacin stvoren

10 — MUO 3401, Inventarna knjiga MUO.

11 — Od starih inventarnih knjiga pojedinih tekstilnih zbirki danas su sacuvane samo
inventarna knjiga zbirke liturgijskog ruha i inventarna knjiga zbirke ¢ipaka.

12 — Arhiv MUO, akt ur. br. 360/1936.

13 — Jelka Winkler rod. Turkovi¢ (1859.-1942.) bila je kéi, drugo od petero djece,
Vjenceslava i lvane Turkovi¢. Vjenceslav je bio bogati karlovacki trgovac drvima, gradio

je jedrenjake u Kraljevici i bio vlasnik Kutjeva. Pohadala je internat Englische Frauleins

u St. Péltenu u Austriji. Udala se 1883. godine za doktora medicinskih znanosti Eugena
Winklera, sina Ivane

i Ferdinanda Winklera, prvog ravnatelja i utemeljitelja Prve hrvatske stedionice u Zagrebu.
U braku su dobili tri kéeri: Ivanu, Zeljku i Olgu.

14 — Ivana Vrbanié, kéi Jelke Winkler daruje majéinu odjeéu 1943. godine. Zeljka
Novkovié, kéi Jelke Winkler, prodaje majéinu odjecu 1949. godine. Iva Vrbani¢, kéi lvane
Vrbani¢, prodaje majéinu odjecu 1960. godine. Vera Thaller, unuka Jelke Winkler,
prodaje bakinu odjecu 1968. godine. Olga Klobucar, unuka Jelke Winkler, 1988. godine
prodaje odjecu.
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in1943." The collection would continue to grow over the following few
decades with the procurement of garments and accessories belonging
to Jelka Winkler and her daughters." These donations and purchases
led to the formation of the so-called wardrobe collection*, which
recounts the fashion history of several generations of women from a
single family, revealing details about the changes in clothing practices
over time—the cut, style, fashion, but also the social status and the
taste of the owners.

In the mid-1950s, the Museum purchased items of both menswear and
womenswear from the 18th century. Along with the Lyon silk dress,
these are the oldest artifacts in the collection of textiles. In 1956, Marija
Lukovi¢ sold several garments of menswear (trousers, a vest and a
coat) from around 1780 to the Museum.'® In 1955 and 1956, the Museum
complemented the collection of textiles by purchasing eight garments
and nineteen laceworks from Marija Kasandri¢.” The clothes in question
were a women's jacket from the early 18th century, five garments (two
dress tops, two dresses and one bolero) dating from 1810s, and two
men's vests, dating from the end of the 18th century and the first two

13 — Jelka Winkler, nee Turkovi¢ (1859-942) was the second of five children

of Vjenceslav and Ivana Turkovi¢. Vjenceslav was a wealthy wood merchant from
Karlovac, the owner of Kutjevo, who also built sailing boats in Kraljevica. She
attended the Englische Frauleins u St. Pélten in Austria. In 1883, she married doctor
Eugen Winkler, the son of Ivana and Ferdinand Winkler, the founder and first
director of the first Croatian savings bank in Zagreb. They had three daughters:
Ivana, Zeljka and Olga.

14 — Ivana Vrbani¢, the daughter of Jelka Winkler, donated her mother's clothes

in 1943. Zeljka Novkovi¢, the daughter of Jelka Winkler, sold her mother's clothes in
1949. Iva Vrbani¢, the daughter of Ivana Vrbanic, sold her mother's clothes in 1960.
Vera Thaller, the granddaughter of Jelka Winkler, sold her grandmother's clothes in
1968. Olga Klobucar, the granddaughter of Jelka Winkler, sold clothes in 1988.

15 — The term wardrobe collection denotes a collection of garments worn by one

or more generations of women in a single family. Thompsom, Eleanor. ,Museum
Collections of Dress and Fashion. In: Berg Encyclopedia of World Dress and Fashion:
Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010. Url: http://
www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioogi.xml?print
(accessed December, 9, 2010)

16 — MUO Archive registry number 128/56
17 — MUO Archive registry numbers 821/55, 1366/55, 6/56, 1171/56
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tzv. modni ormar'® zena iz jedne obitelji koji nam govori o promjenama
u odijevanju—kroju, stilu, modi, ali i o socijalnom statusu i modnom ukusu
njegovih vlasnica.

Sredinom pedesetih godina Muzej otkupljuje primjerke zenske i muske
odjece iz 18. stoljeca. To su, uz suknju od lionske svile, najstariji odjevni pred-
meti u zbirci tekstila. Marija Lukovi¢ 1956. godine Muzeju je prodala musku
odjecu (hlace, prsluk i kaput) iz viemena oko 1780. godine.’ Godine 1955. i
1956. Muzej je za zbirku tekstila otkupio od Marije Kasandri¢ 8 odjevnih pred-
metaiig ¢ipaka.” Radi se o jednom zenskom haljetku iz poc¢etka 18. stoljeca,
pet odjevnih predmeta (2 gornja dijela haljine, 2 haljine i 1 bolero) datiranih u
prvo desetljece 19. stoljeca i dva muska prsluka od kojih je jedan iz kraja18., a
drugi iz prvih desetlje¢a 20. stolje¢a. Krajem pedesetih godina zanimljiva je
donacija Skolskog muzeja iz Zagreba koju ¢ini 8 komada donjeg rublja (obru¢
za krinolinu, podsuknje i umetci za cul de Paris).'®

Pocetkom Sezdesetih godina tadasnja kustosica zbirke tekstila Vanda
Paveli¢-Weinert, u skladu sa suvremenim europskim zbivanjima, uvodi novinu
u sakupljacku politiku zbirke te otkupljuje proizvode suvremene jugoslaven-
ske tekstilne industrije. Godine 1962. otkupljena su ¢etiri predmeta: bluza

iz zagrebacke tvornice Nada Dimié," suknja iz tvornice Zelinka u Zelini*° te
set—majicaivesta iz beogradske tvornice trikotaze Partizanka.?' Istodobno
je otkupljen i tada kostim (suknja i vestica) francuske proizvodnje.?? Naza-
lost, takva praksa otkupa suvremene konfekcije nije se nastavila.?®

15 — Termin wardrobe collection ozna¢ava zbirku predmeta koje je nosila jedna ili nekoliko
generacija zena iz jedne obitelji. Thompsom, Eleanor. ,Museum Collections of Dress and
Fashion.“ U: Berg Encyclopedia of World Dress and Fashion: Global Perspectives, ur. Joanne
B. Eicher. Oxford: Berg Publishers, 2010. Url: http://www.bergfashionlibrary.com/view/
bewdf/BEWDF-vio/EDchioogi.xml?print (Pristupljeno g. 12. 2010.)

16 — Arhiv MUO ur. br. 128/56.
17 — Arhiv MUO, ur br. 821/55, ur br. 1366/55, ur br. 6/56, ur br. 171/56.
18 — Arhiv MUO iz 1956. godine.

19 — Arhiv MUO ur. br. 6/25-62. Na zalost, tijekom revizije 2019. godine ustanovljeno je
da predmet nedostaje.

20 — Arhiv MUO ur. br. 6/25-62.
21 — Arhiv MUO ur. br. 6/24-1962.
29 — Arhiv MUO ur. br. 6/24-1962.

23 — Tek u 21. stoljec¢u uspjelo se otkupiti nekoliko komada redizajnirane obuce, ,borosana“
i ,startasica®, tvornice Borovo i nabaviti nekoliko predmeta suvremenih hrvatskih dizajnera.
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decades of the 20th century. In the late 1950s, an interesting donation
was made by the Croatian Museum of School in Zagreb, consisting
of eight undergarments (a crinoline hoop, petticoats and bustles)."®

In the early 1960s, the then curator of the textile collection Vanda
Paveli¢ Weinert introduced a new collection policy in accordance with
contemporary developments and trends in Europe. It included the
procurement of products from the contemporary Yugoslavian textile
industry. Four items were procured in 1962: a blouse from the factory
Nada Dimic in Zagreb,' a skirt from the factory Zelinka in Zelina®,
and a set of a top and cardigan from the knitwear factory Partizanka
in Belgrade.”' At that time, the Museum also procured a suit (skirt and
cardigan) by a French manufacturer.?> Unfortunately, the practice of
purchasing contemporary ready-to-wear garments was short lived.?®

Purchases and donations in the 1960s were mostly items in Art Nou-
veau and Art Deco style from the end of the 19th century. Egon Mar-
janovi¢ donated nineteen garments dating from the period between
the end of the igth century and 1920s to the Museum in 1967.2* The
most significant donation was a dress from the atelier Gjuro Matic¢ in
Zagreb. One of the most interesting and abundant purchases was
the so-called wardrobe collection of Matilda Hengl, the wife of Vjeko-
slav Hengl, who was the mayor of Osijek from 1920 to 1934.%° The
items in this closed collection date from the period between 1900 and
1935, granting an opportunity for research and observations regarding
social status, changes in trends, but also the individual taste and

18 — MUO Archive from 1956

19 — MUO Arhive registry number 6/25-62. Unfortunately, the audit in 2019 showed
that the item is missing.

20 — MUO Archive registry number 6/25-62
21— MUO Archive registry number 6/24-1962
22 — MUO Archive registry number 6/24-1962

23 — It was first in the 21st century that the Museum managed to procure several
pairs of iconic redesigned "startas" and "borosana" shoes by the factory Borovo and
several garments by contemporary Croatian designers.

24 — MUO Archive registry number 3/62-67

25 — The items were purchased in 1965 (MUO Archive registry number 2/24-65
i2/37-65), and in 1968 (MUO Archive registry number, 28/83-68).
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Tijekom Sezdesetih godina u zbirku otkupima i donacijama dolaze pred-
meti datirani u kraj 19. stoljeca, vrijeme secesije i art decoa. Egon Marjano-
Vi€ 1967. godine daruje Muzeju 19 odjevnih predmeta datiranih od kraja 19.
stolje¢a do 1920-ih godina.?* Medu darovanim predmetima najznacajnija je
nijih otkupa je tzv. modni ormar Matilde Hengl, supruge Vjekoslava Hengla,
osjeckog gradonacelnika od 1920. do 1934. godine.?® Predmeti unutar te
zatvorene zbirke datiraju od 1900. do 1935. godine i na njima se moze istraziti
i sagledati socijalni status, modne promjene, aliiindividualni ukus i prefe-
rencije vlasnice odjece. Od cetrdeset i sedam predmeta, dvadeset i Sest—
petnaest haljina, pet pari cipela i sedam $esira, potjece iz vriemena izmedu
dva svjetska rata.

Takva se sakupljacka politika nastavila i tijekom narednih desetljeca te se
muzejska zbirka tekstila najvec¢im dijelom popunjava predmetima iz vre-
mena od kraja 19. do pedesetih godina 20. stolje¢a. Sredinom osamdesetih
godinaizdvaja se dar Mirka Belusi¢a koji ¢ini 28 predmeta odje¢e i modnog
pribora datiranih od 1965. do 1975. godine. Tijekom devedesetih godina,
nainicijativu tadasnje kustosice Jelene Ivos, kolegice iz Muzeja poklanjaju
odjecu iz osamdesetih godina za fundus zbirke tekstila.>® Krajem devedese-
tih godina lijeénica Heda Dubac Sohaj, supruga slikara Slavka Sohaja, Mu-
zeju je pocela sustavno poklanjati suprugovu i svoju odjecu. U pet je navrata,
od 1994. do 2015. godine” poklonila 12 komada zenske odjece i modnog
pribora i 17 komada muske odjec¢e i modnog pribora datiranih u razdoblje

od 1959. do druge polovine osamdesetih godina 20. st.

U 21. stoljecu zbirka tekstilai modnog pribora sporo i tesko se popunjava
recentnijom odje¢om. Propadanje i nestajanje hrvatske tekstilne industrije
kao i istodobno jacanje dizajnerske modne scene usmijerilo je sakupljacku
politiku zbirke tekstilai modnog pribora na te dvije pojave. Odnos ljudi spram
domace konfekcije (smatra(la) se losijom izgledom i izvedbom od inozemne)

24 — Arhiv MUO ur. br. 3/62 - 67

25 — Predmeti su otkupljeni1965. (Arhiv MUO, akt ur. br. 2/24-65 i2/37-65) i 1968.
(Arhiv MUO, akt ur. br. 28/83-68) godine.

26 — Odjecu su poklonile Nela Tarbuk, Sasa Mihelj, Minja Oluji¢, dubravka Osrecki Jakleic.
Radi se uglavnom o manjem broju predmeta koje su one odijevale tijekom osamdesetih.

27 — Arhiv MUO ur. br. 04/005-1994, Arhiv MUO 26.4.2004., 5.12.2006., Arhiv MUO ur. br.
21/41-2013, Arhiv MUO ur. br. 28/37-2015
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preferences of the owner. Out of 47 garments, 26 of them (15 dresses,
five pairs of shoes and seven hats) date from the interwar period.

The same collection policy was pursued over the following decades,
complementing the collection mostly with items dating from the
period between the end of the 1g9th century to the 1950. A considerable
donation was made by Mirko Belusi¢ in the mid-1980s, consisting of

28 garments and fashion accessories dating from the period between
1965 and 1975. In the 1990s, the employees of the Museum donated
their clothes from the 1980s, under the initiative of Jelena Ivos, the
then curator of the textile collection.?¢At the end of the 1990s, Doctor
Heda Dubac Sohaj, the wife of painter Slavko Sohaj, started donating
her own and her husband's clothes to the Museum. On five occasions
in the time between 1994 and 2015, she donated 12 women's garments
and accessories and seventeen men's garments and accessories
dating from 1959 to the mid-ig8os.

In the 21st century, it has become increasingly difficult to complement
the collection of textiles with more recent clothing. The collapse of the
Croatian textile industry and the boost of designer fashion dictated
the changes in the collection policy. The negative attitude of the public
towards domestic clothing brands (their products were considered
less appealing and of poorer quality in comparison to the foreign
brands) resulted in almost complete deficiency of garments produced
in domestic clothing factories. The problem of procuring the clothes

of contemporary Croatian and international fashion designers lies in
the absence of a systematic purchasing policy which would secure
sufficient funding. In the current procedure, the Museum of Arts and
Crafts is required to seek funding from the Museum's founder, i.e.
Zagreb city authorities, whose approval is sometimes awaited for over
ayear. How should the collection policy be framed in these conditions?
In reality, it can be based solely on donations from citizens and design-
ers. Funding is necessary if we want to keep track of a designer's work

26 — The garments were donated by Nela Tarbuk, Sasa Mihelj, Minja Olujic,

and Dubravka Osrecki Jaklei¢. They donated several garments they actively wore in

the 1980s.

27 — MUO Archive registry number 04/005-1994, MUO Archive 26 Apr, 2004, 5 Dec,
2006, MUO Archive registry number 21/41-2013, MUO Archive registry number 28/37-2015
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rezultirali su gotovo potpunim nedostatkom predmeta domacih tekstilnih
tvornica. Problem nabavke odjece suvremenih hrvatskih (i svjetskih) modnih
dizajnera mozemo traziti u nepostojanju sustavne politike otkupa koja bi
osigurala dostatna sredstva. Procedura je trenutno takva da se za svaki
predmet traze sredstva od osnivaca, za Muzej za umjetnost i obrt to je Grad
Zagreb, ¢ije se odobrenje ¢eka i vise od godine dana. Kako u takvim uvjetima
realizirati sakupljacku politiku? Ona se ne moze bazirati iskljuc¢ivo na poklo-
nima gradana ili dizajnera. Ako se Zeli pratiti neciji rad i sustavno popunjavati
zbirku, moraju se imati osigurana sredstva. O mogucnosti kupovine odjece
high street brendova ne mozemo trenutno u ovakvoj situaciji niti razmisljati.
Na kraju je kustos(ica) zbirke ovisan/ovisna o vlastitoj drustvenoj mrezi
unutar koje moze ljude zamoliti da poklanjaju odjec¢u za zbirku. Unato¢
nepovoljnoj situaciji zbirka tekstila i modnog pribora popunila se recentnijim
ostvarenjima hrvatskih modnih dizajnera te se u fundusu nalaze radovi I-gli*®,
Ivice Klari¢a®®, Igora Galasa®®, eNVy rooma®® i Twinsa®'.

Osim nepovoljnih financijskih okvira unutar kojih se mora moc¢i raditi, pro-
blem kustosica®® zbirke tekstilai modnog pribora Muzeja za umjetnost i obrt
lezi prvenstveno u kompleksnosti zbirke §to se vidi i iz njenog naziva: ,zbirka
tekstila i modnog pribora“. Ona je podijeljena na 12 podzbirki: odje¢a, modni
pribor, liturgijsko ruho, sagovi i ¢ilimi, tapiserije, fragmenti tkanja, veziva,
¢ipke, nacrti, tiskovine, igracke i teatralije i trenutno broji gotovo 10.000
predmeta. Najveci je problem sto je sav taj materijal objedinjen u jednoj
zbirci pod zajednickim imenom tekstil jako razli¢it i zahtijeva specifi¢na zna-
nja za svaku vrstu materijala. Nemoguce je i nepotrebno ocekivati i zahtije-
vati od jedne osobe da ¢e se jednako dobro snalaziti npr. u modi, liturgijskom
ruhu, sagovima i teatralijama. Upravo nemogucnost tako sveobuhvatnog

28 — Dar kolegice Vesne Juri¢ Bulatovi¢.

29 — Otkup predmeta od Radija 101 bio je 2009. godine na humanitarnoj prodajnoj modnoj
reviji Radija 101 za Specijalnu bolnicu za kroni¢ne bolesti djecje dobi Gornja Bistra.

80 — Oba predmeta su usla u Muzej 2015. godine. Vjencanicu je poklonio, a za drugi predmet
novac mu je isplacen tek 2017. godine.

31— Dar Nikice Ivancevi¢a i Vjekoslava Franetovica.

82 — Damir Begovi¢ i Domagoj Stimac snimali su u Muzeju za umjetnost i obrt dvije modne
kampanije te su predmeti za zbirku nabavljeni kao kompenzacija, tj. dar.

33 — Ovdje je namjerno napisano kustosica jer su zbirku uvijek vodile zene: Vanda Paveli¢-
Weinert, Jelena Ivo$ i danas Andrea Klobucar.
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or systematically complement the collections. The current situation
leaves the possibility of purchasing clothes from high street brands
out of the question. Finally, the curator of the collection can depend
only on their personal social network and potential garment donations.
Despite these unfavorable circumstances, the collection of textiles
and fashion accessories was recently complemented with the works
of Croatian fashion designers I-gle??, Ivica Klari¢?®, Igor Galas®°,

eNVy room®'and Twins?32,

Besides unfavorable financial framework, the curators®® of the
textiles collection at the Museum of Arts and Crafts are also facing
many issues which primarily result from the complexity of the collec-
tion, which can be observed in its name: the collection of textiles

and fashion accessories. The collection is divided into twelve subcat-
egories: clothing, accessories, liturgical vestments, carpets and rugs,
tapestries, fragments of fabrics, embroidery, laceworks, sketches,
prints, toys and theater prompts with the current count of almost
10.000 artifacts. The main issue here is that all these very diverse
items are assembled into a single collection, but require very specific
knowledge for each type of the artifact. It is virtually impossible and
unreasonable to expect a single person to have equally extensive
knowledge of e.g. fashion, liturgical vestments, rugs and theater
prompts at the same time. It is precisely the inability to have such
all-encompassing specialized knowledge in these different categories
that hinders the implementation of an adequate approach in framing
the right collection policy and research of each artifact.

28 — Donation of colleague Vesna Juri¢ Bulatovic.

29 — Purchase of the artifacts from Radio 101 took place in 2009, at a humanitarian
fasion show organized by Radio 101 for specialized children's hospital Gornja Bistra.

30 — The Museum procured both garments in 2015. The wedding gown was
donated, the other garment was not paid for until 2017.

31— Donation of Nikica Ivancevi¢ and Vjekoslav Franetovi¢.

32 — Damir Begovi¢ and Domagoj Stimac shot two fashion campaigns on the premises
of the Museum of Arts and Crafts and donated their designs as a compensation.

33 — The textile collection was always managed by women: Vanda Paveli¢ Weinert,
Jelena Ivos, and currently Andrea Klobucar.
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specijalistickog znanja onemogucuje odgovarajuci pristup promisljanju
sakupljacke politike i istrazivanja predmeta pojedinih podzbirki.

IZLOZBE ODIJEVANJA | MODE
U MUZEJU ZA UMJETNOST I OBRT
| PROBLEM PREZENTACIJE

Prema muzeoloskoj definiciji izlozba je prezentativni oblik komunikacije

kojim predmeti prenose poruke javnosti te time krajnji korisnik—posjetitelj
izlozbe, postaje dijelom povijesti, znacenja, vrijednosti i spoznaja koje odre-
deni predmeti nose.?* Prvotno privatno znac¢enje sada zamjenjuje javno u
kojem odjeca postaje simbolom proslosti koji posjetitelja istovremeno pove-
zuje s vlastitom i s proslo$c¢u vlasnika predmeta. Buduci da i sami posjetitelji
nose odjecéu, oni se mogu trenutno povezati s izlozenim predmetima —bilo da
su i sami imali takvu ili sli¢nu odjecu ili je netko njima blizak imao takvu odjecu
ili naprosto uzivaju u estetskom dojmu koji odjevni predmeti emitiraju.®®

Tijekom povijestiizlozbi odjece najcesce su bile upravo one koje su davale
povijesni pregled odijevanja ili tematizirale pojedine tipove odjece, $to je
ovisilo o vrsti i misiji muzeja u kojoj se izlozba postavlja. Muzej za umjet-

nost i obrt, u skladu sa svojom muzeoloskom koncepcijom usmjerenom na
obrtnu, kulturno-povijesnu i estetsku komponentu predmeta, prvu izlozbu
odjece prireduje 1952. godine. Naziv izlozbe je bio Oblici odjeée od antike

do pocetka XX. stoljeca, a autorica je bila kustosica zbirke tekstila Vanda
Paveli¢-Weinert. Ista je izlozba postavljena 1955. godine u Muzeju primenjene
umetnosti u Beogradu i tom je prigodom §tampan prateéi katalog. U tekstu
kataloga autorica pise o vrstama, oblicima i razvoju odje¢e od Mezopota-
mije do 19. stoljec¢a. Na kraju teksta donosi kratki popis muzeja sa znac¢ajnim
zbirkama tekstila. Nakon teksta slijedi devetnaest crno bijelih reprodukcija
uz kratak opis materijala, dataciju, provenijenciju predmeta i mjesto ¢uvanja.
Ciljizlozbe bio je predstaviti zbirku tekstila te kroz komunikaciju s publikom

84 — Maroevié, Ivo. Uvod u muzeologiju. Zagreb: Zavod za informacijske studije, 1993:
199-20I.

85 — Druesedow, Jean. L. ,Dress and Fashion Exhibits.“ U: Berg Encyclopedia of World
Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010.
Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioo2.xml?print
(Pristupljeno 9. 12. 2010.)
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CLOTHING AND FASHION EXHIBITIONS
IN THE MUSEUM OF ARTS AND CRAFTS
AND THE PROBLEM OF PRESENTATION

According to the museological definition, an exhibition is a representa-
tive form of communication, in which exhibits communicate messages
to the public. The visitor as the final recipient becomes a part of the
history, significance, value and insight that these items hold.** The initial,
private significance of clothing has now entered the public domain as a
symbol of the times past, reminding the visitor of their own past or that
of the item's owner. Since all visitors wear clothes themselves, they can
instantly connect with the presented artifacts—be it that they them-
selves or somebody close to them owned such garments or they simply
enjoy in the esthetic appeal emitted by these clothes.®®

In the history of clothing exhibitions, the most frequently set up exhibi-
tions would give a historical overview of clothing practices or address
particular types of clothing, which naturally depended on the type and
mission of the museum setting up the exhibition. In accordance with its
museological concept focused on the artisanal, cultural-historical and
esthetic value of the artifacts, the Museum of Arts and Crafts set up the
first exhibition of clothing in 1952. The title of the exhibition was Forms
of Clothing from Classical Antiquity to the beginning of the 20th century
(orig. Oblici odjece od antike do pocetka XX. stoljec¢a), and the exhibi-
tion's author was the curator of textile collection Vanda Paveli¢ Weinert.
The same exhibition was set up in 1955 at the Museum of Applied Arts

in Belgrade, accompanied with the prints of the exhibition catalog. The
catalog features a text in which the author describes the types, forms
and the development of clothing from Mesopotamia to the igth century,
a short list of museums housing notable textile collections and nineteen
black-and-white reproductions accompanied with a short description

34 — Maroevié, Ivo. Uvod u muzeologiju. Zagreb: Department of information and
communication sciences, 1993: 199-201.

35 — Druesedow, Jean. L. ,,Dress and Fashion Exhibits.“ In: Berg Encyclopedia

of World Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg
Publishers, 2010. Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/
EDchioog2.xml?print (accessed December, 9, 2010)
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uspostaviti razumijevanje za vaznost odjece kao ,kulturno-povijesnog
dokumenta“.®® U umjetni¢kim muzejima kao $to je Muzej za umjetnost i obrt
odjeca se prikupljalai izlagala s ciliem pokazivanja umjetnickih i oblikov-

nih vjestina osobe koja ju je osmislilaiizradila, finoce i kakvo¢e materijala

od kojeg je izradena kao i njenih karakteristi¢nosti za razdoblje u kojem je
nastala. Stoga se ¢esto izlozbe odjece u takvim muzejima fokusiraju na njene
estetske kvalitete koje se vrednuju u komparaciji s drugim umjetni¢kim pred-
metima nastalim u istom razdoblju.*’ To je bio jedan od ciljeva izlozbe 200
godina odjece iz zbirke Muzeja za umjetnost i obrt u Zagrebu koju je Muzej
za umjetnost i obrt priredio 1964. godine u Pomorskom i povijesnom muzeju
u Rijeci. Autorica izloZbe bila je Vanda Paveli¢c-Weinert, voditeljica zbirke.

U uvodnom tekstu kataloga autorica naglasava krhkost materijala, njegovu
kulturno-povijesnu vaznost, ali naglasava i estetsku komponentu odjece.*®
Tekst prate kataloske jedinice za g2 predmeta koji su bili izlozeni na izlozbi.

Sezdesetih godina 20. stolje¢a promijenio se pristup proué¢avanju odjece

te se prvi puta u naziv izlozbe odjece Muzeja za umjetnost i obrt uvrstava ter-
min ,moda“. Bila je to izlozba Moda od fin de siecle do charlestona odrzana
1966. godine u Muzeju za umjetnost i obrt. Autorica je Vanda Paveli¢-Weinert.
U uvodnom tekstu kataloga pise o kompleksnosti promjena u odjeéi koje su
povezane s ¢ovjekovom unutrasnjo§éu—psihom, i vanjstinom—odje¢om. To
vezu objasnjava pojmom mode, tj. ,nacina kako se ¢ovjek odijevanjem prika-
zuje sebi i drugima“.*® Cilj izlozbe i dalje je dati pregled promjena u konstruk-
ciji i kroju odjece kao i povezati odjecu s ostalim umjetnostima toga vremena.
Novina na ovoj izlozbi je, osim uvodenja termina moda, vrednovanje odjece
prva cetiri desetljeca 20. stoljec¢a kao povijesne ¢ime je Vanda Paveli¢-Weinert
pomaknula granice poimanja povijesne odjece.*° Tekst prate dvije crno-bijele
reprodukcije i 8o kataloskih jedinica organiziranih prema vrstama odjece.

86 — Oblici odjece. Zagreb: Muzej za umjetnost i obrt, 1955: 2.

37 — Druesedow, Jean. L. ,Dress and Fashion Exhibits.“ U: Berg Encyclopedia of World
Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010.
Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioog2.xml?print
(pristupljeno 9. 12. 2010.)

38 — Paveli¢-Weinert, Vanda. 200 godina odjece iz zbirke Muzeja za umjetnost i obrt

u Zagrebu. Rijeka: Novinsko izdavacko poduzece Novi list, 1964: 2.

89 — Paveli¢-Weinert, Vanda. Moda od fin de siecle do charlestona. Zagreb: Muzej za
umjetnostiobrt, 1966: 3.

40 — lbid.
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Sl. 1. — Katalog izlozbe Oblici odjece Muzeja za umjetnost i obrt odrzane 1952. godine

u Zagrebu i 1955. u Beogradu. / Fig. 1 — The catalogue Forms of Clothing from Classical
Antiquity to the beginning of the 20th century (orig. Oblici odjece od antike do pocetka
XX. stoljeca) of exhibition organized by the Museum of Arts and Crafts in Zagreb (1952)
and Belgrade (1955)
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Moda od Hin de sicle

i charlaiiong

Sl. 2. — Katalog izlozbe Oblici odje¢e Muzeja za umjetnost i obrt odrzane 1952. godine

u Zagrebu i 1955. u Beogradu. / Fig. 2 — The catalogue Fashion from the fin de siécle

to Charleston (orig. Moda od fin de siecle do charlestona) of exhibition organized by the
Museum of Arts and Crafts in Zagreb (1966)
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of the material, dating, origin and housing location. The goal of the exhi-
bition was to establish communication with the visitors and help them
recognize the significance of clothing as a “cultural-historical” docu-
ment.?® Like the Museum of Arts and Crafts, other art museums also
collected and exhibited clothing with the goal of showcasing artistic and
construction skills of its makers, the fineness and quality of the material
and specific features reflecting its time in history. Clothing exhibitions in
such museums are therefore often focused on its esthetic value, meas-
ured in comparison to other works of art in the same period of time.*
This was also the main goal of the exhibition titled 200 years of clothing
from the collection of the Museum of Arts and Crafts in Zagreb (orig. 200
godina odjece iz zbirke Muzeja za umjetnost i obrt u Zagrebu), which was
organized in 1964 at the Maritime and History Museum of the Croatian
Coast in Rijeka. The author of the exhibition was Vanda Paveli¢ Weinert,
the collection manager. In her introduction to the exhibition catalog, the
author emphasizes the frailty of the material, its cultural-historical value,
but also the esthetic quality of the clothing.®® The text is accompanied
with catalog entries for 92 artifacts showcased in the exhibition.

The 1960s brought on changes in the approach to the analysis of cloth-
ing, and it was the first time that the term fashion made its way into the
title of an exhibition at the Museum of Arts and Crafts. The exhibition
Fashion from the fin de siécle to Charleston (orig. Moda od fin de siecle

do charlestona) was set up in the Museum of Arts and Crafts in 1966. The
author of the exhibition was Vanda Paveli¢ Weinert. In the introduction

of the exhibition catalog, she writes about the complexity of changes in
clothing, which are connected to the human psyche on the inside, and
our exterior—the clothes we wear. She explains this connection with the
concept of fashion, i.e. “the manner in which we use clothing to represent

36 — Museum management board: Oblici odje¢e. Museum of Arts and Crafts:
Zagreb, 1955: 2.

37 — Druesedow, Jean. L. ,Dress and Fashion Exhibits.” In: Berg Encyclopedia

of World Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg
Publishers, 2010. Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-
vio/EDchioog2.xml?print (accessed December, 9, 2010)

38 — Paveli¢ Weinert, Vanda. 200 godina odjece iz zbirke Muzeja za umjetnost
iobrt u Zagrebu. Rijeka: Newspaper Publisher Association Novi List, 1964: 2.
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Godine 1980. Muzej za umjetnost i obrt prireduje izlozbu Iz albuma i ormara
—0Odjeca i fotografija od vremena bidermajera do kraja XIX. st. Autorice
izlozbe su Jelena Ivos, kustosica zbirke tekstila, i Marija Tonkovic, kustosica
zbirke fotografije. 1zlozba istodobno prikazuje modne promjene na odjeci iz
fundusa zbirke tekstila i na fotografijama iz fundusa zbirke fotografije. Isto-
dobno s razvojem odjevnih oblika prati se i razvoj fotografije.*' Naglasak je
na tehnickim i estetskim vrijednostima odjec¢e ¢ime se dokazuje da je hrvat-
sko gradanstvo slijedilo aktualne modne trendove. U katalogu se, uz tekstove
autorica izlozbe, nalazi i tekst Fedora Moacanina o tehnickom i znanstvenom
razvoju u 19. stolje¢u. Tekstove prati 14 crno-bijelih reprodukcija i 89 katalos-
kih jedinica.

Godine 1977. u Muzeju se odrzala kulturolo$ka izlozba Secesija u Hrvatskoj
na kojoj je moda vremena secesije ¢inila jedan segment. Ova izlozba preteca
je velikih kulturoloskih projekata koji ¢e obiljeziti djelovanje Muzeja za umjet-
nost i obrt tijekom 19go-ih i prvog desetljeca 21. stolje¢a. Dionica mode s

ove izloZbe prezentirana je pod nazivom Odijevanje u doba secesije u Hrvat-
skoj i u ponesto izmijenjenom obliku, 1984. godine u Mazowieckie muzeju

u Ptocku, u Poljskoj. U prate¢em katalogu objavljen je tekst Vande Paveli¢-
Weinert* koji je najvjerojatnije trebao biti dio kataloga zagrebacke izlozbe,
ali on, nazalost, nikada nije tiskan. Buduéi da nema prijevoda na hrvatski,

ali sudeci prema naslovu, naglasak na izlozbi bio je na promjenama oblika

i izgleda odjec¢a kao i na njenom estetskom vrednovanju. U katalogu je 67
kataloskih jedinica autorice Jelene Ivos i 10 crno-bijelih reprodukcija. Ista je
izlozba Secesijska oblacila na Hrvaskem priredena 1985. godine u Narod-
nom muzeju—razstavisce Arkade u Ljubljani. U katalogu je opet tiskan tekst
Vande Paveli¢-Weinert, uvodnik Jelene Ivos i 67 kataloskih jedinica izloze-
nih predmeta koje je izradila Jelena Ivos.

Na ¢elo Muzeja za umjetnost i obrt 1983. godine dolazi Vladimir Malekovi¢
koji mijenja izlagacku politiku Muzeja te naglasak stavlja na velike kulturoloske
projekte. Od prvog projekta Hrvatski narodni preporod 1790.-1848.1985.

A—
41 — Ivos, Jelena. Iz albuma i ormara—QOdjeca i fotografija od vremena bidermajera
do kraja XIX. st. Zagreb: Muzej za umjetnost i obrt, 1980: 5.

42 — Paveli¢c-Weinert, Vanda. Ubiory w okresie Secesji w Chorwacji. WZKart: Muzeum
Mazowieckim w Ptocku, 1984: 5-9.

43 — Ivos, Jelena i Vanda Paveli¢-Weinert. Secesijska oblacila na Hrvaskem. Ljubljana:
Narodni muzej, 1985.
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who we are to ourselves and others".*® The goal of the exhibition is

still to provide an overview of changes in the cuts and construction of
garments, but also to draw parallels with other forms of art at that time.
Besides the introduction of the term fashion, another novelty in this
exhibition was the evaluation of clothing from the first four decades of
the 20th century as historical, whereby Vanda Paveli¢ Weinert redefin-
ed historical clothing.*® The text is accompanied with two black-and-
white reproductions and 8o catalog entries categorized by the type of
garments.

In 1980, the Museum of Arts and Crafts set up the exhibition titled
From albums and wardrobes—Clothing and Photography from Bieder-
meier to the end of the 1gth century (orig. Iz albuma i ormara—QOdjeca

i fotografija od vremena bidermajera do kraja XIX. st.). The authors

of the exhibition were Jelena Ivo§, the curator of the textile collection,
and Marija Tonkovi¢, the curator of the photography collection. The
exhibition allowed the observers to track changes, developments and
trends in both clothing and photography.*' The emphasis was placed
on the esthetical value and the construction and cut of the garments,
bearing witness to fashion consciousness of the people in Croatia. The
exhibition catalog features texts of the exhibition authors and Fedor
Moacanin's recount of the developments in technology and science in
the 1gth century. The texts are accompanied with 14 black-and-white
reproductions and 89 catalog entries.

In 1977, the Museum set up a cultural exhibition titled Art Nouveau

in Croatia, in which the fashion of this period was only one segment.
This exhibition was the precursor of major cultural projects, which
would become the hallmark of the Museum's agency in 1990s and 2000s.
The fashion section in this exhibition was presented under the title
Clothing in the period of Art Nouveau in Croatia, which was later set

up in a slightly different form in 1984, in Muzeum Mazowieckie in Ptock,
Poland. The accompanying catalog features a text by Vanda Paveli¢

39 — Paveli¢ Weinert, Vanda. Moda od fin de siecle do charlestona. Zagreb:
Museum of Arts and Crafts, 1966: 3.
40 — lbid.

41— Ivos, Jelena. Iz albuma i ormara—0djeca i fotografija od vcemena bidermajera
do kraja XIX. st. Zagreb: Museum of Arts and Crafts, 1980: 5.
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godine, zatim 1997. godine Bidermajer u Hrvatskoj 1815.-1848. do 2000.
godine iizlozbe Historicizam u Hrvatskoj zbirka tekstila sastavni je dio
projekta koji u katalogu izlozbe dobiva zasebnu dionicu. Odjec¢a se na izlozbi
postavlja ravnopravno s drugim predmetima lijepih i primijenjenih umjetnosti
i vrednuje u odnosu spram njih i njihovih oblikovnih karakteristika. Tekstovi

u katalogu izlozbe donose prikaz povijesti razvoja odijevanja i mode u Zagrebu
i Hrvatskoj u odredenom vremenu. Istu praksu nastavio je nasljednik Vladi-
mira Malekovica, Miroslav Gasparovi¢. Na kulturoloskim projektima koji su se
odrzali u vrijeme njegovog ravnateljstva Secesija u Hrvatskoj 2003. godine,
Art Deco i umjetnost u Hrvatskoj izmedu dva rata 2ou. godine i Sezdesete u
Hrvatskoj—Mit i stvarnost 2018. godine pristup dionici mode ostao je isti. Moda
je integralni dio izlozbe, najéesce izlozena s ostalim predmetima. U katalogu
je dopustena sloboda autoru da bira pristup interpretaciji mode i odijevanja
odredenog razdoblja. Jelena Ivo$, autorica dionica o modi na izlozbama Bider-
majer u Hrvatskoj 1815.-1848., Historicizam u Hrvatskoj i Secesija u Hrvatskoj
donosi povijesni pregled odijevanja, promjena u odijevanju i njihove recepcije
u Hrvatskoj. Durda Bartlett, autorica dionice o modi naizlozbi Art Deco i
umjetnost u Hrvatskoj izmedu dva rata u tekstu donosi povijesnii socioloski
aspekt odijevanja i mode u Hrvatskoj, posebice Zagrebu. Katarina Nina
Simongié, autorica dionice mode na izlozbi Sezdesete u Hrvatskoj—Mit i
stvarnost bavi se odijevanjem i modom s kulturno-antropoloskog aspekta te
ih kao kulturne produkte kontekstualizira unutar zapadnoeuropskog
kulturnog kruga.

Velike kulturoloske izlozbe istaknule su problem postavljanja odjece.

Ona, za razliku od drugih predmeta lijepih ili primijenjenih umjetnosti, ne
moze stajati samostalno te joj je potreban nosac, tj. tijelo, da bi bila pravilno
sprocitana“. A buduci da je odjecéa trodimenzionalni objekt koji posjeduje
kineticke kvalitete, idealno bi bilo kada bi se tijelo moglo micati.** U nedo-
statku takvog pomi¢nog muzeoloskog pomagala, odjeca se najéesce izlaze
na raznim vrstama lutaka, od klasi¢nih krojackih do suvremenih lutaka za
opremanje modnih duc¢ana. Problem kod serijski proizvedenih lutaka je u
tome da ne odgovaraju svim vrstama, oblicima i veli¢inama odjec¢e. Zenska
odjeca, kojom se modificiralo Zensko tijelo i iz epohe u epohu se stvarala
nova obrisna linija tijela, najizazovnija je i najzahtjevnija za postavljanje.

44 — De la Haye, Amy. ,Introduction: Dress and Fashion in the Context of the Museum®,
U: Berg Encyclopedia of World Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher.
Oxford: Berg Publishers, 2010.
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Weinert*?, which was presumably supposed to be a part of the Zagreb
exhibition catalog, which unfortunately never went to print. Since the
Croatian translation is not available, we can assume from the title that
the focus of the exhibition was on changes in shape and appearance

of clothing, and its esthetic evaluation. The catalog contains 67 catalog
entries by the exhibition author Jelena Ivos and ten black-and-white
reproductions. The same exhibition was set up in 1985 at the Narodni
muzej in Ljubljana. The exhibition catalog again featured the text by
Vanda Paveli¢ Weinert, the introduction by Jelena Ivos and 67 catalog
entries for exhibits by Jelena lvos.*®

Vladimir Malekovi¢ became the director of the Museum of Arts and
Crafts in 1983, changing the exhibition policy of the Museum and laying
emphasis on major cultural projects. From the first project titled Croa-
tian national revival 1790-1848 in 1985, followed by Biedermeier in Cro-
atia 1815-1848 in 1997, to the year 2000 and the exhibition Historicism in
Croatia, the collection of textiles is considered an integral part of the
projects, but is granted a separate section in the exhibition catalog.
Clothing in exhibitions is treated and displayed equally to other works
of fine and applied arts and evaluated in comparison to their features.
The texts in the exhibition catalog give an overview of clothing and
fashion history in Zagreb and Croatia during certain periods. The same
practice was taken over by Miroslav Gasparovi¢, Vladimir Malekovié’s
successor. In cultural projects launched during his management: Art
Nouveau in Croatia in 2003, Art Deco and art in interwar Croatia in 2011,
and 1960s in Croatia—Myth and reality in 2018, the approach to fashion
section remained the same. Fashion was an integral part of every exhi-
bition, often displayed among other artifacts. The author of the fashion
section was granted liberty to choose their approach to the interpreta-
tion of fashion and clothing in a certain period. Jelena Ivos, the author of
fashion sections in exhibitions Biedermeier in Croatia 1815-1848, His-
toricism in Croatia and Art Nouveau in Croatia, brings a historical over-
view of clothing, changes in clothing and its reception in Croatia. Burda
Bartlett, the author of fashion section in exhibition Art Deco and art in

42 — Paveli¢-Weinert, Vanda. Ubiory w okresie Secesji w Chorwacji. WZKart:
Muzeum Mazowieckim w Ptocku, 1984: 5-9.

43 — Ivos, Jelena i Vanda Paveli¢-Weinert. Secesijska oblacila na Hrvaskem. Ljubljana:
Narodni muzej, 1985.
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Klasiéne krojacke lutke konfekcijskog su broja 36, nemaju izrazito naglasene
bokove, struk niti grudi stoga je na njih tesko odjenuti haljinu iz vremena
bidermajera, koja ima izrazito uzak struk, ili iz osamdesetih godina 19. sto-
lieca, kada je naglasak u konstrukciji na straznjici, ili iz doba secesije kada
Zensko tijelo ima oblik ose i S profilnu liniju. Tijelo se modificiralo donjim
rubljem: korzetima, raznim samostalnim konstrukcijama ili konstrukcijama
na podsuknjama itd. Za izlaganje povijesne odjece postoji nekoliko mogu-
¢ih rjesenja: koristenje lutaka iz vremena, prilagodavanje klasi¢nih krojackih
lutaka odjeci (tzv. costume mounting) popunjavanjem odredenih dijelova
odgovarajuéim materijalima i kasiranje novih lutaka, tj. torza prema mje-
rama odredene haljine. U Muzeju za umjetnost i obrt od 1986. godine postoji
restauratorska radionica za tekstil i u njoj su trenutno zaposlene dvije
restauratorice: lva Cukman, restauratorica savjetnica i voditeljica restau-
ratorskih radionica, i Antonina Srsa, restauratorica savjetnica. Pri postavu
izlozbi restauratorice se redovito susrecu s problemima neadekvatnih lutaka
te cesto moraju postojece lutke ,nadopunjavati“i,popravljati“ vatelinom
da bi odjeca savrseno pristajala. Obje su restauratorice radile na postavu
dionica tekstila (mode) svih velikih muzejskih projekata, a za potrebe
postava izlozbi Historicizam u Hrvatskoji Secesija u Hrvatskoj izradile su
posebna torza za haljine koje se nisu mogle odjenuti niti na jednu postojecu
muzejsku lutku. Nazalost ¢esto se takav nacin izlaganja odjece smatra nea-
dekvatnim, statiénim, ,liSenim zivota“i dosadnim.

Paralelno s velikim kulturoloskim projektima, organiziraju se i manje temat-
ske izlozbe iz zbirke tekstila i modnog pribora. U okviru ¢ipkarskog festi-
vala u Lepoglavi odrzane su tri tematske izlozbe autorice Andree Klobugéar,
kustosice i voditeljice zbirke tekstila od 2010. godine. Izlozbe su se bavile
ulogom ¢ipke u Zenskoj modi i modnom priboru—Cipka na Zenskoj gradan-
skoj odjeéi i modnom priboru 2008. godine, Cipka na obrednoj odjeéi iz
fundusa Muzeja za umjetnost i obrt 2010. godine i Naki¢eno, nenaki¢eno—
¢ipka na Zenskome modnom priboru od 1800. do 1900. iz fundusa Muzeja za
umjetnost i obrt 2014. godine.

Slijedeci muzeoloske koncepcije izlaganja odjece svojih prethodnica u pre-
zentiranju odijevanja i mode kroz povijesne promjene oblika, konstrukcije

i kroja odjece 2015. godine kustosica Andrea Klobucar priredila je temat-
skuizlozbu ,,U dobru i zlu: vjen¢ana odjeca od 1865. do danas“ posvecenu
vjencanicama i njihovim mijenama tijekom vremena. Na kronoloski postav-
ljenoj izlozbi bila je izlozena Zenska i muska vijenc¢ana odje¢a, modni pri-
bor (vjencici, tokice, velovi, cipele, rukavice, $esiri, donje rublje) i vien¢ane
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Sl. 4.— Prilagodavanije klasi¢nih krojackih lutaka odjeci (tzv. costume mounting)
u Muzeju za umjetnost i obrt, Zagreb, Hrvatska (nakon prilagodbe) / Fig. 4 — An example
of the costume mounting, Museum of Arts and Crafts, Zagreb, Croatia (after adjustment)

Sl. 3.— Prilagodavanje klasi¢nih krojackih lutaka odjeci (tzv. costume mounting)
u Muzeju za umjetnost i obrt, Zagreb, Hrvatska (prije prilagodbe) / Fig. 3 — An example of
the costume mounting, Museum of Arts and Crafts, Zagreb, Croatia (before adjustment)
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interwar Croatia discusses the historical and social aspect of clothing
and fashion in Croatia, particularly in Zagreb. Katarina Nina Simong¢i¢,
the author of fashion section in exhibition 19608 in Croatia—Myth and
reality addresses clothing and fashion from the cultural-anthropological
viewpoint and contextualizes them as cultural products within the
West European cultural sphere.

Major cultural exhibitions raised the issue of the clothing setup. As
opposed to works of fine and applied arts, clothing cannot stand on its
own; it needs a carrier, i.e. a body, in order to be interpreted correctly.
Since clothing is a three-dimensional object with kinesthetic qualities,
it would ideally be showcased on a body in motion.** In the absence of
such museum aid, clothing is normally exhibited on either classic tailor’s
dress forms or contemporary fashion retail mannequins. The problem
with serially produced mannequins is that they are not appropriate for
all types, shapes and sizes of clothing. Since its shape has undergone
frequent changes throughout history, modifying and changing the
contours of the female body, women'’s clothing is the most challenging
when it comes to the setup. Standard dress forms in size 36 do not
typically have an hourglass figure, so it is difficult to fit a Biedermeier
dress with an exceptionally narrow waist, a dress from the 188os with

a pronounced bottom, or a dress from the Art Nouveau period, when a
female body has a shape of a wasp and a pronounced S profile line.
Body shapes are modified through the use of shaping underwear: cor-
sets, bands, petticoats, etc. There are several possible solutions for the
setup of historical clothing: the use of mannequins from the time of ori-
gin, the adaptation of standard dress forms to the clothing (the so-called
costume mounting) by filling certain portions with adequate materials,
or the construction of new mannequins, i.e. torsos according to the
measurements of a particular dress. In 1986, the Museum of Arts and
Crafts opened a textile restoration workshop, which currently employs
two restorers, Iva Cukman, restorer consultant and workshop manager,
and Antonina Sr§a, restorer consultant. In setting up exhibitions, they
often face problems with inadequate dress forms and mannequins, and
often need to resort to wadding to make the clothing fit perfectly.

44 — De la Haye, Amy. ,Introduction: Dress and Fashion in the Context of the
Museum®, In: Berg Encyclopedia of World Dress and Fashion: Global Perspectives,
ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010.
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fotografije. Katalog je kroz poglavlja posveéena pojedinim desetlje¢ima
pratio raspored izlozbe. U poglavljima je dan povijesni, kulturni, socioloski,
antropoloski i modni okvir vjenc¢ane odjece i obi¢aja. Svi predmeti s izlozbe
su reproducirani u katalogu uz odgovarajucée kataloske jedinice.

Muzej za umjetnost i obrt priredio je 2007. godine u dvorani XXIX stalnog
postava posvecenoj modi dvije izlozbe hrvatskih modnih dizajnera: modnog
studija I-gle i Dzenise Pecoti¢. I1zlozbe su odrzane u okviru projekta Modni
dizajneri u stalnom postavu MUO koji su vodile Vesna Juri¢ Bulatovic¢, vodi-
teljica marketinga, i Jelena Ivo§, voditeljica zbirke tekstila. Niti uz jednu
izlozbu nije izdan prateci katalog. 1zlozba Modnog studija I-gle bila je zami-
Sljena kao retrospektiva njihovog desetogodisnjeg rada i stoga se zvala
I-Gle 010. Kostimografkinja i modna dizajnerica Dzenisa Pecoti¢ predstavila
je seriju odjece izradene od svilenog organdija s digitalnim printom crteza
arhitekta Nenada Fabijanica.

Predstavljanje modnih dizajnera u Muzeju za umjetnost i obrt nastavila je
kustosica Andrea Klobucar izlozbama Na iglama / Igor Galas§—modni dizajn
2017. godine i Posveta Zenstvenosti—i5 godina modnog brenda eNVy room
2019. godine. Obje izloZbe karakterizira slican pristup kao i problem pre-
zentacije. lako se u prvi tren obje izlozbe doimlju kao retrospektivne, tome
nije tako. Odabirom predmeta zeljelo se publici pokazati koji su to elementi
prepoznatljivosti dizajnerskog rukopisa te kako su ih oni razvijali i/ili modifi-
cirali kroz rad i razvoj brenda. Izlozbe su, radi volumena odjece, bile tehnicki
zahtjevne za postav. Klasi¢ne muzejske lutke na kojima se u muzeju najce-
Sce izlaze odjec¢a nisu mogle nositi volumen i konstrukciju nosive umjetnosti
Igora Galasa kao niti voluminoznost i konstrukciju modela iz eNVy room
kolekcija. Stoga su se za potrebe izlozbi posudile lutke s ekstremitetima.
Prije samog oblac¢enja lutaka za izlozbu Igora Galasa trebalo je dobro promi-
sliti koji model najbolje izgleda na kojoj lutki. Na taj je dio posla potro$eno
dosta vremena jer Cesto bi se najbolji dojam stekao tek kada bi se lutka
odjenula. Tezina vune, kao i kompleksnost kroja, otezavali su postavljanje
na klasi¢nim lutkama te su se ekstremiteti, ali i doniji dijelovi haljina, ¢esto
morali ispunjavati vatelinom da bi dobili bolji volumen. lako su Galaseve
skulpturalne organske biomimeticke odjevne forme namijenjene, kao i skul-
ptura, pogledu sa svih strana, zbog prostornih ograni¢enja odlu¢eno je da
se odjevene lutke postave uza zid s najatraktivnijom vizurom okrenutom
prema posjetitelju. Predmeti su bili osvijetljeni reflektorima te se kroz doda-
tno naglasenu igru svjetla i sjene naglasila skulpturalnost odjevnih pred-
meta. Manji problem bilo je oblacenje lutaka za izlozbu eNVy rooma buduci

69



Both restorers worked on the setup of textile and fashion sections

of all the major Museum’s projects. They also constructed special torsos
for the setup of exhibitions Historicism in Croatia and Art Nouveau

in Croatia, since some dresses could not be put on a single museum
mannequin. Unfortunately, this manner of presenting clothing is often
considered inadequate, static, boring and “devoid of life”.

Certain exhibitions of textile and fashion accessories took place parallel
to major cultural projects. Andrea Klobu¢ar, author, curator and manager
of the textile collection since 2010, organized three specialized exhibi-
tions during the International Lace Festival in Lepoglava. The exhibitions
addressed the application of lace in women’s clothing and accesso-
ries—Lace on women’s urban clothing and accessories in 2008, Lace on
liturgical vestments from the archive of the Museum of Arts and Crafts

in 2010, and Lace on women's fashion accessories from 1800 to 19oo from
the archives of the Museum of Arts and Crafts in 2014.

Following the guidelines of museological concepts set by her predeces-
sors, regarding the presentation of clothing and fashion with respect

to historical changes in forms, construction and cut, curator Andrea
Klobucar set up an exhibition in 2015 titled "For better or for worse: wed-
ding attires from 1865 to the present day", dedicated to wedding attires
and their changes over time. The exhibits were set up in chronological
order, featuring both men's and women's wedding attires, accessories
(festoons, toques, veils, shoes, gloves, hats, underwear) and wedding
photographs. The catalog was divided into chapters dedicated to individ-
ual decades in the order of the exhibition setup. Each chapter provided
a historical, cultural, anthropological and fashion framework of wedding
attires and customs. All exhibited garments were reproduced in the
catalog with respective catalog entries.

In 2007, the Museum of Arts and Crafts set up two exhibitions of Croatian
fashion designers: the fashion studio I-gle and DZenisa Pecoti¢, in one

of the halls of the permanent exhibition dedicated to fashion. The exhibi-
tions were set up within the project Fashion designers in the permanent
exhibition at the Museum of Arts and Crafts, run by Vesna Juric¢ Bulatovic,
the head of the marketing department, and Jelena Ivos, the manager

of the collection of textiles. No accompanying catalogs were issued for
either of these exhibitions. The exhibition of the fashion studio I-gle was
envisioned as a retrospective of ten years of their work, hence the title
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da su Nikica Ivancevic i Vjekoslav Franetovi¢ Muzeju posudili lutke iz svog
show rooma te su nakon odabira predmeta znali koji ¢e odjenuti na koju
lutku. Skulpturalnost i slozenost konstrukcije pojedinih modela bila je nagla-
Sena ostavljanjem ve¢eg razmaka izmedu pojedinih modela kao i upotrebom
reflektora. Ali, buduéi da se u vitrinama stalnog postava ne mogu pomicati
stropni reflektori niti dodavati novi, bilo je potrebno prilagoditi poziciju
modela poziciji svjetla. Problem prezentacije kineti¢kog svojstva odjece na
obje se izlozbe pokusalo rijesiti prikazivanjem snimki modnih revija na video-
ekranima. Na taj je nacin posjetitelj mogao vidjetii osjetiti razliku izmedu
»staticne odjece na lutkama i ,dinamicke* odjece na bioloskom tijelu.

najpristupacnijih izlozbi,* izlozbe odjece i mode priredene u Muzeju za
umjetnost i obrt nisu privukle veéi broj posjetitelja od drugih muzejskih
izlozbi. Ne znam je li razlog tome nedovoljno agresivan marketing, stati¢an
postav, nepostojanje ciljane skupine ili nedovoljna atraktivnost izlozbi.
Modne izlozbe vrlo su teske i produkcijski zahtjevne za postavljanje. Njihova
realizacija zahtijeva izdasan budzet koji to ¢esto nije. Budzet izlozbe U dobru
i zlu: vienéana odjeéa od 1865. do danas iznosio je 110.000 kn od ¢ega je na
izradu vitrina obaveznih za izlaganje povijesne odjece otpalo 70.000 kn. Od
ostatka je trebalo platiti oblikovanje vizualnog identiteta i postav izlozbe,
oblikovanje kataloga, pozivnice, plakata i banera te tisak kataloga. Zbog
neadekvatnog budzeta izlozbe morali su se odrediti prioriteti—katalog, te

je izlozba ostala bez edukativnih legendi koje bi kontekstualizirale izlozeni
materijal. 1zlozba Na iglama / Igor Galas§—modni dizajn dobila je za realiza-
ciju 25.000 kn—20.000 od Ministarstva kulture Republike Hrvatske i 5.000kn
od Grada Zagreba. Zahvaljuju¢i angazmanu kolega iz muzeja, voditeljice
tehnicke sluzbe, preparatora namjestaja, stolara i muzejskih tehnicara koji
su osmislili, izradili i sastavili postamente od materijala zate¢enog u muzeju,
privatnim socijalnim mrezama poznanstava dizajnera i kustosice izlozba se
uspjela realizirati u okviru zadanog budzeta. S takvim budzetima i na¢inima
financiranja tesko je parirati velikim svjetskim muzejima poput Victoria

& Albert muzeja ili Metropolitan muzeja u New Yorku ¢ija produkcija izlozbi
iznosi puno, puno vise.

45 — Druesedow, Jean. L. ,Dress and Fashion Exhibits.“ U: Berg Encyclopedia of World
Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg Publishers, 2010.
Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/EDchioo2.xml?print
(pristupljeno g. 12. 2010.)
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I-Gle 010. Costume and fashion designer Dzenisa Pecoti¢ presented a
collection of garments made of silk organdy with digital prints of sketches
by architect Nenad Fabijanic.

The practice of presenting fashion designers at the Museum of Arts and
Crafts was continued by curator Andrea Klobucar with exhibitions titled
On pins and needles / Igor Galas—fashion design in 2017, and Ode to
femininity—i5 years of fashion brand eNVy room in 2019. Both exhibitions
were characterized by a similar approach and a problem of presentation.
Even though both exhibitions seem retrospective at a first glance, this
was not the case. The selected garments were intended to demonstrate
the recognizable designer’s signature, and how it was developed and
modified throughout their work and brand development. The setup of
these exhibitions was challenging, due to the sheer volume of garments.
The standard museum dress forms could not carry the volume and the
construction of designs by Igor Galas and eNVy room. For this reason, the
Museum rented mannequins with extremities. Dressing the mannequins
in Gala§’s designs required detailed planning, in terms of finding the best
fit of clothes for each mannequin; nevertheless, the process was still very
time-consuming, because the accurate impression could not be formed
until the dress was already on the mannequin. The weight of wool and

the complexity of the cut made the mounting on mannequins particularly
difficult, and the extremities and bottom parts of dresses often had to be
filled with wadding to gain more volume. Even though Galas's sculptural
organic bio-mimetic designs are meant to be observed from all angles like
sculptures, they had to be placed against the wall due to spatial limita-
tions, facing the visitors from the most attractive angle. The exhibits were
illuminated with spotlights, and the contrast of light and shadow further
accentuated the sculptural quality of garments. Dressing the mannequins
for the exhibition of eNVy room was simpler, since Nikica Ivancevi¢ and
Vjekoslav Franetovi¢ loaned the mannequins from their show room to

the Museum, so the clothing would fit perfectly. The sculptural quality
and complexity of the construction of certain garments was accentuated
with spotlights and space between models. Since the position of spot-
lights inside the showcases is not adjustable and new ones cannot be
added, it was necessary to adjust the position of the model according to
the light. In both exhibitions, the problem of presenting the kinetic quality
of clothing was partly resolved by playing footage of fashion shows on
video screens. In that way, the visitor could see and feel the difference

).
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Muzej za umjetnost i obrt od osnutka 1880. godine slijedi muzeoloske strate-
gije i principe sakupljanja tekstila i odje¢e te muzeoloske koncepcije izlaga-
nja odjece i mode kao i ostali europski muzeji tog tipa. Zbirka tekstila jedna je
od temeljnih i najbrojnijih muzejskih zbirki. Bez obzira na to §to su svi pred-
meti unutar zbirke svedeni pod zajednicki nazivnik ,tekstil“, ona je izrazito
kompleksna i podijeljena je na dvanaest podzbirki koje zahtijevaju uza speci-
jalisticka znanja. 1zlaga¢ka politika ve¢inom je bila usmjerena na vrednovanje
estetskih i kulturno-povijesnih vrijednosti odjece. lako se moda spominje

u naslovu muzejske izlozbe 1966. godine, tek se u okviru velikih muzejskih
kulturoloskih izlozbi odjeci pokusalo pristupiti kao modnom, kulturnom pro-
duktu. Svojim bogatim fundusom u kojem se nalaze odjevni predmeti i modni
pribor od pocetka 18. stolje¢a do 2014. godine, kao i izlagackom praksom,
zbirka tekstila Muzeja za umjetnost i obrt profilirala se kao referentno mjesto
za istrazivanje povijestii kulture odijevanja te povijesti mode u Hrvatskoj.

*
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between “static” clothing on mannequins and “dynamic” clothing on
real live bodies in motion.

Even though fashion exhibitions are often considered some of the most
interesting and approachable to visitors,*° the clothing and fashion
exhibitions set up at the Museum of Arts and Crafts did not attract a
larger number of visitors in comparison to other exhibitions. It is hard to
tell whether this is due to insufficiently aggressive marketing strategies,
a static setup, a lack of targeted audience or insufficient appeal of the
exhibitions. Fashion exhibitions are often very challenging regarding
production and setup. The realization of such exhibition requires a gen-
erous budget, which is often unavailable. The budget for the exhibition
For better or for worse: wedding attires from 1865 to the present day was
1o.000 HRK, and the construction of showcases mandatory for exhibiting
historical clothing cost as much as 70.000 HRK. The rest of the budget
was supposed to cover the design of visual identity and setup, the design
and print of the catalog, invitations, posters and banners. Budget limi-
tations called for setting priorities—the catalog was not printed, leaving
the exhibition without valuable educative contents that would put the
exhibits into a context. The exhibition titled On pins and needles / Igor
Galas—fashion design was granted 20.000 HRK from the Croatian Minis-
try of Culture and 5.000 HRK from the City of Zagreb. Thanks to the effort
of museum colleagues, the head of technical support, furniture restorers,
carpenters and museum technicians, who designed and constructed
pedestals from the scrap material available, and personal contacts of
both the designer and the curator, the exhibition was successfully set

up within the budget. With limited financing, it is difficult to match the
world's renowned museums such as the Victoria & Albert Museum or the
Metropolitan Museum in New York, who have much larger budgets at
their disposal.

Since its establishment in 1880, the Museum of Arts and Crafts has
been following museological strategies and principles of collecting and
exhibiting textiles, clothing and fashion garments, like other European

45 — Druesedow, Jean. L. ,,Dress and Fashion Exhibits.“ In: Berg Encyclopedia

of World Dress and Fashion: Global Perspectives, ur. Joanne B. Eicher. Oxford: Berg
Publishers, 2010. Url: http://www.bergfashionlibrary.com/view/bewdf/BEWDF-vio/
EDchioog2.xml?print (accessed December, 9, 2010)
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museums of this type. The collection of textiles is one of the fundamen
tal and most plentiful collections in the Museum. Regardless of the
fact that all artifacts fall to the common denominator of “textile", the
collection is extremely complex; the artifacts are placed into twelve
subcategories, which require profound specialized knowledge and
expertise. The exhibition policy has mostly been aimed at recognizing
and honoring the esthetic and cultural-historical value of clothing. Eve
though the term fashion was first used in the title of an exhibition only
in 1966, clothing was first approached as a cultural and fashion produc
within major cultural projects. Due to its extensive exhibition practice
and rich archive that houses clothing and fashion accessories from the
early 18th century to 2014, the collection of textiles at the Museum of
Arts and Crafts has become a relevant point of reference in research o
clothing and fashion history and culture in Croatia.

*
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SUMMARY

Museum of Applied Art in Belgrade was founded in 1950 as the
first, and still the only, museum in Serbia specializing in applied art.
One of the newly founded museum’s tasks was musealisation of

fashion. Therefore, Textiles and Costumes Collection was immediatel
formed. This paper presents a brief overview of the Museum’s fashion

collections’ development and the dynamics of exhibitions which

depended on the Museum’s development strategies as well as social
and political circumstances. In lieu of the Museum’s 7oth anniversary

this year, this paper connects the first fashion exhibition realized
at the Museum in 1966 entitled Women'’s fashion from the mid-igth
century to the 1930s (from the collection of the Museum of Applied

Art) and the last fashion exhibition entitled Fashion in Modern Serbia:

Fashion in Serbia in the igth and the beginning of the 20th century

from the collection of the Museum of Applied Art in Belgrade opened

in November 2019.

80

aginja Maskareli,
i kustos, Muzej primenjene umetnosti,
ograd, Srbija

AZETAK

uzej primenjene umetnosti u Beogradu osnovan je 1950. godine kao
rviiza sada jedini muzej u Srbiji koji je specijalizovan za primenjenu
etnost. Jedan od zadataka novoosnovanog muzeja bila je muzealizacija
ode, zbog ¢ega je zajedno sa njegovim osnivanjem formirana muzejska
birka tekstila i kostima. Rad donosi kratak pregled razvoja modnih

irki u Muzeju i prati dinamiku organizovanja modnih izlozbi koja se
enjala u skladu sa strategijama razvoja ustanove i drustveno-politickim
olnostima. Imajuci u vidu da Muzej primenjene umetnosti 2020. godine
elezava 70 godina postojanja, rad povlaci muzeolosku paralelu izmedu
rve modne izlozbe koja je realizovana u produkciji Muzeja 1966. godine,
nska moda od sredine XIX veka do tridesetih godina XX veka (iz zbirke
uzeja primenjene umetnosti), i poslednje muzejske modne izlozbe,

oda u modernoj Srbiji: Moda u Srbiji u XIX i poéetkom XX veka iz zbirke
uzeja primenjene umetnosti u Beogradu, koja je otvorena u novembru
19. godine.



== Museum of Applied Art in Belgrade celebrates its 7oth anniver-
sary on November 6, 2020. It was founded on November 6, 1950 as the
first, and still the only, museum in Serbia specializing in applied art. Its
foundation was guided by the experience of other museums such as
the Victoria and Albert Museum in London founded in 1852 and Museum
of Arts and Craft in Zagreb founded in 1880. One of the newly-founded
museum’s collections, formed according to the items they held, was the
Textile and costume collection which now holds approximately 2,200
items including fashion and clothing items, carpets, kilims, tapestries,
wovens, needlework, lace, blankets, rugs, wall decorations, curtains,
pillows, church textiles, weaving tools, etc.'

Although complete records of the first permanent exhibition at the
Museum of Applied Art held in 1951 is not saved, fashion was undoubtably
not included. The first publication about the museum and its collections,
published the same year, does not perceive fashion as a relevant field

of applied arts.? Fashion was finally included in the renewed permanent

1— Stojanovi¢, Dobrila. ,Tekstil i ode¢a kao predmet kolekcioniranja i njihovo
valorizovanje u muzejima : Zaceci kolekcioniranja tekstilnih predmeta na nasem terenu
sa osvrtom na manastirske riznice.“ Zbornik, Muzej primenjene umetnosti9-20, 1976:
183; Rakonjac, Srdan. ,Istorijat Muzeja primenjene umetnosti 1950-2005.” U: 55 godina
Muzeja primenjene umetnosti: 1950-2005, ur. |. Zori¢. Beograd: Muzej primenjene
umetnosti, 2005, 7-11; Maskareli, Draginja. “Muzej primenjene umetnosti u Beogradu

i poc¢eci muzealizacije mode u Srbiji: Odsek za tekstil i kostim 1950-1980.” Zbornik
Muzeja primenjene umetnostiig, 2017: 22.

2 — Corovié-Ljubinkovi¢, Mirjana i Mano-Zisi, Dorde. Muzej primenjene umetnosti.
Belgrade: Museum of Applied Art, 1951.
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== Muzej primenjene umetnosti u Beogradu proslavlja 6. novembra
2020. godine 70 godina od osnivanja. Kao prvii jo$ uvek jedini muzej u Srbiji
koji je specijalizovan za primenjenu umetnost, osnovan je 6. novembra 1g950.
godine, a prilikom njegovog osnivanja kori$¢ena su iskustva srodnih muzej-
skih institucija, kao $to su Muzej Viktorije i Alberta u Londonu, osnovan 1852,
ili Muzej za umjetnost i obrt u Zagrebu, osnovan 1880. godine. Jedna od zbirki
novoosnhovanog muzeja, formiranih prema materijalu koji se u njima €uvao,
bila je Zbirka tekstila i kostima, u kojoj se danas ¢uva oko 2.200 predmeta:
modni i odevni predmeti, tepisi, ¢ilimi, tapiserije, tkanine, vezovi, ¢ipke, pre-
krivaci, prostirke, zidne dekoracije, zavese, jastuci, crkveni tekstil, alatke za
tkanje i dr.'

lako nije sacuvana kompletna dokumentacija o prvoj stalnoj postavci Muzeja
primenjene umetnostiiz 1951. godine, izvesno je da moda na ovoj postavci
nije nasla svoje mesto, dok prva publikacija o Muzeju i njegovim zbirkama,
objavljenaiste godine, ne percipira modu kao relevantnu oblast primenjene
umetnosti®. Svoje mesto moda dobija tek na obnovljenoj stalnoj postavci

1— Stojanovi¢, Dobrila. ,Tekstil i ode¢a kao predmet kolekcioniranja i njihovo valorizovanje
u muzejima : Zaceci kolekcioniranja tekstilnih predmeta na nasem terenu sa osvrtom na
manastirske riznice.“ Zbornik, Muzej primenjene umetnosti 19-20, 1976: 183; Rakonjac,
Srdan. ,Istorijat Muzeja primenjene umetnosti 1950-2005.” U: 55 godina Muzeja primenjene
umetnosti : 1950-2005, ur. I. Zori¢. Beograd: Muzej primenjene umetnosti, 2005, 7-11;
Maskareli, Draginja. “Muzej primenjene umetnosti u Beogradu i po¢eci muzealizacije mode
u Srbiji: Odsek za tekstil i kostim 1950-1980.” Zbornik Muzeja primenjene umetnosti i3,

2017: 22.

2 — Corovié-Ljubinkovi¢, Mirjana i Mano-Zisi, Dorde. Muzej primenjene umetnosti. Beograd:
Muzej primenjene umetnosti, 1951.
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exhibition in 1958 presenting the transformation of urban clothing and
the fashion system in Serbia during the 19th century by showcasing
womenswear from the 19th century national costume holdings, European
fashion at the turn of the 19th and at the beginning of the 20th century,
contemporary fashion sketches, and a number of portraits of women
from the 19th century primarily as information carriers of the fashion at
the time.®

The first fashion exhibition, entitled Shapes of Clothing, arrived at the
Museum of Applied Art from the Museum of Arts and Crafts in Zagreb
and was held from April 10 until April 30, 1955. The first fashion exhibition
produced by the Museum of Applied Art, Women'’s fashion from the
mid-1g9th century until the 1930s (from the collection of the Museum of
Applied Art), was held from December 13, 1966 until May 5, 1967. In the
introductory chapters of the exhibitions’ catalogues, the curators of both
exhibitions speak of special items that are still trying to find their place
in museum collections and exhibitions. Vanda Paveli¢, the curator of

the Shapes of Clothing exhibition, believes that it will “contribute to the
scope and strength of interest in these precious and valuable cultural
and historical items [...] and help its preservation”*. Dobrila Stojanovi¢,
the curator of the Women'’s fashion exhibition, states that it presents
“items that are hard to find nowadays due to their destruction stemming
from lack of appreciation”®.

Dobrila Stojanovi¢ (1925-2018), the first curator of the Textile and cos-
tume collection at the Museum of Applied Art, was also the first curator
in Serbia to specialize in musealisation of fashion. In her years of working
at the museum, she pioneered this field and her work was internationally
recognized as well. For example, she was on the Directing Council of

the Centre International d’Etude des Textiles Anciens (CIETA) in Lyon.®

3 — Maskareli 2017: 23

4 — Oblici odjece. Zagreb: Muzej za umjetnost i obrt, 1955:4.

5 — Stojanovi¢, Dobrila. Zenska moda od sredine XIX veka do tridesetih godina XX veka:
iz zbirke Muzeja primenjene umetnosti. Belgrade: Museum of Applied Art, 1966: 1.

6 — Maskareli 2017: 22-23, 28; Risti¢, Andrijana. Dobrila Stojanovi¢ : ¢etiri

decenije stru¢nog i nau¢nog rada u oblasti tekstila i mode. Belgrade: Museum of
Applied Art, 2019: 7-8.
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1958. godine. Tom prilikom prikazana je transformacija gradanskog odeva-
nja i modnog sistema u Srbiji tokom XIX veka, a medu izabranim predmetima
nasli su se predmeti zenske mode iz korpusa nacionalnog kostima XIX veka,
evropske mode s kraja XIX i iz prvih decenija XX veka, zatim skice za savre-
menu modnu odeéu, kao i jedan broj Zenskih portreta iz XIX veka, pre svega
u funkciji nosilaca informacija o tadasnjoj modi®.

Prva modna izlozba, pod nazivom Oblici odjece, stigla je u Muzej primenjene
umetnosti iz zagrebatkog Muzeja za umjetnost i obrt, i odrzana je od 10. do
30. aprila1955. godine, dok je prva modnaizlozba u produkciji samog Muzeja,
Zenska moda od sredine XIX veka do tridesetih godina XX veka (iz zbirke
Muzeja primenjene umetnosti), odrzana od 13. decembra 1966. do 5. maja
1967. godine. Kustosi obe izlozbe nagovestavaju u uvodnim tekstovima kata-
loga da je re¢ o specificnom materijalu koji jo§ uvek trazi svoje mesto u muzej-
skim zbirkama i na muzejskim izlozbama. Kustos izlozbe Oblici odjece, Vanda
Pavelic, iskazuje uverenje da ¢e izlozba ,pridonijeti Sirenju i jacanju interesa
za ovaj dragocjeni i zanimljivi kulturno-historijski materijal [...] i pomo¢i
njegovom oéuvanju”?, dok kustos izlozbe Zenska moda, Dobrila Stojanovi¢,
naglasava da je izloZzen ,materijal do koga se danas tesko dolazi, jer je cesto
unistavan posto nije dovoljno cenjen”®.

Dobrila Stojanovi¢ (1925-2018), prvi kustos Zbirke tekstila i kostima u Muzeju
primenjene umetnosti, bila je istovremeno i prvi kustos u Srbiji koji se bavio
muzealizacijom mode. Tokom svog dugogodisnjeg rada u Muzeju uspesno

je obavila pionirski posao u ovoj oblasti. Rad Dobrile Stojanovi¢ bio je zapazen
i na medunarodnom nivou, tako da njeno ime, u periodu od 1983. do 1987.
godine, mozemo naci na spisku élanova Upravnog saveta Medunarodnog
centra za proucavanje istorijskog tekstila u Lionu (CIETA)®.

Dobrila Stojanovi¢ radila je u Muzeju primenjene umetnosti od 1951. do
penzionisanja 1988. godine. Ako posmatramo tadasnju dinamiku odrzavanja
modhnih izlozbi u Muzeju, mozemo primetiti da gotovo nijedna decenija nije

3 — Maskareli 2017: 23.
4 — Oblici odjece. Zagreb: Muzej za umjetnost i obrt, 1955: 4.

5 — Stojanovié¢, Dobrila. Zenska moda od sredine XIX veka do tridesetih godina XX veka:
iz zbirke Muzeja primenjene umetnosti. Beograd: Muzej primenjene umetnosti, 1966: 1.

6 — Maskareli 2017: 22-23, 28; Risti¢, Andrijana. Dobrila Stojanovic¢ : ¢etiri decenije struénog
inauénog rada u oblasti tekstila i mode. Beograd: Muzej primenjene umetnosti, 2019: 7-8.
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Dobrila Stojanovi¢ worked at the Museum of Applied Art from 1951 until
her retirement in 1988. When looking at the fashion exhibition dynamics
in this period, we see that a fashion exhibition was held almost every
decade, either an exhibition produced by the museum or a visiting exhi-
bition from renowned institutions and fashion collections in the former
Yugoslavia and the Western Balkans. After Shapes of Clothing (1955)
and the Women'’s fashion from the mid-igth century to the 1930s (1966),
the visiting exhibition Clothing from the Maribor Regional Museum’s
collection” was held from April 6 until May 4, 1976. The museum’s thirtieth
anniversary was celebrated by the Urban costume in Serbia in the 1gth
and at the beginning of the 20th century exhibition held from November
6 until December 20, 1980.8

After Dobrila Stojanovic left the position of the Textile and costume
collection’s curator, the dynamics changed according to the collecting
and exhibiting policies of the collection which shifts towards affirmation
of traditional textile crafting and decorating skills, for example weaving
and needlework. Fashion items presented at the Artistic embroidery

in Serbia 1804-1904 exhibition held at the museum from November 6,
1994 until February, 12, 1995, were chosen primarily according to the artis-
tic and historic value of their needlework embroidery®?, while the Kilims
of Pirot exhibition held from November 6, 2001 until February 10, 2002,
was closed with a fashion show by Mona fashion house whose models
were inspired by the exhibited items™®.

The next fashion exhibition at the museum was held on its 5oth anniver-
sary in 2000. Fashion in Belgrade: 1918-1941" garnered a lot of attention

7 — Sergej Vriser and Marjetica Simoniti from the Maribor Regional Museum were the
curators, see Sergej VriSer. Odeca iz zbirke Pokrajinskog muzeja u Mariboru. Belgrade:
Museum of Applied Art, 1976.

8 — Dobrila Stojanovi¢ curated the exhibition, see Dobrila Stojanovi¢. Gradska nos$nja
u Srbiji u XIX. i pocéetkom XX. veka. Belgrade: Museum of Applied Art, 1980.

9 — Milena Vitkovi¢-Zikié of the Museum of Applied Art curated the exhibition, see
Milena Vitkovi¢-Ziki¢. Umetnicki vez u Srbiji 1804-1904 = Artistic Embroidery in Serbia
1804-1904. Belgrade: Prosveta, Museum of Applied Art, 1994.

10 — Milena Vitkovi¢-Zikié¢ curated the exhibition, see idem. Pirotski ¢ilim = Les kilims
de Pirot. Belgrade: Museum of Applied Art, 2001.

11— Bojana Popovi¢. Moda u Beogradu: 1918-1941. Belgrade: Museum of Applied Art, 2000.
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protekla bez modne izlozbe, kao i da su se izlozbe u produkciji samog Muzeja
smenijivale sa gostujuc¢im izlozbama relevantnih institucija i modnih zbirki
tadasnje Jugoslavije i sadasnjeg regiona Zapadnog Balkana. Posle izlozbi
Oblici odjece (1955) i Zenska moda od sredine XIX veka do tridesetih godina
XX veka (1966), u Muzeju je od 6. aprila do 4. maja 1976. godine odrzana gostu-
juca izlozba Pokrajinskog muzeja u Mariboru, Odeca iz zbirke Pokrajinskog
muzeja u Mariboru’, da bi tridesetogodisnjica rada Muzeja bila obelezena
izlozbom Gradska nosnja u Srbiji u XIX i poc¢etkom XX veka, koja je odrzana od
6. novembra do 20. decembra 1980. godine®.

Odlaskom Dobrile Stojanovi¢ sa mesta kustosa Zbirke tekstila i kostima, ova
dinamika se menja zajedno sa sakupljackom i izlaga¢kom politkom zbirke,
koja se okrece ka afirmaciji tradicionalnih vestina proizvodnje i ukragavanja
tekstila, kao $to su tkanje i vez. Modni predmeti na izlozbi Umetnicki vez u
Srbiji 1804-1904, koja je odrzana u Muzeju od 6. novembra 1994. do 12. febru-
ara 1995. godine, birani su pre svega prema kriterijumu umetnic¢ko-istorijske
vrednosti svoje vezene dekoracije®, dok je izlozba Pirotski ¢ilimi, odrzana

od 6. novembra 2001. do 10. februara 2002. godine, zatvorena revijom modela
modne kuée Mona, koji su bili inspirisani izlozenim materijalom™.

Slede¢a muzejska modnaizlozba dogada se tek 2000. godine, na pedeseto-
godisnjicu rada Muzeja. U pitanju je izlozba Moda u Beogradu: 1918-1941", koja
je privukla veliku paznju javnosti, dok je kustos Muzeja, mr. Bojana Popovic¢,
nagradena prestiznim nagradama struke—nagradom za najbolju autorsku
izloZzbu Drustva istoricara umetnosti Srbije i nagradom ,,Pavle Vasi¢” za objav-
ljeni tekst iz oblasti primenjene umetnosti i dizajna, koju dodeljuje Udruzenje
likovnih umetnika primenjenih umetnosti i dizajnera Srbije (ULUPUDS)™.

7 — Kustosi izlozbe bili su dr Sergej Vriser i Marjetica Simoniti iz Pokrajinskog muzeja
u Mariboru, v. Vriser, Sergej. Odeca iz zbirke Pokrajinskog muzeja u Mariboru. Beograd:
Muzej primenjene umetnosti, 1976.

8 — Kustos izloZbe bila je Dobrila Stojanovi¢, v. Stojanovié¢, Dobrila. Gradska nosnja u Srbiji
u XIX i pocetkom XX veka. Beograd: Muzej primenjene umetnosti, 1980.

9 — Kustos izlozbe bila je Milena Vitkovié-Ziki¢ iz Muzeja primenjene umetnosti, v. Vitkovié-
Ziki¢, Milena. Umetnicki vez u Srbiji 1804-1904 : Artistic Embroidery in Serbia 1804-1904.
Beograd: Muzej primenjene umetnosti, 1994.

10 — Kustos izlozbe bila je Milena Vitkovié-Ziki¢, v. idem, Vitkovié-Ziki¢ Milena. Pirotski éilim =
Les kilims de Pirot. Beograd: Muzej primenjene umetnosti, 2001.

11— Popovi¢, Bojana. Moda u Beogradu : 1918-1941. Beograd: Muzej primenjene umetnosti, 2000.

12 — Rakonjac 2015: 23.
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from the public, and the museum’s curator Bojana Popovi¢, MA, was

the recipient of two prestigious professional awards—the best original
exhibition award from the Serbian society of art historians, and the “Pavle
Vasi¢” award for published work in the field of applied arts and design
from the Association of Applied Arts Artists and Designers of Serbia
(ULUPUDS)™. Unlike previous fashion exhibitions realized within the
Textile and costume collection, this exhibition of historical fashion was
realized within the Contemporary applied art and design collection.

Contemporary applied art and design collection was established in
1966 as a turning point in the museum’s operational organization. Unlike
“historic” collections, formed according to the items held in them, the
new collection was formed to encompass all the areas of contemporary
applied art from 1918 onwards. The new collection’s concept is based

on the idea that “in contemporary industrial production, material is not
of vital significance for aesthetic and formal qualities of an item as it
was historically” forcing the “principle of xy based on unique stylistic
features”.'

Alarge number of historical fashion artefacts was taken from the
Textile and costume collection and transferred to the newly-founded
Contemporary applied art and design collection. The selection was not
done consistently from the very beginning which resulted in a signifi-
cant number of garments, accessories, carpets, kilims, and other items
produced after 1918 and present in the Textile and costume collection in
1966 still being part of it today. This made it much more difficult to cre-
ate a unified acquisition policy and continuously study the development
of individual fashion items and occurrences. What is more, directing
necessary museum resources towards following contemporary fashion
was not achieved.

Fashion museums occupy important positions in the international mu-
seum scene and fashion exhibitions achieve blockbuster status. This
global trend is reflected in the exhibition programmes of Serbian muse-
ums as well. Animportant incentive for the return of fashion on the
Serbian museum scene was the International Committee for Museums
and Collections of Costume’s (ICOM Costume) annual conference

12 — Rakonjac 2015: 23.

13 — Rakonjac 2015: 15.
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Za razliku od prethodnih modnih izlozbi koje su realizovane u okviru
Zbirke tekstila i kostima, ova izlozba istorijske mode realizovana je u okviru
Zbhirke savremene primenjene umetnostii dizajna.

Osnivanje Zbirke savremene primenjene umetnosti i dizajna 1966. godine
predstavljalo je znaéajnu prekretnicu u organizaciji rada Muzeja. Za razliku
od ,istorijskih” zbirki, formiranih prema materijalu koji se u njima ¢uva,

nova zbirka je koncipirana tako da prati sve oblasti savremene primenjene
umetnosti od 1918. godine pa nadalje. Koncepcija nove zbirke zasnovana je na
stavu da ,,materijal u savremenoj industrijskoj proizvodnji nije od presudnog
znacaja za estetska i formalna svojstva predmeta, kao sto je to bio slucaj

u proslosti”, zbog ¢ega se namece ,,princip obrade na osnovu jedinstvenih
stilskih obelezja”'®.

Osnivanjem Zbirke savremene primenjene umetnostii dizajna, veliki broj
istorijskih modnih artefakata izdvojen je iz Zbirke tekstila i kostima i pripojen
novoosnovanoj zbirci. Ovo izdvajanje ve¢ na samom pocetku nije sprovedeno
dosledno, pa se u Zbirci tekstila i kostima i danas nalazi zna¢ajan broj odev-
nih predmeta, modnih detalja, tepiha, ¢ilima i drugih predmeta koji su nastali
u periodu posle 1918. godine, a koji su se 1966. godine zatekli u zbirci. Ovakva
podela umnogome je otezala uspostavljanje jedinstvene politike nabavke
predmeta i kontinuirano prouc¢avanje razvoja pojedinih modnih predmetaii
pojava, ne uspevsi pri tome da preusmeri neophodan deo muzejskih resursa
na pracenje savremene mode.

Muzeji mode danas zauzimaju vazna mesta na globalnoj muzejskoj sceni,
dok modne izlozbe dobijaju status blokbastera. Ovaj globalni trend odrazio
se i naizlagacki program muzeja u Srbiji, pri ¢emu je vazan podsticaj za
povratak mode na srpsku muzejsku scenu predstavljala Godi$nja konferen-
cija Komiteta za kostim Medunarodnog saveta muzeja (ICOM Costume),
odrzana u Beogradu od 25. do 30. septembra 2011. godine, sa temom Izmedu:
kultura odevanja izmedu Istoka i Zapada. Na inicijativu organizatora, Etno-
grafskog muzeja u Beogradu, konferenciju je pratila manifestacija Mesec
odevanja u Srbiji, u okviru koje je 20 kulturnih institucija u Beogradu i Novom
Sadu realizovalo program od 27 izlozbi'.

13 — Rakonjac 2015: 15.

14 — Balasa, Vanja. ,lzmedu—kultura odevanja izmedu Istoka i Zapada.” ICOM Srbija :
casopis Nacionalnog komiteta medunarodnog saveta muzeja—Srbija 1, 201: 16.
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held in Belgrade from September 25 until September 30, 2011. The
topic was In Between—Culture of dress between the East and the West
and it was organized by the Ethnographic Museum in Belgrade. At the
organizer’s initiative, the conference was accompanied by the A month
of dressing in Serbia event which consisted of 20 cultural institutions
holding 27 exhibitions in Belgrade and Novi Sad™.

Museum of Applied Art participated in the event with its Wedding
dresses in Serbia in the second half of the 19th and at the beginning of
the 20th century from the collection of MAA exhibition held from Sep-
tember 22 until December 31, 201", In the following years, the museum
continued holding smaller exhibitions of its fashion collections such

as Ah, the shoes!: Women'’s footwear in the igth and the 20th century
from the Museum of Applied Art collections (2013)'®, Bags" (2015)

and Aleksandar Joksimovic: from the Museum of Applied Art collection
(2015)".

From March, 2012 until February 2015, Museum of Applied Art parti-
cipated in the European Fashion international project for digitalization
of fashion heritage. 22 partners from 12 European countries took part
in the project whose aim was to create a thematic aggregator of
digital content in the field of fashion. For the duration of the project,

14 — Van Balasa, Vanja. ,Izmedu - kultura odevanja izmedu Istoka i Zapada.” ICOM

Srbija : ¢asopis Nacionalnog komiteta medunarodnog saveta muzeja—Srbija 1, 2011: 16.

15 — The exhibition was curated by Draginja Maskareli of the Museum of Applied

Art, see Draginja Maskareli. Venc¢ane haljine u Srbiji u drugoj polovini XIX. i poéetkom
XX. Veka iz kolekcije MPU = Wedding Dresses in Serbia in the Second Half of the 1gth
and at the Begining of the 20th Century from the Collection of MAA. Belgrade:
Museum of Applied Art, 2011.

16 — The exhibition was held from May 16, 2013 until Januray 8, 2014 and was curated

by Bojana Popovi¢ and Draginja Maskareli, see Bojana Popovi¢ and Draginja Maskareli.
Ah, te cipele! : Zenska obuéa iz XIX i XX veka iz kolekcija Muzeja primenjene umetnosti.
Belgrade: Museum of Applied Art, 2013.

17 — The exhibition was held from May 1 until May 30, 2015 and was curated by
Draginja Maskareli, see Draginja Maskareli. Tasnice = Bags. Belgrade: Museum of
Applied Art, 2015.

18 — The exhibition was held from September g until October 30, 2015 and was
curated by Bojana Popovié, see Bojana Popovic. Aleksdandar Joksimovic : iz zbrike
Muzeja primenjene umetnosti. Belgrade: Museum of Applied Art, 2015.
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Muzej primenjene umetnosti u¢estvovao je u manifestaciji izlozbom
Vencéane haljine u Srbiji u drugoj polovini XIX i poc¢etkom XX veka iz kolek-
cije MPU, koja je odrzana od 22. septembra do 31. decembra 2011. godine™.
Narednih godina, Muzej je nastavio sa realizacijom manjih izlozbi pojedina¢-
nih muzejskih modnih kolekcija kao $to su: Ah, te cipele!: Zenska obuca

iz XIX i XX veka iz kolekcija Muzeja primenjene umetnosti (2013)'®, Tasnice
(2015)" i Aleksandar Joksimovic: iz zbirke Muzeja primenjene umetnosti
(2015)™@.

Od marta 2012. do februara 2015. godine Muzej primenjene umetnosti uce-
stvovao je u medunarodnom projektu digitalizacije modnog nasleda Europe-
ana Fashion. Cilj projekta, u kome je u¢estvovalo 22 partnera iz 12 evropskih
zemalja, bila je izrada tematskog agregatora digitalnih modnih sadrzaja.
Tokom projekta, Muzej je stavio u rezim slobodnog pristupa 5.585 predmeta
iz svojih modnih zbirki koji su danas dostupni na portalu Europeana. U okviru
projekta, u saradnji sa Vikimedijom Srbije, 18. oktobra 2014. godine, Muzej

je organizovao i modni uredivacki maraton (edit-a-thon), koji je okupio vise
od éetrdeset u¢esnika: muzejskih kustosa, profesora i studenata modnog
dizajna, modnih kreatora, stilista i novinara™.

Takode, Muzej primenjene umetnosti bio je domacin pojedinih dogadaja koji
su organizovani u okviru Beogradske nedelje mode (Belgrade Fashion Week).
Medu ovim dogadajima izdvaja se izlozba Izmedu proslosti i buduénosti:

15 — Kustos izlozbe bila je Draginja Maskareli iz Muzeja primenjene umetnosti u Beogradu,

v. Maskareli, Draginja. Vencane haljine u Srbiji u drugoj polovini XIX i poc¢etkom XX veka

iz kolekcije MPU = Wedding Dresses in Serbia in Second Half of the 19th and Begining of 20th
Century from the Collection of MAA. Beograd: Muzej primenjene umetnosti, 2011

16 — Izlozba je odrzana od 16. maja 2013. do 8. januara 2014. godine, a kustosi su bili Bojana
Popovic¢ i Draginja Maskareli, v. Popovi¢, Bojana, Maskareli, Draginja. Ah, te cipele! :
Zenska obuca iz XIX i XX veka iz kolekcija Muzeja primenjene umetnosti. Beograd: Muzej
primenjene umetnosti, 2013.

17 — 1zlozba je odrzana od 1. do 30. maja 2015. godine, a kustos je bila Draginja Maskareli, v.
Maskareli, Draginja. Tasnice = Bags. Beograd: Muzej primenjene umetnosti, 2015.

18 — Izlozba je odrzana od 9. septembra do 30. oktobra 2015. godine, a kustos je bila
Bojana Popovic, v. Popovié¢, Bojana. Aleksandar Joksimovic : iz zbirke Muzeja primenjene
umetnosti. Beograd: Muzej primenjene umetnosti, 2015.

19 — Suls, Dieter. ,Europeana Fashion: Past, Present and Future.” Zbornik, Muzej primenjene
umetnosti 11, 2015: 45-48.; Maskareli, Draginja. ,Projekat Europeana Fashion.” ICOM Srbija:
casopis Nacionalnog komiteta medunarodnog saveta muzeja—Srbija 5, 2015: 91-93.
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the museum allowed open access to 5,585 items from its fashion
collections which are now available on the Europeana portal. As part
of the project and in cooperation with Wikimedia Serbia, the mu-
seum organized an edit-a-thon on October 18, 2104 with more than

40 participants: museum curators, professors and students of fashion
design, fashion designers, stylists, and journalists'.

In addition, Museum of Applied Art hosted individual evets organized
as part of the Belgrade Fashion Week. The exhibition that stood out
was the Between past and future: 25 years of fashion design in Serbia
held as part of Belgrade Fashion Week anniversary celebrations from
October 27 until Novemner 19, 2016. It presented the development

of contemporary fashion scene from the 19gos by showcasing models
by Ingrid Huljev, Doda Komad, Jasmina Sanader, Maja Nedeljkovi¢
Davidovac, Dragana Ognjenovi¢, Valentina Obradovic¢, Igor Todorovig,
Bata Spasojevic, and others whose work left a mark of the fashion
scene of the previous decades®°.

The last big fashion exhibition, entitled Fashion in Modern Serbia:
Fashion in Serbia in the 19th and the early 20th centuries in the collec-
tion of the Museum of Applied Art in Belgrade, was held at the Mu-
seum of Applied Art from November 6, 2019 until January 31, 2020. The
exhibits bore witness to the dynamic changes in the fashion system
and the society in Serbia in the 19th century accompanied by building
new cultural models with local specificities and acquiring cultural
models of urban Europe.

The exhibition emphasized the role of fashion in the visual representa-
tion and construction of individuals’ identities of ruling families and
the middle class by interpreting fashion as a part of visual culture. Spe-
cific national costume, created after 1830 from nationalized elements

19 — Suls, Dieter. ,Europeana Fashion: Past, Present and Future.” Zbornik, Muzej
primenjene umetnosti i, 2015: 45-48.; Maskareli, Draginja. ,,Projekat Europeana Fashion.”
ICOM Srbija : ¢asopis Nacionalnog komiteta medunarodnog saveta muzeja

—Srbija 5, 2015: 91-93.

20 — The exhibition was curated by Ksenija Markovic¢ Bozovi¢, MA, and Nenad Radujevié¢
of the Click fashion studio, see Jelena Kavaja. “Mnogo je Roksandi llin¢i¢ u Srbiji, ali im
treba potrska.“ Politika, October 27, 2016. Url: http://www.politika.rs/sr/clanak/366604/
Mnogo-je-Roksandi-llincic-u-Srbiji-ali-im-treba-podrska (accessed October, 27, 2016)
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25 godina autorske modne scene u Srbiji, koja je odrzana u Muzeju od 27.
oktobra do 19. novembra 2016. godine, u okviru obelezavanja jubileja Beograd-
ske nedelje mode. Na izlozbi je prikazan razvoj savremene modne scene od
devedesetih godina dvadesetog veka, a publika je imala prilike da vidi modele
Ingrid Huljev, Dode Komad, Jasmine Sanader, Maje Nedeljkovi¢ Davidovac,
Dragane Ognjenovic¢, Valentine Obradovi¢, Igora Todorovi¢a, Bate Spasoje-
viéa i drugih autora ¢iji je rad obelezio modnu scenu prethodnih decenija®.

Poslednja velika modnaizlozba, Moda u modernoj Srbiji: Moda u Srbiji u

XIX i pocetkom XX veka iz zbirke Muzeja primenjene umetnosti u Beogradu,
odrzana je u Muzeju primenjene umetnosti od 6. novembra 2019. do 31. janu-
ara 2020. godine. Materijal predstavljen na izlozbi svedoéio je o dinamié¢nim
promenama modnog sistema i drustva u Srbiji XIX veka, prac¢enih izgradnjom
novih kulturnih modela s lokalnim specificnostima i usvajanjem kulturnih
modela gradanske Evrope.

IzloZba je stavila naglasak na ulogu mode u vizuelnoj reprezentaciji i kon-
struisanju identiteta pojedinaca, pripadnika vladarskih porodica i gradan-
ske klase, tumaceci modu kao deo vizuelne kulture. Na taj nacin, u okvirima
novoprihvacenog evropskog modnog sistema sagledan je i specifi¢ni nacio-
nalni kostim, konstruisan posle 1830. godine od nacionalizovanih elemenata
preuzetih iz ,tradicionalnog” osmansko-balkanskog odevnog asortimana.
IzloZba je prikazala i zna¢ajne promene koje u ovom periodu nisu bile vidljive
samo u oblicima odece, ve¢ i u nacinu njene proizvodnje i trziSnog plasmana,
prateci put koji je moda u XIX veku presla od osmansko-balkanskog kultur-
nog modela do ulaska u evropski sistem moderne mode®'.

Tokom prvih sedam decenija postojanja, jedan od zadataka Muzeja pri-
menjene umetnosti bio je i kontinuirani rad na muzealizaciji mode u Srbiji.
Prateci razvoj ovog vaznog segmenta muzejske delatnosti, ovaj rad nastoji da
povuce muzeolosku paralelu izmedu prve modne izlozbe koja je realizovana u

20 — Kustosi izlozbe bili su mr Ksenija Markovi¢ Bozovi¢ i Nenad Radujevi¢ iz modnog
studija Click, v. Kavaja, Jelena. ,Mnogo je Roksandi llin¢i¢ u Srbiji, ali im treba podrska.”
Politika 27, 2016. Url: http://www.politika.rs/sr/clanak/366604/Mnogo-je-Roksandi-
llincic-u-Srbiji-ali-im-treba-podrska (pristupljeno 27. 12. 2020.)

21 — Maskareli, Draginja. Moda u modernoj Srbiji : Moda u Srbiji u XIX i pocetkom XX veka
iz Zbirke Muzeja primenjene umetnosti u Beogradu = Fashion in Modern Serbia : Fashion in
Serbia in the 19th and early 20th centuries in the collection oh the Museum of Applied Art
in Belgrade. Beograd: Muzej primenjene umetnosti, 2019: 18-19, 74-75.
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taken from the “traditional” Ottoman-Balkan clothing assortment, was
viewed in the same way, within the framework of the newly accepted
European fashion system. In addition, the exhibition presented signifi-
cant changes not only in the types of clothing but also in the way it
was produced and placed on the market by following the path fashion
took in the 1gth century from the Ottoman-Balkan cultural model to its
entry into the European system of modern fashion?'.

During its first 70 years, one of the museum’s tasks was to continuously
work on musealisation of fashion in Serbia. This paper follows the
development of this important segment of the museum’s activities and
tries to draw a museological parallel between the first fashion exhibition
realized by the museum in 1966, Women’s fashion from the mid-igth
century to the 1930s and the last one opened in November, 2019, Fashion
in modern Serbia®?,

The 1966 exhibition was accompanied by a modest, 15 pages mimeo-
graphed catalogue with an introduction and catalogue units but without
illustrations. In line with the museological trends at the time, the exhibi-
tion was focused only on women’s fashion. The name of the exhibition
did not include a marker of nationality, however, its connection to
national history and fashion was defined it the introduction of the cata-
logue. Among other, “by gaining independence and enriching the middle
class in Serbia, a number of inevitable changes occurred including
changes in dressing inspired by European centres such as Vienna, Pest,
and Paris®®”,

131items were presented at the exhibition. They were classified in the
catalogue according to types and then chronologically: dresses, blouses,

21— Maskareli, Draginja. Moda u modernoj Srbiji : Moda u Srbiji u XIX i po¢etkom XX
veka iz Zbirke Muzeja primenjene umetnosti u Beogradu = Fashion in Modern Serbia :
Fashion in Serbia in the 19th and early 20th centuries in the collection oh the Museum
of Applied Art in Belgrade. Belgrade: Museum of Applied Art, 2019: 18-19, 74-75.

22 — If we drew a thematic parallel, instead of the museological, we would compare
Fashion in moder Serbia (2019) to Urban costume in Serbia in the 19th and at the
beginning of the 20th century (1980) as both exhibitions cover the changes in the
fashion system and society in the same time span, see Maskareli 2017: 26; Maskareli
2019: 16.

23 — Stojanovi¢ 1966: 1.
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produkciji Muzeja 1966. godine, Zenska moda od sredine XIX veka do
tridesetih godina XX veka, i poslednje muzejske modne izlozbe, Moda u
modernoj Srbiji, koja je otvorena u novembru 2019. godine®.

Izlozbu iz 1966. godine pratio je skroman, $apirografisan katalog, bez ilu-
stracija, obima 15 strana, sa uvodnim tekstom i kataloskim jedinicama.

U skladu sa tadasnjim muzeoloskim trendovima, izlozba je bila fokusirana
samo na Zzensku modu. Naziv izlozbe nije sadrzavao nacionalnu odred-
nicu, ali je njena veza sa nacionalnom istorijom i modom definisana u uvod-
nom tekstu kataloga, gde je, izmedu ostalog, naglaseno da ,dobijanjem
samostalnosti i obogacivanjem gradanskog drustva u Srbiji dolazi do niza
neminovnih promena, paiizmena u odevanju”, pri ¢emu ,uzori u odevanju
postaju evropski centri Be¢, Pesta i Pariz”22,

Na izlozbi je prikazan 131 predmet, koji su u katalogu klasifikovani prema
vrstama, a zatim hronoloski: haljine, bluze, okovratnici, $alovi, ogrtaéii
kaputi, Sesiri, rukavice, torbice i tasne, maramice, lepeze, suncobrani,
rublje, €arape, obuca i razni detalji. Na sli¢an naéin predmeti su grupisani
i na izlozbenoj postavci, gde je, kao dodatno sredstvo komunikacije,
koris¢en bogat dokumentarni materijal: slikani Zenski portreti iz zbirke
Narodnog muzeja u Beogradu, kao i Zenski fotografski portretii stranice
ilustrovanih modnih ¢asopisa iz zbirke Muzeja primenjene umetnosti*.

Godine 2019. na izlozbi je prikazan 81 predmet, dok na postavcii u prate-
¢em katalogu nisu kori§¢eni linearni narativi, kao $to je klasifikacija pred-
meta prema vrstama i hronologiji. IzloZzeni materijal obuhvataiZensku i
musku modu, dok su odabrani predmeti organizovani u ,sekvence”, od
kojih svaka prikazuje i tumaci pojedina¢ne modne fenomene XIXi pocetka
XX veka, kako na lokalnom tako i na globalnom nivou. Materijal prezento-
van na izlozbiiu katalogu podeljen je u sledece celine: Gradska nosnja i
nacionalni kostim, ,Tradicija” i ,moda”, Zanati, trgovina i industrija, Doba
»moderne” mode, Modne siluete, Muska moda i Hiljadu grana.

29 — Ukoliko bismo umesto muzeoloske, povlacili sadrzajno-tematsku paralelu, izlozbu
Moda u modernoj Srbiji (2019) uporedili bismo sa izlozbom Gradska nosnja u Srhiji u XIX

i pocetkom XX veka (1980), s obzirom na to da su obe izlozbe pratile isti viemenski period
kroz promene modnog sistema i drustveno-istorijske promene, v. Maskareli 2017: 26;
Maskareli 2019: 16.

23 — Stojanovic¢ 1966: 1.

24 — bid., 3-15; Maskareli 2017: 23; spisak izlozenih portreta iz zbirke Narodnog muzeja
u Beogradu nije sa¢uvan u muzejskoj dokumentaciji.
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collars, scarves, cloaks and coats, hats, gloves, purses and bags, hand-
kerchiefs, fans, parasols, underwear, socks, footwear, and various
accessories. The items were grouped in a similar way in the exhibition
accompanied, as an additional means of communication, by ample docu-
mentary material: painted portraits of women from the National museum
in Belgrade’s collection as well as photographic portraits of women

and pages from illustrated fashion magazines from the collection of the
Museum of Applied Art2*,

81items were presented at the 2019 exhibition but were not exhibited
following a linear narrative such as classification according to the type
or in chronological order, nor presented in such a way in the accompa-
nying catalogue. The exhibits included both women’s and men’s fashion
and selected items were organized in “sequences” each one represent-
ing and interpreting individual fashion phenomena of the igth and the
beginning of the 20th century, locally and globally. The items presented
in the exhibition and the catalogue were divided in the following seg-
ments: Urban clothing and national costume, “Tradition” and “fashion’,
Crafts, trade and industry, The age of “modern” fashion, Fashion silhou-
ettes, Men’s fashion, and A thousand branches.

Although both exhibitions use the word “fashion” in their names, the
selection of the exhibits bears witness to the change in understand-
ing of what fashion is. The 1966 exhibition presented “fashion” only as
items coming from western, European fashion, while the 2019 exhi-
bition, in line with contemporary definitions of fashion?®, follows the
development of the fashion system within the framework of pluralism
of cultural models which ruled the 1gth century Serbia. In order to

24 — Ibid., 3-15; Maskareli 2017: 23; a list of portraits from the collection of the
National museum exhibited in this exhibition was not kept.

25 — According to one of the contemporary definitions, fashion is the clothing that

is desirable at a given moment and time. Furthermore, whenever a certain person
(consiously or unconsciously) prefers one bodily decoration over another, we can talk
about fashion, see Entwistle, Joanne. The Fashioned Body : Fashion, Dress and Modern
Social Theory. Cambridge, Oxford: Polity Press, 2000: I; Jansen, Maria Angela; Craik,
Jennifer. “Introduction.” Fashioning Traditions : Negotiating Tradition and Modernity
through Fashion, ur. Maria Angela Jansen and Jennifer Craik. London: Bloomsbury,
2016: 8.

26 — Keiser, Susan. Fashion and Cultural Studies. London: Bloomsbury, 2013: 2-3.
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lako obe izloZbe u naslovu koriste odrednicu ,moda”, izbor izlozenih pred-
meta svedoci o promeni u njenom razumevanju, koja se u meduvremenu
dogodila. Na izlozbi iz 1966. godine pod ,modom” se podrazumevaju

samo predmetiiz korpusa zapadne, evropske mode, dok izlozba iz 2019.
godine, u skladu sa savremenim definicijama mode®®, prati razvoj modnog
sistema u okviru pluralizma kulturnih modela, koji je vladao u Srbiji u XIX
veku. Nastojeci da izbegne binarne kategorije ,zapadne” i ,ostale” odece?®,
izlozba iz 2019. godine pod odrednicu ,moda” stavlja i predmete iz kor-
pusa gradske nosnje, koji su preuzeti iz osmanskog modnog sistema, da

bi kasnije, u okviru novoprihvaé¢enog evropskog modnog sistema, bili
konvertovani u nacionalni kostim.

Dok na fotografijama izlozbe iz 1966. godine vidimo, kao deo postavke,
originalne slikane i fotografske zenske portrete, kao i listove iz ilustrova-
nih modnih ¢asopisa, izlozba iz 2019. godine koristi savremene tehnologije
reprodukovanja dokumentarnog materijala—svi slikanii fotografski por-
treti, modne ilustracije, modni oglasii dr. predstavljeni su na postavciu
vidu digitalno stampanih reprodukcija. Na ovaj nacin, u izlozbenu postavku
i katalog uklju¢en je materijal iz Narodnog muzeja u Beogradu, Istorijskog
muzeja Srbije, Muzeja grada Beograda, Jevrejskog istorijskog muzeja u
Beogradu, Narodne biblioteke Srbije i Jugoslovenske kinoteke.

Osim standardnih printova na zidovima, posebnu vrstu interakcije sa
postavkom i komunikacije sa prostorom ulice ostvarili su monumentalni
dvostrani printovi na prozorskim povr§inama galerije, vidljivi i spolja i
iznutra. ,Videla sam potencijal u velikim prozorskim povrsinama na kojima
je svakako moralo da se interveni$e zbog svetla. [...] Iskoristila sam

ta velika platna kao deo scenografije, shvatila da moraju da ostanu u ko-
madu, nedeljena, da nema usitnjavanja. Napravili smo niz velikih crno-

25 — Prema jednoj od savremenih definicija, pod modom se podrazumeva odeca
koja je pozeljna u datom trenutku i vremenu. Shodno tome, ¢im odredena

osoba (svesno ili nesvesno) pretpostavlja jedan telesni ukras drugom, moze se govoriti
o modi, v. Entwistle, Joanne. The Fashioned Body : Fashion, Dress and Modern

Social Theory. Cambridge, Oxford: Polity Press, 2000: 1; Jansen, Maria Angela; Craik,
Jennifer. “Introduction.” Fashioning Traditions : Negotiating Tradition and Modernity
through Fashion, ur. Maria Angela Jansen and Jennifer Craik. London: Bloomsbury,
2016: 8.

26 — Keiser, Susan. Fashion and Cultural Studies. London: Bloomsbury, 2013: 2-3.
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avoid binary categories of “western” and “other” clothing*°, the 2019
exhibition subsumes urban clothing taken from the Ottoman fashion
system, and later converted into national costume under the newly
accepted European fashion system, under the term fashion.

While we see original painted and photographed women’s portraits

as well as pages from illustrated fashion magazines as part of the 1966
exhibition, the 2019 exhibition uses contemporary technologies of
reproducing documentary materials—all painted and photographed
portraits, fashion illustrations, etc., are presented in the exhibition as
digitally printed reproductions. This way, the exhibition includes mate-
rials from the National Museum in Belgrade, Historical Museum of
Serbia, Belgrade City Museum, Jewish Historical Museum in Belgrade,
National Library of Serbia, and the Yugoslav Film Archive.

Apart from standards posters on the walls, a special type of commu-
nication with the street was achieved through monumental two-sided
decals on the gallery’s windows visible from the outside and the inside.
“l saw a potential in large windows which required an intervention any-
way due to light. [...] l used these big canvases as part of the scenery,
realized they have to stay in one piece, undivided, that there should
not be any reduction in size. We made a series of large black and white
posters, photographs, and drawings which follow this story of fashion,
but also serve as a background and support for the exhibits”, Aleksan-
dra Tosman, the architect of the exhibition, explained .

Alongside portraits created by painting, graphics, and photography as
well as other printed documentary materials, the 2019 exhibition uses
film recordings, too. The first Serbian ethnological film One Serbian
village wedding, filmed in 1911 by a Hungarian film maker Louis de Beéry
in Majdevo near Krusevac and kept in the Yugoslav Film Archive, was
shown as part of the exhibition?2,

27 — Prazi¢, Bojana. ,Kako su se nosili nasi stari kad su bili mladi.” Arhitekton, 1.
decembar 2019. Url: http://arhitekton.net/kako-su-se-nosili-nasi-stari-kad-su-bili-mladi/
(accessed September, 1, 2019)

28 — Erdeljanovi¢, Aleksandar Sasa. ,Producent Svetozar Botori¢ i njegovi filmovi.”
Novi filmograf : portal za bolju kinematografiju. Url: http://www.novifilmograf.com/
producent-svetozar-botoric-i-njegovi-filmovi/ (accessed January, 17, 2020)
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belih printova, fotografija i crteza koji takode prate ovu pri¢u o modi,
ali sui pozadina i podrska eksponatima”, objasnila je arhitekta postavke,
Aleksandra Tosman?,

Pored portreta u tehnikama slikarstva, grafike i fotografije, kao i drugog
Stampanog dokumentarnog materijala, izlozba iz 2019. godine koristi

i filmski zapis. U okviru izlozbene postavke emitovan je prvi sprski etnoloski
film Jedna seoska srpska svadba, koji je 1911. godine snimio madarski
sineasta Luj de Beri (Louis de Beéry) u Majdevu kod Krusevca i koji se ¢uva
u Jugoslovenskoj kinoteci®®.

Kroz svoj prateci program, obe izlozbe su povezale modu proslosti

sa aktuelnim modnim trenutkom. U prostoru izlozbe iz 1966. godine odr-
Zana je, u saradnji sa modnom ku¢om Centrotextil, revija modnog kre-
atora Aleksandra Joksimovica (1933). Tadasnja Mis Jugoslavije, Dubrov-
¢anka Nikica Marinovi¢ (1947-2008), prikazala je na reviji kolekciju
specijalnih modela koju je Joksimovi¢ kreirao povodom njenog u¢esca
naizboru za Mis sveta (Miss World) u Londonu, gde je bila izabrana

za prvu pratilju®®,

Dok su na pratecoj reviji iz 1966. godine prikazani komadi visoke mode,
dizajnirani za odredenu osobu i posebnu priliku, otvaranje izlozbe iz 2019.
godine pratila je prezentacija prét-a-porter modne linije Love by Valentina,
modne kreatorke Valentine Obradovié¢. U vidu modnih vinjeta, prezento-
vani su elegantni i prakti¢ni savremeni modeli, inspirisani modom posled-
nje decenije XIX veka, ¢iji su elementi, poput puf rukava, ponovo u trendu
vec nekoliko sezona koje su prethodile otvaranju izlozbe®°.

Kada je re¢ o interaktivnostii kori§¢enju savremenih tehnologija, na
izlozbi iz 1966. godine nailazimo na jednostavan rani primer kori§¢enja

97 — Prazi¢, Bojana. ,Kako su se nosili nasi stari kad su bili mladi.” Arhitekton, 1. decembar
2019. Url: http://arhitekton.net/kako-su-se-nosili-nasi-stari-kad-su-bili-mladi/ (pristupljeno
27.12. 2020.)

28 — Erdeljanovic, Aleksandar Sasa. ,,Producent Svetozar Botoric i njegovi filmovi.”
Novi filmograf : portal za bolju kinematografiju. Url: http://www.novifilmograf.com/
producent-svetozar-botoric-i-njegovi-filmovi/ (pristupljeno 17. o1. 2020.)

29 — Revija je odrzana 22. decembra 1966, v. Maskareli 2017: 24.

30 — V.R. ,Puf rukavi—trend koji se vraca velikom brzinom.” Harper’s Bazaar, 27. jul 2018.
Url: http://www.harpershazaar.rs/moda/street-style/puf-rukavi-trend-koji-se-vraca-
velikom-brzinom
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Both exhibitions connected the fashion of the past with the current
fashion moment through its accompanying programme. During the
1966 exhibition, a fashion show by the designer Aleksandar Joksimovié
(1933) was held in cooperation with Centrotextil fashion house. The
then Miss Yugoslavia, Nikica Marinovi¢ from Dubrovnik (1947-2008),
wore the collection of special models designed by Joksimovié for her
participation in the Miss World contest where she won first runner-up®.

While couture items designed for a specific person and occasion

were shown at the 1966 fashion show, a pret-a-porter show of Love by
Valentina clothing line by the designer Valentina Obradovi¢ was held at
the opening of the 2019 exhibition. Elegant and practical contemporary
models inspired by 189os fashion, whose elements such as leg of mut-
ton sleeves are back in trend for the last few seasons, were presented
in the form of fashion vignettes®°.

When discussing interaction and using modern technologies, the
1966 exhibition was an early example of using simple multimedia as a
museum’s communication tool in Serbia. Namely, period music was
played at the exhibition during its entire span®',

The interactive segment of the 2019 exhibition, entitled Point of
contact, was not realized by digital technologies which have otherwise
conquered museums. This segment, unlike others, was conceptualized
in such a way that allowed visitors to touch the exhibits. In other words,
Point of contact enabled them to interact with three characteristic
fibres that were, and are still, used in clothing production: cotton, wool,
and silk. Fibres were presented to be seen and touched in their raw
form, as spun yarn, and finally as various fabrics, for example woven
cotton or silk satin.

Interaction with visitors by using digital technologies was realized
only towards the end of the exhibition. As part of the PlayUK festival

29 — The fashion show was held on December 22, 1966, see Maskareli 2017: 24.

30 — V. R., "Puf rukavi—trend koji se vra¢a velikom brzinom”, Harper’s Bazaar, July 27,
2018,
http://www.harpershazaar.rs/moda/street-style/puf-rukavi-trend-koji-se-vraca-velikom-
brzinom.

31— Maskareli 2017: 23; unfortunately, more detailed information of what music

was played at the exhibition was not kept in the museum’s records.
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multimedije u Srbiji kao muzejske alatke za komunikaciju. Naime, na
izlozbi je, tokom celog njenog trajanja, reprodukovana muzika iz epohe®',

Interaktivni deo postavke iz 2019. godine, nazvan Tac¢ka kontakta, nije
realizovan uz pomo¢ digitalnih tehnologija, koje su uveliko osvojile muzej-
ske prostore. Ovaj deo postavke, za razliku od ostalih, bio je koncipiran
tako da je u njemu posetiocima bilo dozvoljeno da dodiruju izlozene pred-
mete. Naime, Tacka kontakta omogucila im je interakciju sa tri karakteri-
sticna vlakna koja su se nekada koristila (i jo$ uvek se koriste) u proizvod-
nji odece: pamukom, vunom i svilom. Vlakna su bila postavljena na taj
nacin da su posetioci dobili priliku da ih dodirnu i sagledaju, prvo u sirovom
obliku, zatim kao upredene niti, i na kraju, kao razli¢ite vrste tkanina,

npr. pamucno platno ili svileni saten.

Interaktivni deo postavke iz 2019. godine, nazvan Ta¢ka kontakta, nije
realizovan uz pomo¢ digitalnih tehnologija, koje su uveliko osvojile muzej-
ske prostore. Ovaj deo postavke, za razliku od ostalih, bio je koncipiran
tako da je u njemu posetiocima bilo dozvoljeno da dodiruju izlozene pred-
mete. Naime, Tac¢ka kontakta omogucila im je interakciju sa tri karakteri-
sti¢na vlakna koja su se nekada koristila (i jos uvek se koriste) u proizvod-
nji odece: pamukom, vunom i svilom. Vlakna su bila postavljena na taj
nacin da su posetioci dobili priliku da ih dodirnu i sagledaju, prvo u sirovom
obliku, zatim kao upredene niti, i na kraju, kao razli¢ite vrste tkanina, npr.
pamucno platno ili svileni saten.

Interakcija sa posetiocima uz koris¢enje digitalnih tehnologija ostvarena je
tek uzavrSnom delu izloZbe. U okviru festivala PlayUK, koji organizuje Bri-
tanski savet (British Council), na izlozbi je od 22. do 31. januara 2020. godine
prezentovana muzejska aplikacija Gift. Ova aplikacija, koju je razvila umet-
nicka grupa Blast Theory iz Brajtona, omogucila je posetiocima da kori-
steci svoje smart telefone posalju odabrane modne predmete prikazane na
izlozbi kao virtuelni dar svojim kontaktima?®2,

31— Maskareli 2017: 23; nazalost, detaljnije informacije o plejlisti sa izlozbe nisu saéuvane
u muzejskoj dokumentaciji.

32 — Gift : Give a Museum Experience to Someone You Love. Url: https://gifting.digital/
gift-experience/ (pristupljeno 14. o1. 2020.); po zavrsetku izlozbe, predmeti koji su
predstavljeni u okviru aplikacije premesteni su na stalnu postavku Muzeja. Na ovaj naéin,
aplikacija je nastavila da funkcionise, a posetiocima je i u narednim mesecima omogucena
interakcija sa modnim predmetima.
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organized by the British Council, museum application Gift was
presented at the exhibition from January 22 until Januray 31, 2020. This
application, developed by the art group Blast Theory from Brighton,
enabled the visitors to send chosen fashion items from the exhibition
as avirtual present to their contacts by using their smartphones®.

In accordance with the active role of the museum, demanded by the
current times, a rich accompanying programme was organized dur-

ing the 2019 exhibition—a series of Lectures on Wednesday and Guided
Fridays. Lecturers and associates of the university as well as museum
experts from Serbia and abroad participated in the Lectures on Wednes-
days series by holding lectures on various topics related to igth century
and early 2oth century fashion. The lectures were to supplement and
expand the content of the exhibition segments, and the topics included:
different forms of men’s urban costume in the 19th century, urban cos-
tume and women’s portraits in the 19th century, fashion rhetoric and
identity construction in photographs, military uniform and fashion,
Jewish funeral photography as source for fashion and identity studies,
history of British fashion house Redfern and its influence on develop-
ment of modern fashion, and women’s costume from the late Ottoman
period®2,

Guided Fridays consisted of visitors being guided through the exhi-
bition by visiting guides: fashion designers, authors, journalists, actors.
Instead of the usual guiding by the curator, this was achieved as a dia-
logue between the exhibition’s curator and visiting guides in which each
visiting guide commented on the exhibition from the perspective of
their own profession and interest. This way, the visitors had an opportu-
nity to hear how one feels wearing a historic costume on set, what

is the relationship between fashion and architecture, how important is

32 — “Gift : Give a Museum Experience to Someone You Love”, The Gift Box : Tools

and Ways of Working to Help Museums Make Richer Digital Experiences for Their Visitor
https://gifting.digital/gift-experience/ (accessed January 14, 2020); after the exhibition
ended, the items presented in the application were transferred to the museum’s
permanent exhibition. This way, the application continued to work enabling the visitors
to interacts with the fashion items in the following moths.

33 — Predavanja sredom. Muzej primenjene umetnosti. Url: http://mpu.rs/izlozbe/
moda-u-modernoj-srbiji/predavanja-sredom (accessed January, 17, 2020)
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U skladu sa aktivnom ulogom muzeja, koju zahteva danasnje vreme,
tokom izlozbe iz 2019. godine bio je organizovan bogat prateci program—
ciklusi Predavanja sredom i Vodenja petkom. U ciklusu Predavanja sre-
dom ucestvovali su nastavnicii saradnici univerziteta i muzejski stru¢njaci
iz Srbije i inostranstva, koji su svake srede drzali predavanja na razlicite
teme vezane za modu XIX i pocetka XX veka. Predavanja su bila zami-
sljena tako da dopune i prosire sadrzaj izlozbenih sekvenci, a neke od
tema bile su: modaliteti muskog gradanskog kostima u XIX veku, gradan-
ski kostim i portreti zena u XIX veku, retorika mode i konstrukcija identi-
teta na fotografijama, vojna uniforma i moda, jevrejska funerarna fotogra-
fija kao izvor za studije mode i identiteta, istorija britanske modne

kucée Redfern i njen uticaj na razvoj moderne mode, kao i Zenski pozno-
osmanski kostim?®3,

U okviru ciklusa Vodenja petkom, posetioce su svakog petka krozizlozbu
vodili gosti-vodici: modni kreatori, pisci, novinari, glumci. Umesto uobica-
jenih kustoskih vodenja, ova vodenja su realizovana kao dijalog kustosa
izlozbe i gostiju-vodi¢a u kome je svaki gost komentarisao izlozbu sa
aspekta sopstvene profesije i interesovanja. Tokom vodenja posetioci su
bili u prilici da ¢uju kako se osecate kada nosite istorijski kostim na sceni,
kakva veza postoji izmedu mode i arhitekture, koliko je u izradi modnog
predmeta vazna konstrukcija ili na koje sve nacine pisac moze da iskoristi
modne detalje u svojim pricama®*.

U okviru prateceg programa izlozbe iz 2019. godine, realizovana je i virtu-
elna izlozba Dobrila Stojanovic: ¢etiri decenije struénog i nau¢nog rada

u oblasti tekstila i mode. Izlozba je postavljena u Digitalnoj biblioteci
Muzeja primenjene umetnosti sa ciliem da ,kroz kataloge i tekstove objav-
liene u periodici sagleda aktivnost Odseka za tekstil i kostim [...] kao i da
se struénjacima i zainteresovanoj publici omoguci otvoren pristup rezulta-
tima bogate kustoske karijere Dobrile Stojanovi¢” .

A—
33 — Predavanja sredom. Muzej primenjene umetnosti. Url: http://mpu.rs/izlozbe/
moda-u-modernoj-srbiji/predavanja-sredom (pristupljeno 17. o1. 2020.)

84 — Vodenja petkom. Muzej primenjene umetnosti. Url: http://mpu.rs/izlozbe/moda-u-
modernoj-srbiji/vodjenja-petkom (pristupljeno 17. o1. 2020.)

35 — Kustos izlozbe je mr Andrijana Risti¢ iz Muzeja primenjene umetnosti

u Beogradu, v. Risti¢ 2019: 3; Petrovi¢, Marijana. ,,Bibliografija Dobrile Stojanovic.”
Zbornik, Muzej primenjene umetnosti15, 2019: 74-81.
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construction in the creation of a fashion item or what are the different
ways authors can use accessories in their stories®?,

The virtual exhibition Dobrila Stojanovié: four decades of professional
and scientific work in the field of textiles and fashion was held as part

of the 2019 exhibition’s accompanying programme. It was held at the
museum’s Digital library in order to “present the activities of the Textile
and Costume Department through catalogues and texts published in
newspapers [...] as well as to enable experts and interested members

of the public open access to the results of Dobrila Stojanovié’s rich cura-
tor career”®,

If we observe the musealisation of fashion process at the Museum

of Applied Art in Belgrade during its first 70 years, we can conclude that
it tried to meet its many challenges since the very beginning. The doc-
uments of the Textile and costume collection show that the museum
started collecting fashion items in the first years of its existence

and that they soon found their place in the permanent collection. Dur-
ing the following decades, a dynamic programme of fashion exhibitions
took place at the museum. The work of the museum’s first Textile and
costume collection’s curator, Dobrila Stojanovic, laid firm foundations
for the development of museology and further fashion museology.®®

As a consequence, the museum was able to keep up with the contem-
porary museological trends in which fashion collections and exhibitions
hold an important place in museums’ programmes and garner a lot of
interest from the public.

By comparing the museum’s first fashion exhibition, Women’s fashion
from the mid-igth century to the 1930s held in 1966, and the last
fashion exhibition Fashion in Modern Serbia held from November 2019
until January 2020, we can see how the perception of what is fashion
changed, as well as the ways of its representation and share in

A—
34 — Vodenja petkom. Muzej primenjene umetnosti. Url: http://mpu.rs/izlozbe/moda-u-
modernoj-srbiji/vodjenja-petkom (accessed January, 17, 2020)

35 — Andrijana Risti¢, MA, of the Museum of Applied Art in Belgrade curated the exhibition,
see Risti¢ 2019: 3; Petrovi¢, Marijana. ,Bibliografija Dobrile Stojanovi¢.” Zbornik, Muzej
primenjene umetnostis, 2019: 74-81.

36 — Maskareli 2017: 29.
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Ukoliko posmatramo kako se odvijao proces muzealizacije mode u Muzeju
primenjene umetnosti u Beogradu tokom prvih 70 godina njegovog rada,
mozemo zakljuéiti da je Muzej odmah po svom osnivanju nastojao da
odgovori njegovim brojnim izazovima. Uvidom u dokumentaciju Zbirke
tekstila i kostima vidimo da je Muzej ve¢ u prvim godinama rada po¢eo

da sakuplja modne predmete, koji su ubrzo nasli svoje mesto i na stalnoj
postavci, dok se tokom narednih decenija u Muzeju odigravao dinamic¢an
program modnih izlozbi. Rad prvog kustosa muzejske Zbirke tekstila i
kostima, Dobrile Stojanovi¢, pruzio je ¢vrste temelje za razvoj muzeologije
i dalju muzealizaciju mode?®®. Zahvaljujuéi tome, Muzej je bio u mogucénosti
da uhvati korak sa savremenim muzeoloskim trendovima, u okviru kojih
modne zbirke i izlozbe zauzimaju vazno mesto u muzejskim programima

i izazivaju veliko interesovanje publike.

Poredenjem prve muzejske modne izlozbe Zenska moda od sredine XIX
veka do tridesetih godina XX veka iz1966. godine, i poslednje modne izlozbe
Moda u modernoj Srbiji, odrzane od novembra 2019. do januara 2020.
godine, mozemo videti kako su se menjala shvatanja pojma mode, kao i
nacin njenog predstavljanja i zastupljenost u muzejima. Savremeni muzeo-
loski trendovi i potreba za stalnom interakcijom sa posetiocima rezultirali
su 2019. godine primenom razli¢itih alatki za muzejsku komunikaciju i
intenzivnim pratec¢im programom na izlozbi.

Ono Sto treba posebno istaci jesu nastojanja Muzeja da u razli¢itim perio-
dima svog rada, ¢ak i u decenijama kada moda nije bila u fokusu njegove
sakupljacke i izlagacke politike, kroz nju ostvari vezu izmedu proslosti i
sadasnjosti, istorijskog i savremenog trenutka. Ovaj pravac kojim su se
modne izloZzbe i programi kretali tokom prvih 70 godina rada svakako pred-
stavlja vazan putokaz za buduce strategije muzealizacije mode u Muzeju
primenjene umetnosti u Beogradu.

*

36 — Maskareli 2017: 29.



museums. Contemporary museological trends and the need for con-
stant interaction with visitors resulted with the application of various
tools of museum communication as well as an intensive accompa-
nying programme at the 2019 exhibition.

The intention of the museum to express the relationship between
past and present, historical and contemporary moment through
fashion, at different periods of its existence, even when fashion was
not the focal point of its collection and exhibition policy, should

be strongly emphasised. The direction of the fashion exhibitions and
programmes during the museum’s first 70 years represents an
important sign post for future fashion museology strategies at the
Museum of Applied Art in Belgrade.
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SUMMARY

Based on the discussion of the historical development of clothing

and textile collections at the former Provincial Museum of Carniola,

I argue that the research of the musealization of fashion must be
approached as an analysis of a complex, conceptually conditioned
and historically changeable process. If we stem from the hypothesis
that musealization is a process during which an object transitions
from everyday life to a museum, thus acquiring a new function, i.e.

the function of presenting the reality outside of the museum, we must
also be aware that this reality is always a construct. As such, it is sub-
ject to change. When researching the conceptualization of the museal-
ization of fashion, we must ask ourselves over and over again which
reality the objects are to represent in the museum, and what that real-
ity is to represent. And we must do that separately for each period

of the development of museums.
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SAZETAK

Na temelju diskusije o povijesnom razvoju kolekcija tekstila i odjece u biv-
sem Kranjskom deZzelnom muzeju, smatram da se problematici muzealiza-
cije mode treba pristupiti kao slozenom i konceptualno uvjetovanom pro-
cesu, podloznom povijesnim promjenama. Ako krenemo od pretpostavke
da je muzealizacija proces u kojem predmet prelazi iz svakodnevne uporabe
u muzej, i time dobija novu funkciju, tj. funkciju predstavljanja stvarnosti
izvan muzeja, moramo biti svjesni ¢injenice da je ta stvarnost uvijek samo
konstrukt, samim time podlozan promjenama. U istrazivanju konceptualiza-
cije procesa muzealizacije mode, moramo se uvijek iznova zapitati koju

ce stvarnost ti predmeti predstavljati u muzeju, a §to ¢e pak predstavljati
ta stvarnost. Taj postupak moramo ponoviti u svakom periodu daljneg
razvoja muzeja.
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==y Research intothe musealization of fashion, whether at the level

of discussing a specific form of museum practice and its changes through
time, or even more so at the level of examining the conceptual frame-
works that conditioned that practice and its changes, must begin by
reflecting on what musealization means. A cursory review of the growing
volume of literature on the topic of fashion in museums that has been
produced in the past decades shows many different views not only on
this concept’ but also on a few other fundamental museological concepts.
For example, in the introductory chapter of a miscellany on fashion and
museums Marie Riegls Melchior outlines the historical development of
the musealization of fashion without once using the term musealization.?

1—In addition to the views on the concept of musealization, which will be discussed
below, another problem arises when attempting to define the syntagm of the museali-
zation of fashion, namely the very concept of fashion. This problem is a prominent

one in the literature on the history of clothing and will therefore not be discussed much
in this article. For a brief presentation of the problem see e.g. Giorgio Riello, “The
object of fashion: methodological approaches to the history of fashion,” Journal of
Aesthetic and Culture 3, no. 1, 201, https://doi.org/10.3402/jac.v3io.8865.

2 — Riegels Melchior, Marie. “Introduction: understanding fashion and dress museology.”

Fashion and Museums. Theory and Practice, ed. Marie Riegels Melchior, Brigitta Svensson.

London, New Delhi, New York, Sydney: Bloomsbury, 2014: 6-10. Riegels Melchior based
her outline on select papers by pioneers in the research of fashion in museums. They had
not used the term musealization in their papers either; cf. Taylor, Lou. “Doing the Laundry?
A Reassessment of Object-based Dress History.” Fashion Theory 2, no. 4, 1998; Steele,
Valerie. “A Museum of Fashion is More Than a Clothes-Bag.” Fashion Theory 2, no. 4, 1998;
Steele, Valerie. “Museum Quality: The Rise of the Fashion Exhibition.” Fashion

Theory 12, no. I, 2008; Palmer, Alexandra. “Untouchable: Creating Desire and Knowledge

in Museum Costume and Textile Exhibitions.” Fashion Theory 12, no. 1, 2008.
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== |strazivanje o muzealizaciji mode, bilo da se provodi narazini
rasprave o specifi¢noj formi muzejske prakse i njene promjene kroz vrijeme,
ili na razini istrazivanja konceptualnih okvira koji su tu praksu i promjene
uvjetovali, mora zapoceti sa promisljanjem o samoj definiciji muzealizacije.
Letimic¢an pregled sve brojnije literature na temu mode u muzejima koja je
nastala u posljednjim desetlje¢ima ukazuje na mnogo razli¢itih poimanja ne
samo ovog koncepta , ve¢ i nekih drugih temeljnih muzeoloskih koncepta.’
Primjerice, u uvodnom poglavlju zbornika radova o modi i muzejima, Marie
Riegls Melchior donosi prikaz povijesnog razvoja muzealizacije mode, bez
da uopce spominje pojam muzealizacije.> Medutim, autorica u svojoj pre-
zentaciji koristi pojam muzeologija kako bi razjasnila konceptualnu razliku
izmedu “muzeologije odijevanja” i “muzeologije mode”. Ona tvrdi da se

1— Osim stavova prema konceptu muzealizacije, koje ¢emo analizirati u daljnjem tekstu,
novo pitanje se otvara kada pokusamo definirati sintagmu muzealizacija mode, ili pak sami
koncept mode. Ovo pitanje je inace jako zastupljeno u literaturi o povijesti odijevanja i stoga
ga u ovom radu ne¢emo posebno analizirati. Za sazeti pregled ove problematike, vidi npr.
Giorgio Riello, “The object of fashion: methodological approaches to the history of fashion,”
Journal of Aesthetic and Culture 3, no. 1, 201, https://doi.org/10.3402/jac.v3i0.8865.

2 — Riegels Melchior, Marie. “Introduction: understanding fashion and dress museology.”
Fashion and Museums. Theory and Practice, ed. Marie Riegels Melchior, Brigitta Svensson.
London, New Delhi, New York, Sydney: Bloomsbury, 2014: 6-10. Riegels Melchior je svoj
prikaz temeljila na odabranim radovima pionira u istrazivanju mode u muzejima. Niu
njihovim radovima se ne navodi pojam muzealizacija; cf. Lou Taylor, “Doing the Laundry?

A Reassessment of Object-based Dress History,” Fashion Theory 2, br. 4,1998; Valerie Steele,
“A Museum of Fashion is More Than a Clothes-Bag,” Fashion Theory 2, br. 4,1998; Valerie
Steele, “Museum Quality: The Rise of the Fashion Exhibition,” Fashion Theory 12, br. 1,2008;
Alexandra Palmer, “Untouchable: Creating Desire and Knowledge in Museum Costume

and Textile Exhibitions,” Fashion Theory 12, br. 1,2008.
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However, she does use the term museology in her presentation when

she introduces a conceptual difference between “dress museology” and
“fashion museology”. She claims that the former is a practice of collecting
clothing that typically focuses on the actual clothes, whereas the latter

is a practice of setting up spectacular exhibitions and as such focuses
mainly on the museum’s recognizability and increasing the number of its
visitors.? It is clear from both definitions that she uses the term museol-
ogy as a synonym for museum practice.

The (non)use or the different understanding of museological terms

is to be expected, even in the case of such basic concepts as museology.
ICOFOM’s publication Key Concepts of Museology, a sort of predeces-

sor of the planned encyclopaedic dictionary, which was edited by Andre
Desvallées and Francgois Mairesse, contains as many as five different inter-
pretations of museology which are used in professional literature.* Besides
the most established interpretation which simply defines museology as
“anything relating to museums”, the second definition understands muse-
ology as “an applied science, the science of the museum”. Considering the
fact that some of the most prominent theoreticians connected with the
establishment of the third definition—who view museology as a special
scientific discipline—have pointed out explicitly that museology is not the
science of the museum but the science of museality,® it becomes clear
that there are no minor variations in the different definitions of museology
but major conceptual and epistemological discrepancies. A similar gap

is evident in the term ‘musealization’. In the broader, more general sense
this termis used as a synonym for “placement in a museum”, whereas

the narrower, museological definition focuses on the change in the per-
ceived nature of the object which occurs during this transition.®

3 — Melchior Riegels 2014: 10-11.

4 —”"Museology (Museum Studies),” in Key Concepts of Museology, ed. André
Desvallées and Frangois Mairesse. Paris: Armand Colin and ICOFOM, 2010: 53-56.
Url: https://icom.museum/en/ressource/key-concepts-of-museology/

5 — Cf. e.g. Waidacher, Friedrich. Handbuch der allgemeinen Museologie. 2 Ergéinzte
Auflage. Wien, Weimar, KéIn: Béhlau, 1996: 39.

6 — "Museology (Museum Studies),” in Key Concepts of Museology, ed. André
Desvallées and Frangois Mairesse. Paris: Armand Colin and ICOFOM, 2010: 53-56.

Url: https://icom.museum/en/ressource/key-concepts-of-museology/. The concept of
musealization is also used in the broader area of the protection of cultural heritage
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prethodni pojam koristi u smislu prikupljanja odjece, koje je usredoto¢eno
na same odjevne predmete, dok je potonji praksa postavljanja spektakular-
nih izlozbi koja se fokusira iskljucivo na prepoznatljivost muzeja i poveéani
broj posjetitelja.® Iz obje definicije je razvidno da se pojam muzeologija kori-
sti kao sinonim za muzejsku praksu.

(Ne)uporaba ili razli¢ito poimanje muzeoloskih pojmova je o¢ekivano, ¢ak

i u sluéaju tako temeljnih pojmova i koncepta kao $to je muzeologija. ICO-
FOM-ova publikacija Key Concepts of Museology, svojevrsna preteca plani-
ranog enciklopedijskog rjeé€nika, ¢iji su urednici Andre Desvallées i Frangois
Mairesse, sadrzi ¢ak pet razli¢itih interpretacija pojma muzeologija koje se
koriste u strucnoj literaturi.* Osim najustaljenije interpretacije, koja napro-
sto definira muzeologiju kao “sve $to se odnosi na muzeje”, druga definicija
muzeologiju smatra “primijenjenom znano$¢u, znano§éu muzeja”. Ako razmo-
trimo cinjenicu da su neki od najznacajnijih teoreticara povezanih s uspostav-
ljanjem trece definicije—koji muzeologiju smatraju posebnom znanstvenom
disciplinom—izri¢ito ukazali na to da muzeologija nije znanost muzeja ve¢ zna-
nost muzealnosti,® postaje jasno da ne postoje samo male varijacije u razli-
¢itim definicijama muzeologije, ve¢ zna¢ajne konceptualne i epistemoloske
razlike. Slican raskorak je vidljiv i kod termina muzealizacija. U Sirem, opéem
smislu, ovaj termin se koristi kao sinonim za “postavljanje u muzej”, dok se
uza, muzeoloska definicija fokusira na promjenu prirode predmeta, koja se
dogada tijekom ove tranzicije.®

Vratimo se na rad Marie Riegels Melchior i njenu uporabu dvaju doti¢nih
muzeoloskih pojmova. Kao §to je ve¢ istaknuto, ona rije¢ muzeologija koristi
kao sinonim za muzejsku praksu. Sudeéi prema definicijama muzeologije

3 — Melchior Riegels 2014: 10-11.

4 —”Museology (Museum Studies),” in Key Concepts of Museology, ed. André
Desvallées and Frangois Mairesse. Paris: Armand Colin and ICOFOM, 2010: 53-56. Url:
https://icom.museum/en/ressource/key-concepts-of-museology/

5 — Ugl.npr. Waidacher, Friedrich. Handbuch der allgemeinen Museologie. 2 Ergdnzte
Auflage. Wien, Weimar, K6In: Béhlau, 1996: 39.

6 — Museology (Museum Studies),” in Key Concepts of Museology, ed. André Desvallées
and Frangois Mairesse. Paris: Armand Colin and ICOFOM, 2010: 53-56. Url: https://icom.
museum/en/ressource/key-concepts-of-museology/. Muzealizacije se takoder koristi

u Sirem smislu ¢uvanja narodne bastine, a ne samo u smislu vezanom za muzeje i muzejske
predmete; vidi npr. Ivo Maroevi¢, Ivo. “Razine muzealizacije vezane uz kulturnu bastinu,”
Informatica museologica 36, br. 3-4, 2005: 44-49.
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Let us return to the paper by Marie Riegels Melchior and her use of the
two museological terms in question. As has already been pointed out,
she uses the word museology as a synonym for museum practice. Judging
from the definitions of museology mentioned in ICOFOM’s publication,
her interpretation is closest to the second definition, according to which
museology is an applied science that deals, among other things, with
the history and social role of museums, and with individual forms of
research and conservation, activities and organization.” The author, as
has already been mentioned, does not use the term musealization at

all. The text as a whole reveals that in her historical outline of the “pres-
ence” of fashion in museums she does not deal with the epistemological
changes accompanying its transition to the museum environment.® The
only conceptual change relating to fashion in museums that she does
discuss is the transition from the concept of clothing to the concept of
fashion, which is characteristic of the practice of studying this segment
of human culture and not something that is tied to the very transition

of clothing items to museum institutions. This conceptual change can
also be understood as an essential element of the transition from “dress
museology” to “fashion museology” as defined by Riegels Melchior.

The approach to discussing the musealization of fashion, which stems
from an understanding of museology as the science of the museum,
explicitly or implicitly using the concept of musealization in a highly
simplified form, i.e. more or less in the sense of stating the bare fact that
museums collect, house and exhibit fashion, is undoubtedly legitimate.
However, the flaw of this interpretation of the concept of musealization
and of the practice it is said to denote, becomes clear the moment we
attempt to explain or at least describe their historical development.
Reducing their meaning—namely, overlooking the fact that musealiza-
tionis a process during which we ascribe an important cognitive and
value function to objects—accompanied by temporal flattening—in other
words, neglecting the fact that this social function of musealization

A—

and not only in relation to museums and museum objects; see e.g. Maroevic,

Ivo. “Razine muzealizacije vezane uz kulturnu bastinu,” Informatica museologica 36,
no. 3-4, 2005: 44-49.

7 —"Museology,“ 54.

8 — Riegels Melchior 2014: 6.
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spomenutima u ICOFOM-ovoj publikaciji, njena interpretacija je najbliza dru-
goj definiciji, prema kojoj je muzeologija primijenjena znanost koja se bavi,
izmedu ostalog, povijescu i drustvenom ulogom muzeja, te zasebnim oblicima
istrazivanja i konzervacije, aktivnostima i organizacijom.” Kao sto je spome-
nuto, autorica uopée ne koristi pojam muzealizacija. Citav tekst otkriva da
se ona u svom povijesnom pregledu “prisutnosti” mode u muzejima ne bavi
epistemoloskim promjenama koje prate njenu tranziciju u muzejsko okruze-
nje.? Jedina konceptualna promjena vezana za modu u muzejima koju spomi-
nje je tranzicija iz koncepta odjece u koncept mode, koja je karakteristi¢na za
praksu izuéavanja ovog segmenta ljudske kulture, ali ne i onog $to je vezano
za samu tranziciju odjevnih predmeta u muzejske institucije. Ova konceptu-
alna promjena se moze shvatiti kao kljuéni element tranzicije iz “muzeologije
odijevanja” u “muzeologiju mode”, kao $to je to definirala Riegels Melchior.

Pristup raspravi o muzealizaciji mode, koji proizlazi iz shva¢anja muzeologije
kao znanosti muzeja, koji eksplicitno ili implicitno koristi koncept muzeali-
zacije u krajnje pojednostavljenom obliku, tj. vi$e ili manje u smislu potvrde
same cinjenice da muzeji prikupljaju, ¢uvaju i izlazu modu, je bez sumnje
opravdan. Medutim, manjkavost ovog tumacenja koncepta muzealizacije i
prakse koju bi trebao oznacavati, postaje vidljiva u trenutku kada pokusamo
objasniti ili barem opisati njihov povijesni razvoj. Suzavanje njihovog seman-
tickog polja—naime, ako previdimo ¢injenicu da je muzealizacija proces u
kojem pripisujemo vaznu kognitivnu i vrijednosnu funkciju predmetima—ili
drugim rije¢ima, zanemarimo ¢injenicu da se ova drustvena funkcija muzeali-
zacije mijenjala kroz vrijeme kroz razlicite oblike sakupljacke politike®—
neizbjezno vodi k povijesno i konceptualno iskrivljenom poimanju navedenog
problema. Drugim rije¢ima, iscrpno popisivanje primjera muzeja, njihovih
zbirki i izlagackih strategija kako bi se predmeti izlozili za §to $iru publiku, ne

7 — “Museology,”’54.
8 — Riegels Melchior 2014: 6.

9 — “Musealisation,” 50-52. Za opis procesa muzealizacije i promjene statusa predmeta
koje iz njega proizlaze, vidi Maroevic, Ivo. Uvod u muzeologiju. Zagreb: Zavod za
informacijske studije, 1993: 135-138. Kognitivni i vrijednosni aspekt muzealnosti, te
njena funkcija u kontekstu drustvene stvarnosti su predmet istrazivanja opce ili teorijske
muzeologije; razli¢ite strategije prikupljanja materijala s ciljem odredivanja vremenskih

i prostornih uvjeta za pojavu muzealnosti su predmet istrazivanja povijesne muzeologije;
Waidacher 1996: 40-50.
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with diverse forms of collecting has changed through time®—inevitably
leads to a historically and conceptually distorted understanding of

the problem in question. To put it differently, thoroughly listing examples
of different types of museums and their collections, and the exhibition
strategies used to present them to the widest public, does not shed

light on the conceptual background of the musealization of fashion nor
its history, unless we ask ourselves how a given period viewed the nature
of individual objects incorporated into collections, why they were col-
lected, and why they were presented to the public or as what.

The establishment and early operation of the former Dezelni muzej

za Kranjsko (Provincial Museum of Carniola), the present-day Narodni
muzej Slovenije (National Museum of Slovenia), and its collections

will be used as a starting point for establishing a framework for research-
ing the musealization of fashion in Slovenia. There are several reasons
why I have chosen this museum as a case study to show how to devise
historical museological and theoretical museological research of the
musealization of fashion, not only in Slovenia but also in a broader politi-
cal and cultural context. Firstly, it is the oldest museum in Slovenia

and its establishment, organization and gradual shaping of collections
can be or even must be researched parallel to other museums in the
broader Central European area. Secondly, the museum was established
as a universal museum that combined different collections; later, after
certain collections had seceded—constituting the foundation for three
specialized museums—it was converted into a historical museum with
archaeology, history, and arts-and-crafts collections.' Thirdly, numerous
and diverse sources relating to its early operation have been preserved,
enabling a reconstruction of the understanding of musealization (of
fashion) and its changes through time.

9 — "Musealisation,” 50-52. For a description of the musealization process and the
resulting changes in the object’s status see Maroevi¢, lvo. Uvod u muzeologiju. Zagreb:
Zavod za informacijske studije, 1993: 135-138. The cognitive and value aspect of musea-
lity, and its function within the context of social reality are researched by general or
theoretical museology; the diverse forms of collecting, with the aim of determining the
temporal and spatial conditions of the emergence of museality, are researched

by historical museology; Waidacher 1996: 40-50.

10 —On the topic of organizational changes to the museum as a problem and challenge
see Kastelic, Joze. “Narodni muzej v Ljubljani in njegovi problemi,” Zgodovinski ¢asopis 4,
1950 (1951): 195-207.
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pojasnjava ni konceptualnu pozadinu muzealizacije mode, ni njenu povijest,
ukoliko se ne zapitamo kako se poimala priroda izlozenih predmeta u vre-
menu njihova nastanka, zasto su prikupljeni, i kako i zasto su predstavljeni
posjetiteljima.

Polaziste za uspostavljanje okvira za istrazivanje muzealizacije mode u
Sloveniji ¢e biti osnivanje, rano djelovanje i zbirke prijasnjeg Kranjskog dezZel-
nog muzeja, danasnjeg Narodnog muzeja Slovenije. Postoji nekoliko razloga
zbog kojih sam izabrala ovaj muzej za studiju slu¢aja; na ovom primjeru ¢u
pokazati kako koncipirati povijesno-muzeolosko i teorijsko-muzeolosko istra-
Zivanje muzealizacije mode, ne samo u Sloveniji vec¢ i u Sirem politickom i
kulturoloskom kontekstu. Prvi razlog je ¢injenica da je ovo najstariji muzeju
Sloveniji; njegovo osnivanje, organizacija i postupno oformljavanje zbirki se
moze, ili Cak mora istrazivati usporedno s ostalim muzejima na sirem podrucju
sredisnje Europe. Drugi razlog je ¢injenica da je muzej osnovan kao univer-
zalni muzej koji je trebao cuvati vrlo raznolike zbirke; kasnije, nakon §to su
povucene odredene zbirke za osnivanje triju specijaliziranih muzeja, ovaj
muzej je pretvoren u povijesni muzej u kojem se ¢uvaju povijesne, arheoloske
i umjetnicko-obrtnicke zbirke." Treéi razlog su brojni ocuvani razli¢iti izvori
koji sviedoce o ranom djelovanju muzeja, koji omogucuju rekonstrukciju poi-
manja muzealizacije (mode) i njene promjene kroz povijest.

Nastojanja da se osnuje prvi muzej u Sloveniji datiraju jos iz po¢etka druge
polovice 19. stoljeca. U proljece 1821., tadasnji upravitelj llirske provincije,
grof Sweerts-Spork je caru izrazio Zelju za osnivanjem “regionalnog muzeja
za Kranjsko”. Obzirom da je car izrazio podrsku ideji, prve pripreme su zapo-
cele nekoliko mjeseci kasnije. U ljeto te godine, biskup Avgustin Gruber
iznio je podugacko pojasnjenje ¢lanovima pokrajinskog zemljoposjedni¢kog
odbora o dobrobitima i zadacima takvog muzeja, te predlozio njegovo
osnivanje. Njegovo izlaganje uvjerilo je élanove odbora koji su potom osno-
vali muzej na sastanku u studenom. Zbog nekih nejasnoc¢a vezanih uz pro-
gram rada i plana organizacije, car nije izdao odobrenje za osnivanje muzeja
sve do 1826. Citavo to vrijeme, sav trud osnivaéa muzeja i onih koji su ih podr-
zavali bio je usmjeren uglavnom na stvaranje muzejskog fundusa.

10 — Na temu organizacijskih promjena u muzeju koje predstavljaju problem i izazov, vidi
Kastelic, Joze. “Narodni muzej v Ljubljani in njegovi problemi,” Zgodovinski ¢asopis 4, 1950
(1951): 195-207.
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Efforts to establish the first museum in Slovenia date back to the beginning
of the second decade of the 19th century. In the spring of 1821, the then
governor of the lllyrian Governorate, Count Sweerts-Spork expressed his
wish to the emperor of establishing a “regional museum for Carniola”.

As the emperor was in favour of the idea, the first preparations were made
a few months later. In the summer of that year, Bishop Avgustin Gruber
gave a lengthy explanation to members of the Carniolan Provincial Estates
Committee of the benefits and tasks of such a museum, and proposed its
establishment. His explanation convinced the members of the Committee
who then established the museum at a November meeting. Due to certain
ambiguities regarding the work programme and the planned organization,
the emperor did not issue an order approving the museum’s establishment
until 1826. At that time, the efforts of the museum’s founders and support-
ers were focused mainly on creating the museum’s fonds. The collections,
which they were slowly acquiring for the museum, were keptin a flatin

the Pogacnik House on Salendrova ulica street. By 1831, the collections had
become so large that they had to be moved to bigger rooms in the building
of the former intermediate college in the present-day Vodnikov trg square,
where they were opened to the public for the very first time. Five years later,
the first guidebook to the museum collections was published. These collec-
tions grew in the years that followed, making it clear that a special building
intended for the museum would have to be built. After drafting the first
plans in 1881, the museum building was built between 1883 and 1885 (Fig. 1);
in 1888, the provincial governor solemnly opened the “new” museum. A new
museum guidebook was published on that occasion. What is most relevant
for the topic of this article is the changes brought on by the end of World
War | or the dissolution of Austria-Hungary and the division of the museum
fonds among different museum institutions. With the dissolution of Austria-
Hungary, the museum, which had until then been territorially bound to an
Inner Austrian province, i.e. Carniola, took on the role of a national museum
for the entire Slovenian territory. In the decades that followed, parts of the
museum fonds of the new central Slovenian museum were used to enlarge
or even newly establish certain specialized museums—Etnografski muzej/
Ethnographic Museum (1923), Narodna galerija/National Gallery of Slovenia
(1933), Mestni muzej/City Museum of Ljubljana (1935) and Prirodoslovni
muzej/Museum of Natural History (1944)."

11— For the history of museum see Mal, Josip. ,Zgodovinski pregled,“ in Vodnik po zbirkah
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Kolekcije koje su polako prikupljali za muzej su se ¢uvale u stanu u kugi
Pogacénik u Salendrovoj ulici. Do 1831., zbirke su narasle do te mjere da ih

se moralo premjestiti u veée prostorije u zgradi bivse skole na sadasnjem
Vodnikovom trgu, gdje su se prvi put i otvorile za javnost. Pet godina kasnije,
objavljen je prvi vodic kroz muzejske zbirke. Buduéi da su zbirke rasle i

u narednim godinama, postalo je jasno da ¢e se morati izgraditi posebna
zgrada za njih. Prvi nacrti nastali su 1881. godine, a zgrada je izgradena
izmedu 1883. 11885 (Sl.1); 1888. godine, upravitelj provincije je sve¢ano otvo-
rio “novi” muzej, a za tu priliku je objavljen i novi muzejski vodi¢. Ono $to

je najvaznije za temu ovog rada su promjene koje je donio zavrsetak Prvog
svjetskog rata, raspad Austro-Ugarske i podjela muzejskog fundusa izmedu
razlic¢itih muzejskih institucija. Raspadom Austro-Ugarske je muzej, koji

je do tada teritorijalno bio dijelom Nutarnje Austrije, tj. Kranjske, preuzeo
ulogu nacionalnog muzeja za ¢itav teritorij Slovenije. U narednim desete-
liecima, dijelovi fundusa novog sredisnjeg slovenskog muzeja su iskoristeni
da povecaju ili ¢ak osnuju neke specijalizirane muzeje—Etnografski muzej
(1923), Narodnu galeriju (1933), Mestni muzej (1935) i Prirodoslovni muzej
(1944)."

Dugacak i kompliciran proces osnhivanja muzeja se moze pratiti kroz brojne
arhivske izvore koji nam omogucuju da pravilno rekonstruiramo pravne,
formalne i financijske aspekte rada muzeja, kao i muzejski koncept, njegove
zadatke i buduénost njegovih zbirki, kako su ih vidjeli njegovi osnivaci.

Kao sto je i nalaze logika koja stoji iza osnivanja muzeja, oéito je da je glavna
briga osniva¢a u poc¢etnom razdoblju bila, kao §to je ve¢ receno, stvaranje
muzejskog fundusa. Sami osnivaci su donirali osobne zbirke novoosnova-
nom muzeju, te su isto trazilii od Sire javnosti, $to je tada bila uobi¢ajena
praksa. Kao sto je vidljivo iz molbe koju je 1823. godine tadasnji upravitelj
provincije i provincijskih posjeda Jozef Kamilo Schmidburg, jedan od
glavnih pokretaéa osnivanja muzeja, uputio "lokalnim prijateljima znano-
sti" u nadi da ¢e dobiti pomo¢ u osnivanju muzeja, muzej je trebao obuhva-
titi sve predmete koji se odnose na nacionalnu knjizevnost i nacionalnu

11 — Za povijest muzeja, vidi Mal, Josip. ,Zgodovinski pregled,“ u Vodnik po zbirkah
Narodnega muzeja v Ljubljani. Kulturnozgodovinski del. Ljubljana: Narodni muzej v
Ljubljani, 1931; Kastelic, Joze. “Narodni muzej v Ljubljani in njegovi problemi,” Zgodovinski
casopis 4, 1950 (1951); Peter, Petru. “Misli ob stopetdesetletnici Narodnega muzeja,”
Argo. Informativno glasilo za muzejsko dejavnost 10, br.1,1971.
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The rather complicated and lengthy process of establishing the

museum can be traced by means of numerous archival sources, which
enable us to adequately reconstruct the legal, formal and financial
aspects of the museum’s operation, as well as the museum’s concept,

its tasks and the nature of its collections, as understood by the initiators
of its establishment. In light of the logic behind the museum’s establish-
ment, it is clear that in the initial period the founders’ main concern was,
as has already been said, the creation of the museum’s fonds. The ini-
tiators themselves donated individual collections to the new museum,
while, as was customary at the time, asking the broader public to

donate objects to the museum. As can be seen in the appeal of 1823 by
the then Provincial Governor and Chairman of the Provincial Estates
Jozef Kamilo Schmidburg, one of the main initiators of the museum’s
establishment, addressed to “local friends of science” in hope of receiv-
ing aid in establishing the museum, the museum was to encompass all
things pertaining to national literature and national production. It was to
unite all things created by nature or human diligence, and safeguard all
memories of the fate of the province and of the merits of its population.™

The purpose of the museum was a dual one from the very start: natural
and man-made products were to serve as an incentive for the develop-
ment of domestic industry, while the historical documents and monu-
ments were to bear witness to the nation’s worth and its development.'®
This simultaneous gazing into the past, represented by human and nat-
ural achievements of previous periods, and focusing on the present,
which would lead to a breakthrough in different areas of operation and
clearly outline the course of future development, could already be dis-
cerned from the speech by Bishop Avgustin Gruber held two years ear-
lier at a meeting of the Carniolan Provincial Estates Committee. In it, he
made it clear that the new museum was to become the centre of all sci-
entific work and a testing facility for all discoveries and devices for public

Narodnega muzeja v Ljubljani. Kulturnozgodovinski del. Ljubljana: Narodni muzej v
Ljubljani, 1931; Kastelic, Joze. “Narodni muzej v Ljubljani in njegovi problemi,” Zgodovinski
éasopis 4, 1950 (1951); Petru, Peter. “Misli ob stopetdesetletnici Narodnega muzeja,”
Argo. Informativno glasilo za muzejsko dejavnost 10, no.1, 1971.

12 — Freyherr v. Schmidburg, Joseph Camillo. ,An die Vaterlandischen Freunde der

Wissenschaften,“in Annalen der kaiserl. kénigl. Landwirtschafts-Gesellschaft in Laibach.

Jahrgang 1822 und 1823. Laibach: Ignaz Aloys Edler v. Kleinmayr, 1830: 91-92.
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proizvodnju. Trebalo je ujediniti sve predmete stvorene prirodomiili ljud-
skom marljivoscu i zastititi sva sje¢anja na sudbinu provincije i zasluge nje-
nog stanovnistva."”

Svrha muzeja je od samog pocetka bila dvojaka: prirodni predmeti i oniizra-
deni ljudskom rukom trebali su posluziti kao poticaj za razvoj domace indu-
strije, dok su povijesni dokumenti i spomenici svjedodili vrijednosti i razvoju
naroda.' Ovakvo istodobno gledanje u proslost temeljeno na ljudskim i
prirodnim postignuc¢ima proslih viemena i fokusiranje na sadasnjost koje bi
potaknulo napredak u razli¢itim podrucjima i dalo nacrt za buducéi smjer i
razvoj se moglo nazrijeti jos iz govora biskupa Avgustina Grubera, odrzanog
dvije godine ranije na sastanku pokrajinskog zemljoposjedni¢kog odbora
Kranjske. U govoru je biskup jasno rekao da muzej treba postati centar sveg
znanstvenog rada i mjesto na kojem se testiraju sva otkrica i naprave za
javnu dobrobit. Osim §to je sluzio za izlaganje nacionalnih predmeta koji se
ticu kulturne povijestii prirode, muzejje trebao postati i mjestom rjesava-
nja razlicitih pitanja koja su bila nuznaili sluzila nekoj svrsi u svakodnevnom
Zivotu."

Dvostruka svrha muzeja prema ideji osnivaca jasno se ocrtavala u pet glav-
nih podruéja sakupljanja, kako je izlozio Schmidburg u svojoj molbi—povi-
jest, statistika, prirodoslovlje, tehnologija, fizika i matematika.’® Program
osmisljen na ovaj nacin zahtijeva dodatno pojasnjenje, §to se najbolje moze
uciniti usporedujuci ga sa statutom Johanneum muzeja u Grazu kojeg je
priredio njegov osniva¢, nadvojvoda Johann 1811. godine. Usporedba ovih
dvaju dokumenata korisna je ne samo zbog ¢injenice da dokumenti potjecu
od dvije slicne muzejske institucije osnovane u istoj drzavi sa samo desetlje-
¢em razlike, nego jos vie i zbog nepogresivih znakova da su osnivaci Kranj-
skog muzeja temeljili svoj plan muzeja prema statutu muzeja u Grazu."®

12 — Freyherr v. Schmidburg, Joseph Camillo. ,An die Vaterlandischen Freunde der
Wissenschaften,“ u Annalen der kaiserl. konigl. Landwirtschafts-Gesellschaft in Laibach.
Jahrgang 1822 und 1823. Laibach: Ignaz Aloys Edler v. Kleinmayr, 1830: 91-92.

13 — Schmidburg 1830: 91-92
14 — Mal 1931: 6-7.
15 — Schmidburg 1830: 92.

16 — Prije nego $to su sastavili program djelovanja Kranjskog muzeja, osnivaci su proucavali
kipove iz muzeja u Pragu, Brnu and Grazu. Biskup Gruber je u svom govoru izri¢ito naglasio
kako se muzej u Grazu smatra najboljim primjerom modela za onaj u Ljubljani; Mal 1931: 6.

133



benefit. In addition to displaying the characteristics of cultural history
and nature, the museum was to be a place for resolving various issues
that are necessary and beneficial in real life."

The museum’s double purpose, as envisaged by its founders, was also
clearly reflected in the five main areas of collecting, as laid down by
Schmidburg in his appeal—history, statistics, natural history, technol-
ogy, physics and mathematics' The programme devised in this man-
ner should be explained further, which can best be done by compar-

ing it to the statute of the Joanneum museum in Graz, as prepared by
its founder Archduke Johann in 1811. A comparison of both documents

is sensible not only because of the fact that the documents are of two
similar museum institutions that were founded within the same coun-
try only a decade apart, but even more so due to the unmistakeable
signs that the initiators of the Carniolan museum based their design of
the museum on the statute of the Graz museum.'® According to the idea
of its founder, the Graz museum was to be a “regional” one and would
collect objects relating to seven areas—history, statistics, physics and
mathematics, natural history, chemistry, agronomy, technology -;
moreover, the museum was to include a professional library housing the
literature relevant to all the above-mentioned areas.”

As indicated by the comparison of both documents, the collections of
the Ljubljana museum were to be divided identically as the collections
of the Graz museum, only less comprehensively. The statute of the

Graz museum is even more important because of the fact that it defines
individual areas or objects to be collected under each area in far greater
detail than Schmidburg’s appeal. For the area of statistics, the latter

13 — Schmidburg 1830: 91-92.
14 — Mal 1931: 6-7.
15 — Schmidburg 1830: 92.

16 — Prior to drafting the work programme of the Carniolan museum, the founders
studied the statutes of museums in Prague, Brno and Graz. That the Graz museum was
considered the most suitable role model for the one in Ljubljana was explicitly pointed
out by Bishop Gruber in his speech; Mal 1931: 6.

17 — Habsburg, Erzherzog Johann. “Statuten,” in Das Joanneum in Gratz geschichtlich
dargestellt zur Erinerung an seine Griindung vor 50 Jahren, ed. Georg Géth. Graz:
Leykam, 1861: 256-259.
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Prema ideji svog osniva¢a, muzej u Grazu trebao je biti “regionalni” i trebao
je izlagati predmete iz sedam podruéja: povijest, statistika, fizika i matema-
tika, prirodoslovlje, kemija, agronomija, tehnologija; tovise, u muzeju se
trebala nalaziti i specijalizirana knjiznica koja bi trebala sadrzavati literaturu
relevantnu za sva gore spomenuta podrucja.”

Kako je usporedba obaju dokumenata pokazala, kolekcije iz muzeja u Lju-
bljani trebale su biti podijeljene identi¢no onima u muzeju u Grazu, samo
nesto manje sveobuhvatno. Statut muzeja u Grazu je ¢ak i vazniji dokument,
obzirom na ¢injenicu da definira pojedina¢na podrucjaili predmete na puno
detaljniji na¢in nego $to je to Schmidburg zamislio. Za podrugje statistike,
ljubljanski muzej je imao u vidu uglavnom prikupljanje mapa i podataka, a
rezultate za “prirodnu i umjetnu proizvodnju” povezuje s ovim podrucjem,
dok bi se rezultati inace kategorizirali pod prirodoslovlje i tehnologiju."®
Statut muzeja Joanneum posvecuje vie paznje definiranju polja statistike.
U ovom slucaju, polje statistike obuhvaca podatke prikupljene i u proslosti

i sadasnjosti, ali takoder s jedne strane naglasava prikaze neobi¢nih spo-
menika, dok s druge strane naglasava uobi¢ejene kostime, blagdanske i
svakodnevne obicaje. Ovo polje bi nadalje trebalo obuhvatitii prikupljanje
podataka o razvoju provincijske proizvodnje. Drugim rije¢ima, provincijskoj
statistici bi se trebala posvetiti jednaka pozornost kao i njenoj povijesti."

Iz oba dokumenata je potpuno jasno da se rijec ‘statistika’ koristi u svom
izvornom znacenju, tj. “nacionalni podaci”??, ili ih cak mozemo protumaditi
kao karakteristike provincije.

Razumijevanje dualnog koncepta muzeja u Ljubljani na na¢in na koji su

ga vidjeli njegovi osnivaci je preduvjet za bolje razumijevanje njegove izvorne
sakupljacke politike, na temelju koje su htjeli osmisliti i razvijati muzej. Ako
uzmemo u obzir da je prvi vodi¢ kroz muzejske zbirke izdan tek 1836.

17 — Habsburg, Erzherzog Johann. “Statuten,” u Das Joanneum in Gratz geschichtlich
dargestellt zur Erinnerung an seine Griindung vor 50 Jahren, ur. Georg Goth. Graz: Leykam,
1861: 256-259.

18 — Schmidburg 1830: 93.
19 — Habsburg 1861: 257-258.

20 — Statistika”, u Marko Snoj, Slovenski etimoloski slovar, 2015. Url: http://www.fran.
si/ig3/marko-snoj-slovenski-etimoloski-slovar/4292173/statistika?View=1&Query=statistika#
(pristupljeno 28. 08. 2020.)
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mostly envisages collecting maps and data, and associates the results
of “natural and artificial production” with this area, which it otherwise
categorizes under natural history and technology.® The statute of the
Joanneum devotes more attention to defining the field of statistics.
Inits case, the field of statistics also encompasses data collected in pre-
vious periods and in the present, but it also highlights the depictions
that portray unusual monuments on the one hand, and typical costumes,
holiday and everyday customs on the other. Furthermore, this field is to
include the collection of data on the progress made in provincial produc-
tion. In other words, the statistics of the province should be devoted

the same amount of attention as its history.' As is perfectly clear from
both documents, the word ‘statistics’ is used in its original meaning, i.e.
as “national data”?° or, better yet, as the characteristics of the province.

Understanding the dual concept of the Ljubljana museum envisaged by
its founders is a prerequisite for a better understanding of its original col-
lecting policy, based on which they wanted to design and later system-
atically develop the museum. Considering that the first guidebook to the
museum collections was published as late as 1836,%' and that the system-
atic inventorying of newly obtained museum objects was introduced half
a century later,?® we must use other sources to reconstruct the objects
acquired for the museum during the first fifteen years after its establish-
ment. Most helpful are the regular letters of thanks for objects donated
to the museum which were published in the daily newspapers, at first in
the lllyrisches Blatt and Laibacher Zeitung, and after its establishment in
1839 also in Carniolia by Franc Jozef Hohenwart, the first chairman of the
museum’s board of trustees and the author of the first museum guide-
book.?® As pointed out by Matija Zargi, Hohenwart was a natural scientist

18 — Schmidburg 1830: 93.
19 — Habsburg 1861: 257-258.

20 — Statistika”, in Marko Snoj, Slovenski etimoloski slovar, 2015. Url: http://
www.fran.si/ig3/marko-snoj-slovenski-etimoloski-slovar/4292173/statistika?View=
1&Query=statistika# (accessed August, 20, 2020)

21— Franz Josef graf v. Hochenwart, Leitfaden fir die das Landes-Museum in
Laibach Besuchenden. Laibach: Ignaz Aloys v. Kleinmayrsche Schriften, 1836.

22 — Matija Zargi, ,Arhiv Narodnega muzeja kot vir za kulturnozgodovinsko gradivo,*
Argo. Casopis slovenskih muzejev 36/37, 1994 77.

23 — Mal 1931 11; Zargi 1994: 75.
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godine?, te da je prvo sustavno popisivanje novoprikupljenih predmeta uve-
deno tek pola stolje¢a kasnije,*> moramo se okrenuti drugim izvorima kako

bi rekonstruirali prikupljanje predmeta u prvih petnaest godina djelovanja
muzeja. Pri tom nam najvise mogu pomoci pisma zahvale za donacije muzeju,
koje su se objavljivale u dnevnom tisku, prvo u lllyrisches Blatt (llirskom

listu) i Laibacher Zeitung (Ljubljanskim novinama), a nakon osnutka 1839.
godine i u listu Carniolia Franca Jozefa Hohenwarta, prvog predsjednika
upravnog odbora muzeja i autora prvog muzejskog vodica.?® Kako je ista-
knuo Matija Zargi, Hohenwart kao prirodoslovac nije bio struénjak za povi-
jesno-kulturoloske predmete, iako ih je detaljno izu¢avao, opisivao i komen-
tirao; smatra se da je on bio ¢ak precizniji kod raspoznavanja predmeta iz
industrijske proizvodnje i ku¢ne radinosti** Bez obzira na njihovu tehnicku
adekvanost, njegovi popisi doniranih predmeta , posebno kad su popraceni
iscrpnim objasnjenjima njihovog zna¢aja za muzejsku zbirku, ¢esto nam omo-
gucuju da shvatimo koje mjesto svaki prikupljeni predmet zauzima u rastu-
¢em muzejskom fundusu.

Hohenwart nosi zasluge i za vi$e odjevnih predmeta. Oni nam, uz uklju¢iva-
nje pojedinih predmeta u stalni postav zbirke, kao $to je vidljivo iz prva dva
izdanja muzejskog vodi¢a, ukazuju na vaznost prikupljanja, ¢uvanjaiizlaga-
nja odjece u najranijem periodu djelovanja muzeja. 1836. godine, Hohenwart
se zahvalio mladoj Zeni koja je donirala stariji primjerak dijela narodne
nosnje s podrucja Gorenjske, takozvani sapelj.® Narodna no$nja se smatrala
vaznim dijelom muzejske zbirke (SI.2), kako je i naglasio u svom izvjeséu

iz 1839., u kojem navodi da je muzej primio donaciju u vidu nekoliko figu-

rica odjevenih u narodnu no$nju podrucja Bele krajine. On je tom prilikom

—
21 — Hochenwart, Franz Josef graf. Leitfaden fiir die das Landes-Museum in Laibach
Besuchenden. Laibach: Ignaz Aloys v. Kleinmayrsche Schriften, 1836.

292 — Zargi, Matija. , Arhiv Narodnega muzeja kot vir za kulturnozgodovinsko gradivo,” Argo.
Casopis slovenskih muzejev 36/37,1994: 77.

23 — Mal 1931: 11; 2argi 1994: 75.
24 — 7argi1994: 75.
25 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der im Monate

Marz fiir das Landes-Museum in Laibach eingegangenen Beitrage,” lllyrisches Blatt, br. 17,
23, travnja, 1836: 67-68.

26 — Mal 1931: 11.
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and as such was no expert in objects of cultural history, but he never-
theless described and commented them meticulously; he is said to have
been even more precise when defining contemporary industrial products
and cottage industry products.®* Regardless of their technical adequacy,
his lists of donated objects, especially when accompanied by a detailed
explanation as to why these objects would be of great importance for
the museum collection, often enable us to understand the placement of
anindividual acquired object within the growing museum fonds.

Quite a few of Hohenwart’s thanks relate to clothing. These, along
with the incorporation of individual objects into the permanent lay-
out of the collection, as can be discerned from the first museum guide-
book, and even more so from the second one, enable us to under-
stand the importance of collecting, protecting and displaying clothing
in the earliest period of the museum’s operation. In 1836, Hohenwart
thanked an unknown young female donor for donating to the museum
an old form of a part of the folk costume of the Gorenjska region, the
so-called $apelj.?® Folk costume was considered an important part of
the museum collection (Fig. 2), as is corroborated by his report from
1839, which mentions that the museum was donated a few figurines
dressed in the costume of the Bela krajina region. On that occasion, he
asked women to make similar figurines for the museum for each dis-
trict of Carniola in order to “save” the local national costumes.?® This
appeal also reveals that the museum’s founders placed importance not
only on original objects but also on secondary sources that would pres-
entindividual aspects of life in the past and present. This is not surpris-
ing because, as has already been pointed out, the statute of the Graz
museum clearly states that statistics were to be presented with depic-
tions too, i.e. with what we would now call visual sources.

Hohenwart’s texts clearly show that the museologists of the time
were also interested in clothing beyond the context of folk costumes
or statistics. Thus, for example, in one of his publications he gave

24 — 7argi1994: 75.
25 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der im Monate

Marz fir das Landes-Museum in Laibach eingegangenen Beitrage,” lllyrisches
Blatt, br. 17, 23. travnja, 1836: 67-68.

26 — Mal 1931: 11.
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zamolio Zene da za muzej izrade sli¢ne figurice za svaki predio Kranjske,
kako bi se “sacuvale” sve lokalne narodne no$nje.?® Ova molba pokazuje da
su oshivac¢i muzeja polagali vaznost ne samo naizvorne predmete, nego i
na sekundarne izvore koji bi prikazali pojedine aspekte Zivota u proslosti i
sadasnjosti. Ova pojava nije neuobicajena; kao $to je ve¢ naglaseno, statut
muzeja u Grazu jasno kaze da se statistike trebaju popratiti prikazima, tj.
onime $to bismo danas nazvali vizualni izvori.

Hohenwartovi tekstovi jasno pokazuju da su se tadasnji muzeolozi zanimali
takoder i za odjecu izvan konteksta narodnih no$nji i statistika. Stoga se u
jednoj od svojih publikacija izrazito zahvalio Kranjskoj kmetijskoj druzbi za
donaciju fragmenta damastne tkanine. Tvrdio je kako je taj fragment od izni-
mne vrijednosti za muzej, jer svjedo¢i prvim pokusajima pokretanja proi-
zvodnje svile u Kranjskoj, koja je dala poticaj za njeno daljne Sirenje.” 1z tog
razloga je taj donirani fragment tkanine okarakterizirao kao predmet u kate-
goriji tehnologije. Kao §to je Schmidburg objasnio u svojoj molbi, ovo pod-
rucje predstavljaju “svi primjeri prerade prirodnih materijala, jer su stvoreni
u okviru obrtni¢ke i industrijske proizvodnje tipi¢ne za provinciju”.?® Drugi
odjevni predmet koji je bio dio donacije se u to vrijeme zasigurno takoder
kategorizirao u polje tehnologije. Jedan od Hohenwartovih popisa, kojeg je
izdao 1837., se gotovo u potpunosti sastoji od poduzeg opisa zbirke pred-
meta koja je pripadala materijalnoj kulturi sjevernoamerickih domorodaca,
koju je muzeju donirao Friderik Baraga. Hohenwart je ovu novu kolekciju ¢ita-
teljima predstavio na sustavan nacin, kroz tematski zaokruzene cjeline, od
kojih je jednu nazvao “odjevni predmeti”.”® Zajedno s drugim predmetima iz
ove zbirke (Sl. 3), oni su predstavljali vazni doprinos $irenju polja tehnologije,

26 — Mal 1931: 11.

27 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der fiir das Jahr

1838/39 eingegangenen Museums-Beitrage (Fortsetzung),” lllyrisches Blatt, br. 18, 2. svibnja,
1839: 76.

28 — Schmidburg 1830: 93. Na temelju gore navedenog smanjenja broja podrucja

i tematske definicije programa muzeja u Ljubljani u usporedbi s onim u Grazu, narodne
nosnje i ostali tipi¢ni oblici materijalne kulture se svrstavaju u dvije kategorije, tj.

statistiku i tehnologiju. Sliéno mozemo reciiza proizvode od prirodnih materijala, koji

se svrstavaju u statistiku i prirodoslovlje; Schmidburg 1830: 92-93.

29 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der fiir das Landes-
Museum eingegangenen Beitrage,” lllyrisches Blatt, br. 17, 29. travnja, 1837: 67-68.
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an especially warm thanks to Kranjska kmetijska druzba (Carniolan
Agricultural Society) for donating a piece of damask fabric. He claimed
that this piece was particularly valuable for the museum as it bore wit-
ness to the first attempts of setting up a silk industry in Carniola, while
providing the incentive for its further expansion.”” He therefore con-
sidered the donated textile sample an object belonging under technol-
ogy. As Schmidburg explained in his appeal, this area is represented by
“all examples of the processing of natural materials, as created within
the scope of the arts-and-crafts and industrial production typical of the
province”.”® Another form of clothing which was included among the
objects donated to the museum at that time was undoubtedly catego-
rized under the same field, i.e. technology. One of Hohenwart’s lists,
which he published in 1837, is almost entirely composed of a lengthy
description of a collection of objects belonging to the material culture
of native North Americans, which had been donated to the museum by
Friderik Baraga. Hohenwart presented this new collection to the read-
ers in a systematic way, through thematically rounded-off units, one of
which he named “items of clothing”.>® Along with other objects in the
collection (Fig. 3), these represented an important contribution to the
expansion of the field of technology, under which they were to collect
not only examples of Carniolan arts and crafts and industrial produc-
tion, but also examples of such production from abroad.®°

927 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der fiir das
Jahr1838/39 eingegangenen Museums-Beitrage (Fortsetzung),” lllyrisches Blatt, no.18,
May 2, 1839: 76.

28 — Schmidburg 1830: 93. Based on the above-mentioned reduction in the number

of areas and the thematic definition of the programme of the Ljubljana museum
compared to the one in Graz, folk costume and other typical forms of material culture
are categorized into two categories, i.e. statistics and technology. Something similar
can be said about natural products which fall under statistics and natural history;
Schmidburg 1830: 92-93.

29 — Curatorium des krainerischen Landes-Museum, “Verzeichniss der fiir das

Landes-Museum eingegangenen Beitrage,” lllyrisches Blatt, no. 17, April 29, 1837: 67-68.

30 — In his appeal, Schmidburg stresses that when collecting the material culture of
foreign lands, the museum is to focus mainly on objects made from natural materials
which are also typical of Carniola; Schmidburg 1830: 93. The statute of the Graz
museum points out that these objects mostly relate to the production areas which are
also practised locally at a high level; Habsburg, “Statuten,” 258. Of course, it primarily
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za koje su se prikupljali ne samo kranjski, ve¢ i inozemni predmeti obrtnicke i
industrijske proizvodnje.®°

Da je Baragina kolekcija bila vazna za muzej govori i ¢injenica da je organizirao
njenu donaciju muzeju ¢ak i prije njegovog povratka u Kranjsku,®' i da je bila
izlozena odmah. Hohenwart je sam naglasio na kraju gore spomenute liste

da su svi Baragini predmeti, zajedno s onima koje je muzeju darovao Franc
Pirc, bili izlozeni u posebnoj vitrini.*> Kako mozemo razaznati iz sedam godina
mlade publikacije, Baragini i Pircovi predmeti su bili izlozeni u tre¢em muzej-
skom krilu.®® Ukoliko uzmemo u obzir ¢injenicu da je Hohenwartov prvi muzej-
ski vodi¢ iz 1836. primjenjivao specifi¢nu logiku uklju¢ivanja informacija o
izlozenom predmetu i kao takav je nedostatan izvor za rekonstrukciju zbirke u
prvom stalnom postavu,®* utoliko su takve informacije i dragocjenije. Unato¢

80 — Schmidburg u svojoj molbi naglasava da se pri prikupljanju materijalne kulture stranih
zemalja muzej treba usredotociti isklju¢ivo na predmete izradene od prirodnih materijala koji
su takoder tipicni za Kranjsku; Schmidburg 1830: 93. Statut muzeja u Grazu istice da se ovi
predmeti uglavnom odnose na podruéja proizvodnje koja se u velikoj mjeri prakticiraju

na lokalnoj razini; Habsburg, “Statuten,” 258. To se naravno odnosilo primarno na susjedne

i europske zemlje. Mozemo svejedno pretpostaviti da se ova sakupljacka politika primijenjivala
barem djelomi¢no i na umjetnicko-obrtnicke predmete vaneuropskih kultura, kao sto se

moze zakljugiti iz ostalih suvremenih i novijih izvora. Na primjer, pri otkupu zbirke koptskog
tekstila, Alfonz Miiliner, kustos Kranjskog dezelnega muzeja, istaknuo je ta zbirka nije vrijedna
samo zbog svoje estetske vrijednosti i rijetkosti, ve¢ je od iznimnog praktickog znacaja za
obrtnicku skolu; Knez, Darko. “Historiat Zbirke koptskih tkanin iz Narodnega muzeja Slovenije,”
u Koptske tkanine iz zbirke Narodnega muzeja Slovenije, ur. Jan Ciglenecki, Tomislav Kajfez,
Darko Knez i Miran Pflaum. Ljubljana: Narodni muzej Slovenije, 2019: 16.

81— Kao $to je ustanovila Pavla Strukelj iz sa¢uvanih arhivskih izvora, Baraga je 1833. g.
iz Amerike svojoj sestri Amaliji napisao da jo$ nije u prilici poslati predmete; Strukelj,
Pavla. “Etnoloska zbirka severnoameriskih Indijancev Ojibwa iz 19. stoletja v Slovenskem
etnografskem muzeju (Zbiralci Friderik Baraga, Franc Pirc, Ivan Cebul),” Slovenski
etnograf 25/26, (1972/1973) 1974: 109.

32 — Curatorium 1837: 68.

83 — Curatorium des krainerischen Landes-Museum, “Verzeichniss 1844 der eingegangenen
Museal-Geschenke,” lllyrisches Blatt, br. 6, 8. veljace, 1844: 24. Uz navedene predmete,
takoder su bili izlozeni predmeti iz africkih naroda, koje je te iste godine muzeju donirao Anton
Lavrin,

84 — Hohenwart u svom vodicu posvecuje paznju pojedinim zna¢ajnim donatorima predmeta,
izradivacima posebnih vitrina i ormara, i razlozima zbog kojih bi posjetiteljima bili posebno
zanimljivi odredeni dijelovi zbirke. Neki dijelovi zbirke su opisani prilicno temeljito, dok su neki
samo navedeni. Generalno gledano, ¢ak i kad su temeljiti i sadrze dodatna pojasnjenja, vodici
i katalozi izlozbi su ograni¢eni izvori koji ne omogucavaju potpunu rekonstrukciju muzejskih
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That Baraga’s collection was important for the museum is evidenced
by the fact that Baraga was arranging its donation to the museum even
before returning to Carniola,* and by the fact that it was put on dis-
play immediately. Hohenwart himself emphasized at the end of the
above-mentioned list that all of Baraga’s objects, together with those
donated to the museum by Franc Pirc, were exhibited in a dedicated
cabinet.®* As can be discerned from a publication seven years younger,
Baraga’s and Pirc’s objects were displayed in the third museum hall.®®
Inlight of the fact that Hohenwart’s first museum guidebook from 1836
applied a special logic of including information on the exhibited objects
and is therefore a rather insufficient source for reconstructing the first
layout of the permanent collection,®* such information is that much

concerned the neighbouring or European lands. It can nevertheless be assumed that

this logic of collecting was applied, at least partially, also to the arts-and-crafts products
of non-European cultures, as can be deduced from other contemporary and younger
sources. For example, upon the purchase of a collection of Coptic textiles, Alfonz Miillner,
the curator of the Provincial Museum of Carniola, pointed out that the collection was

not only important for its aesthetic value and rarity, but also had a practical significance
for the craft school; Knez, Darko. “Historiat Zbirke koptskih tkanin iz Narodnega muzeja
Slovenije,” in Koptske tkanine iz zbirke Narodnega muzeja Slovenije, ed. Jan Ciglenecki,
Tomislav Kajfez, Darko Knez and Miran Pflaum. Ljubljana: Narodni muzej Slovenije, 2019: 16.

31— As has been determined by Pavla Strukelj based on the preserved archival
sources, Baraga wrote to his sister Amalija in 1833 from America saying that he was
yet unable to send the objects; Strukelj, Pavla. “Etnoloska zbirka severnoameriskih
Indijancev Ojibwa iz 19. stoletja v Slovenskem etnografskem muzeju (Zbiralci Friderik
Baraga, Franc Pirc, Ivan Cebul),” Slovenski etnograf 25/26, (1972/1973) 1974: 109.

32 — Curatorium 1837: 68.

33 — Curatorium des krainerischen Landes-Museum, “Verzeichniss 1844 der
eingegangenen Museal-Geschenke,” lllyrisches Blatt, no. 6, February 8, 1844: 24.
Alongside these objects they also displayed objects belonging to African peoples,
which had been donated to the museum by Anton Lavrin in the same year.

34 — In his guidebook, Hohenwart devotes a great deal of attention to individual import-
ant donors of objects, to the makers of individual showcases and cabinets, and to the
reasons why visitors would find certain parts of the collections especially interesting.

Some parts of the collections are described quite thoroughly, while others are only summed

up. Generally speaking, guidebooks and exhibition catalogues, even if they are thorough
about individual objects and equipped with additional explanations, are a limited source
for the reconstruction of museum layouts. They are linear texts whereas the museum

exhibition is three-dimensional. Regardless, they are an important source of information
for reconstructing the historical development of the conceptualization of musealization.
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nedostacima, Hohenwartov katalog je vazan izvor za razumijevanje tadas-

nje konceptualizacije muzealizacije—i opcenito gledano, i $to se tice odjece.
Katalog nam otkriva da su tijekom postavljanja stalnog postava u nove prosto-
rije bivse skole, barem ugrubo primijenjena tematska podrucja prikupljanja
koja je Schmidburg izloZio u svom programu. Eksplicitno se ne spominju

ni odjevni predmeti niti tekstil, ali su vrlo vjerojatno uklju¢eni u skupinu pred-
meta koju Hohenwart stavlja pod zajednicki naziv “noviji i najnoviji umjetnic-
ko-obrtnicki predmeti”.?® Oni su izloZeni u posebnoj vitrini u tre¢oj izlozbenoj
prostoriji, dakle u istoj onoj u kojoj je i Baragina zbirka.

U pogledu rekonstrukcije uklju¢ivanja pojedinac¢nih zbirki ili predmeta u stalni
postav i konceptualizacije njihove muzealizacije, Dezmanov drugi vodi¢ iz
1888. je znatno korisniji. Vodi¢ prezentira izlozene predmete s puno vise deta-
ljai eksplicitno definira zbirke u svakoj izlozbenoj dvorani. Njegova definicija
kulturne povijestii etnografskih zbirki je naroéito vazna za temu kojom se
bavimo. U tom smislu, sadrzaj pete izlozbene dvorane posebno je zanimljiv;
prema sadrzaju vodica, tu su zavrsavale kulturno-povijesne i zapocinjale etno-
grafske zbirke. Dio kataloga koji opisuje §to je posjetitelj zapravo mogao vidjeti
u petoj izlozbenoj dvorani sadrzi dodatno objasnjenje da su u dvorani izlozeni
»kranjski industrijski proizvodi iz starijih razdoblja i etnografske zbirke“.*®
Tako je u prvoj vitrini kraj zida posjetitelj mogao vidjeti gore spomenuti komad
damastne tkanine, razlicite odjevne predmete, uklju¢ujuéi predmet gradanske
Zenske nosnje iz 16. stoljeca i razlicite predmete nekada popularne narodne
nosnje.* Ti su se predmeti smatrali predmetima kulturne povijestiili, to¢nije,
primjerima umjetnickog i obrtni¢kog ili industrijskog dizajna. Predmeti prika-
zani od izloga ¢etvrtog zida nadalje—medu njima je posjetitelj mogao vidjeti

i gore spomenute odjevne predmete koji su bili djelom Baragine zbirke— *®su
smatrani etnografskima.

postava. Oni su ipak samo linearni tekstovi, dok je muzejska izlozba trodimenzionalna.
Neovisno o tome, oni i dalje ostaju vrijedan izvor informacija za rekonstrukciju povijesnog
razvoja konceptualizacije muzealizacije.

35 — Hochenwart 1836: 14.

36 — Deschmann, Karl. Fiihrer durch das Krainische Landes-Museum Rudolfinum in Laibach.
Laibach: Landes-Museum, 1888: 146.

87 — Deschmann 1888: 146-148.
38 — Deschmann 1888: 149-157.
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more valuable. Despite its flaws, Hohenwart’s catalogue is an important
source for understanding the conceptualization of musealization at
that time—generally speaking and as regards the area of clothing. It
reveals that when the permanent collection was being set up in the new
rooms of the former intermediate college, the areas of collecting laid
down in Schmidburg’s programme were applied, at least roughly. It does
not explicitly mention items of clothing or textiles, but they are most
likely included in the group of objects mentioned by Hohenwart with the
common denomination “newer and latest arts-and-crafts products”.®®
They were displayed in a special cabinet in the third exhibition room,
that is, in the same room as the Baraga collection.

As regards the possibility of reconstructing the incorporation of
individual collections or objects into the permanent layout and the
conceptualization of their musealization, Dezman’s second guidebook
from 1888 is much more useful. It presents the objects on display in
much greater detail and explicitly defines the collections presented in
each exhibition hall. His definition of the cultural history and ethnogra-
phy collections is especially important for the topic in question. In this
regard, the contents of the fifth exhibition hall are especially interest-
ing; according to the guidebook’s table of contents, that was where
the cultural history collections ended and the ethnography collections
began. The part of the catalogue that describes what a visitor was actu-
ally able to see in the fifth exhibition hall contains an additional expla-
nation that the hall displayed “Carniolan industrial products fromolder
periods and the ethnography collections”.®® Thus, in the first show-
case by the wall, the visitor could see the above-mentioned piece of
damask fabric, different items of clothing, including an item of 16th-cen-
tury bourgeois women’s costume, and different items of the once pop-
ular national costume.* These objects were considered objects of
cultural history or, more precisely, examples of the arts-and-crafts or
industrial design. The objects displayed from the fourth wall showcase
onward—among them the visitor could also see the above-mentioned

35 — Hochenwart 1836: 14.

36 — Karl Deschmann, Fiihrer durch das Krainische Landes-Museum Rudolfinum
in Laibach. Laibach: Landes-Museum, 1888: 146.

37 — Deschmann 1888: 146-148.
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Usporedba oba kataloga je vrlo zanimljiva. Ponajprije, usporedba jasno
pokazuje da je i nakon pola stoljeca rada ljubljanski muzej jo$ uvijek proma-
trao neke od gore spomenutih odjevnih predmeta manje-vise u okviru kon-
cepta muzealizacije koji je bio postavljen prilikom njegovog osnivanja, tj.
unutar konteksta podrucja tehnologije, bilo prosle ili sadasnje, domace ili
inozemne, ili podrucja statistike. Drugo, usporedba pokazuje da prilikom
rekonstrukcije konceptualizacije muzealizacije moramo uzeti u obzir brojne
izvore, istovremeno svjesni varijabilnosti sadrzaja pojedinih pojmova.
Upotreba rijeci ,etnografski“ najbolji je primjer za to. Kad je Hohenwart
1836. zahvalio donatorici gore spomenutog Sapelja, izri¢ito ga je spomenuo
kao prilog "etnografskoj zbirci".** U Dezmanovom katalogu iz 1888. godine
predmeti narodne nosnje, zajedno s ostalim odjevnim predmetima, smatraju
se objektima "kulturne povijesti", dok se izraz "etnografski" koristi u odnosu
na materijalnu kulturu vaneuropskih naroda. S jedne strane, moramo obra-
titi paznju na razli¢ita znacenja koja pojedinacni korisnici pripisuju istom
pojmu;*® s druge strane, takoder moramo obratiti paznju na razlicite pojmove
s istim konceptualnim okvirom ili koji se odnose na isti sadrzaj. U slu¢aju
istrazivanja predmetne teme, posebna paznja mora se posvetiti temeljitoj
analizi uporabe pojmova ,statistika“, ,etnologija“i,etnografija‘“.

Bez obzira na koristenje razli¢itih pojmova, ljubljanski muzej se do ranog

20. stoljeca percipirao kao institucija cije su zbirke s jedne strane svjedocile
proslosti, a s druge reflektirale sadasnjost, §to je takoder utjecalo na percep-
ciju njegove misije. Potonje je u velikoj mjeri jos uvijek bilo usmjereno prema
oblikovanju povijesnih saznanja i istodobno prema promicanju kreativnosti

i daljnjem razvoju. Osim ostalih izvora, to se takoder jasno odrazava u spi-
sima Josipa Mantuanija, koji je vodio muzej izmedu 1909. i 1924. Dva su teksta
posebno vazna za analizu njegovog razumijevanja opéenitog rada muzeja; u
njima je raspravljao o problemu povijesti i modernizacije ljubljanskog muzeja.
Kada se analizira njegovo razumijevanje muzealizacije odjece, vazna su i

39 — Curatorium, “Verzeichniss 1836,” 68.

40 — Sto se tice Dezmanove uporabe oba pojma, mnogo je zanimljiviji na¢in na koji ih je
koristio Walter Smid, jedan od njegovih nasljednika u ulozi kustosa Kranjskog dezelneg
muzeja. U svom osvrtu na bec¢ku izlozbu kranjske narodne umjetnosti, koja je ukljucivala
tipiéne narodne nosnje, Smid je nedvosmisleno koristio termin ‘kulturna povijest’ za
predstavljanje sadrzaja iz proslosti, a termin ‘etnografski’ za predstavljanje stvari koje jo$
uvijek Zive i mijenjaju se; Smid, Walter. “Kranjska narodna umetnost na dunajski razstavi,”
Slovan. Mesecnik za knjizevnost, umetnost in prosveto 4, br. 6,1906: 168.
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items of clothing that were part of the Baraga collection— **were con-
sidered ethnographic.

A comparison of both catalogues is very interesting. Firstly, the com-
parison clearly shows that even after half-a-century of operation the
Ljubljana museum still viewed some of the above-mentioned items of
clothing more or less within the concept of musealization that had been
laid down upon its establishment, i.e. within the context of the field of
technology, either past or present, domestic or foreign, or the field of
statistics. Secondly, the comparison shows that when reconstructing
the conceptualization of musealization, we must take numerous sources
into account, while being aware of the variability of the content of indi-
vidual terms. The use of the word ‘ethnographic’ is the best example of
this. When Hohenwart thanked the donor of the above-mentioned sapelj
in 1836, he explicitly mentioned it as a contribution to the “ethnogra-
phy collection”.®® In Dezman’s catalogue of 1888, items of the folk cos-
tume, along with other items of clothing, are considered objects of “cul-
tural history”, whereas the term “ethnographic” is used in relation to the
material culture of non-European peoples. On the one hand, we must
pay attention to the different meanings individual users attributed to
the same term;*° on the other hand, we must also pay attention to

the different terms with the same conceptual framework or which refer
to the same content. In the case of the topic in question, special atten-
tion must be devoted to a thorough analysis of the use of the terms ‘sta-
tistics’, ‘ethnology’ and ‘ethnography’.

Regardless of the use of different terms, until the early 20th century
the Ljubljana museum was apparently perceived as an institution whose
collections, on the one hand, contained witnesses to the past and, on

38 — Deschmann 1888: 149-157.
39 — Curatorium 1836: 68.

40 — In connection with Dezman’s use of both terms, the use of these two terms

by one of his successors in the role of curator of the Provincial Museum, Walter Smid,
is that much more interesting. In his review of the Vienna exhibition of Carniolan

folk art, which included the characteristic folk costumes, Smid unambiguously used
the term ‘of cultural history’ as referring to a presentation of the past, and the term

‘ethnographic’ as a presentation of things that are still living and changing; Smid, Walter.

“Kranjska narodna umetnost na dunajski razstavi,” Slovan. Mesecnik za knjizevnost,
umetnost in prosveto 4, no. 6,1906:168.
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dva druga teksta, i to njegov ¢lanak o Heimatschutzu i njegovo izlaganje o
Mestnom muzeju Ljubljana (Gradski muzej Ljubljana).*' Ukratko, Mantuani
takoder smatra da je misija muzeja dvojaka: s jedne strane muzej predstavlja
dostignuca proslostii odrazava sadasnjost, pomazuéi tako u uspostavljanju

i odrzavanju kolektivnog identiteta—arheoloska i etnografska zbirka posebno
su vazne u tom pogledu ; s druge strane, njegove kolekcije trebaju poticati
daljnji razvoj rukotvorina i industrije.** lako za podrucja oformljivanja zbirki
koristi drugacija imena od onih koja je Schmidburg prvotno predvidio za
muzej—izmedu ostalog, govori o prirodoslovnoj zbirci, umjetnicko-zanatskoj
zbirci, umjetnickoj zbirci i etnografskoj zbirci—unato¢ tome jasno dase oni
Schmidburg pridrzavaju iste konceptualizacije muzealizacije. To se savr§eno
dobro vidi po njegovom svrstavanju odjece u razne zbirke. | on nacionalne
narodne nosnje koje su dio etnografske zbirke smatra odrazom "nacionalnog
duha", a njihovo izlaganje sredstvom za podizanje svijesti o njihovoj vaznosti
u sadasnjosti. Smatra da bi pojedini odjevni predmeti i tekstil, posebno oni iz
starijih razdoblja i udaljenih dijelova svijeta, trebali posluziti kao uzor i pri-
mjer za daljnji razvoj ove industrije na domacéem tlu. Naravno, na povijesnu
odjecu gleda i na kao svjedoke povijesti.

Promjena u konceptualizaciji muzealizacije odjece dogodila se tek nakon
podijele fundusa bivseg Kranjskog deZelneg muzeja, odnosno nakon osniva-
nja specijaliziranih muzeja. To ne ¢udi, jer je dio te promjene povezan s ¢inje-
nicom da vrsta muzeja, kojem pripada muzejski predmet ili zbirka, ozna¢ava
prvu razinu klasifikacije,*® a klasifikacija je, naravno, sastavni dio konceptu-
alizacije muzealizacije. Drugim rije¢ima, ako bi univerzalni muzej mogao
klasificirati element odjece u razlicite vrste zbirki ili ¢éak u nekoliko tipova

41 — Za analizu oba muzeoloska teksta vidi Mahni¢, Katja. “Josip Mantuani in moderni
muzej. Prispevek k razumevanju Mantuanijeveih prizadevanj za reorganizacijo Dezelnega
muzeja za Kranjsko,” Zbornik za umetnostno zgodovino n.v. LI, 2016. Za Mantuanijev
pogled na Heimatschutz i s tim povezano o¢uvanje kulturne bastine vidi Mahni¢, Katja.
“Collective Memory between Tradition and Archive: Josip Mantuani, Heimatschutz and
Monument Protection,” Ars & Humanitas. Revija za umetnost in humanistiko, XIl1, br. 1, 2019.

42 — Mahni¢ 2016: 214-216.

43 — Kao sto je istaknula Ludmilla Jordanova, svaki je muzej "viezba" u klasifikaciji, koja se
odvija na tri razine: na razini muzeja ili njegove kategorije; na razini prostornog smjestaja
unutar pojedinog muzeja, npr. u okviru kronoloski osmisljene izlozbe; i na razini pojedinac¢nog
predmeta ili njegove taksonomske definicije; Jordanova, Ludmilla. “Objects of Knowledge:

A Historical Perspective on Museums,” in The New Museology, ur. Peter Vergo. London:
Reaktion Books, 2009: 23-25.
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the other hand, reflected the present, which also influenced the per-
ception of its mission. The latter was to a great extent still directed
towards shaping historical knowledge and simultaneously towards pro-
moting creativity and further development. Besides other sources, this
is also clearly reflected in the writings of Josip Mantuani, who ran the
museum between 1909 and 1924. Two texts are especially important for
analysing his understanding of the museum’s operation in general; in
them, he discussed the problem of the history and modernization of the
Ljubljana museum. When analysing his understanding of the musealiza-
tion of clothing, two other texts are important too, namely his article on
Heimatschutz and his exposé on Mestni muzej Ljubljana (City Museum
of Ljubljana).*" In short, Mantuani also considers the museum’s mission
to be a double one: on the one hand, the museum presents the achieve-
ments of the past and reflects the present, thus helping to establish
and maintain the collective identity—the archaeology and ethnography
collections are especially important in this regard; on the other hand,
its collections are to foster the further development of handicrafts and
industry.*> Even though he uses different names for the areas of collect-
ing than Schmidburg originally envisaged for the museum—among other
things, he talks about a natural science collection, an arts-and-crafts
collection, an art collection, an ethnography collection—, it is neverthe-
less clear that he and Schmidburg adhere to the same conceptualiza-
tion of musealization. This can be seen perfectly in his incorporation of
clothing into various collections. He, too, considers the national cos-
tumes, which are part of the ethnography collection, a reflection of the
“national spirit”, and their display a means of raising awareness about
theirimportance in the present. He believes individual items of clothing
and textiles, especially those from older periods and remote parts

of the world, should serve as patterns and models for the further

41— For an analysis of both museological texts see Mahni¢, Katja. “Josip Mantuani in
moderni muzej. Prispevek k razumevanju Mantuanijeveih prizadevanj za reorganizacijo
Dezelnega muzeja za Kranjsko,” Zbornik za umetnostno zgodovino n.v. LIl, 2016. For
Mantuani’s view on Heimatschutz and the related preservation of cultural heritage

see Mahni¢, Katja “Collective Memory between Tradition and Archive: Josip Mantuani,
Heimatschutz and Monument Protection,” Ars & Humanitas. Revija za umetnost in
humanistiko, X111, no. 1, 2019.

42 — Mahni¢ 2016: 214-216.
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zbirki istovremeno, ovisno o kontekstu, to mnostvo moguénosti klasifikacije
postaje uvelike ograni¢eno, usmjereno i, prije svega, razlicito konceptualizi-
rano kada muzej postaje specijalizirani muzej.

Nakon uspostave Etnografskog muzeja 1923. i posljedi¢ne podjele muzejskih
fundusa, zbirke ,,kulturne povijesti“ Narodnog muzeja u Ljubljani razvrstale
su elemente odjece u odjeljak ,,obrti“ pod zajednickim naslovom ,vezovi i
razni drugi obrti“ (Sl. 4). Zbirka je sadrzavala ostatke koptskog tekstila, dije-
love crkvenog liturgijske odje¢e (misnice, ruho), dijelove razli¢itih kostima i
uzorke tekstila, kozne proizvode i goblenske tapiserije.** Kao $to Josip Mal
objasnjava u uvodnim biljeskama uz predstavljanje rukotvorina u tre¢em
vodicu, izvorna svrha prikupljanja takvih predmeta bila je prije svega ekonom-
ska, ali kako se zbirka prosirivala, pocela je dobivati povijesni znacaj.*® Dru-
gim rije¢ima, unutar Nacionalnog muzeja umjetnicki i obrtni¢ki proizvodi, koji
su, naravno, sadrzavali i odjevne predmete, stekli su funkciju predstavljanja
razvoja pojedinog obrta ili industrije. lako je na kraju preuzeo ulogu sredis-
njeg povijesnog muzeja u Sloveniji, Narodni muzej nikada nije razvio povijesnu
zbirku odjece.

Prvije to ucinio Pokrajinski muzej Maribor koji ga je uvrstio u svoje kultur-
no-povijesne zbirke, kao dio ,zbirke kulture odijevanja “jo$§ 1965.%° S druge
strane, novoosnovani je Etnografski muzej takoder preuzeo dio fundusa
bivseg kranjskog muzeja koji je takoder obuhvacao etnografske zbirke koje
se odnose na slovenske provincije, ostatak Europe i vaneuropske zemlje.*
Stanko Vurnik, pomoc¢nik prvog ravnatelja muzeja i kustos, u godinama prije
njegove smrti, poceo je sustavno raditi na muzejskim fundusima nakon preu-
zimanja grade; njegov je cilj bio "prikazati slovensko i jugoslavensko stanov-
nistvo iz perspektive etnografije, antropologije i narodne umjetnosti", cemu

44 — Mal, Josip. ,,Obrtni oddelek,“ in Vodnik po zbirkah Narodnega muzeja v Ljubljani.
Kulturnozgodovinski del. Ljubljana: Narodni muzej v Ljubljani, 1931: 147-153.

45 — Mal, “Obrtni oddelek,” 1931: n18-1g9.

46 — Uz povijesnu kolekciju odjece ili kako su je nazvali ,zbirku kulture odijevanja“,
obuhvacala je i zbirku povijesnih odora i zbirku kazali$nih kostima; Vriser, Andreja. “Pokrajinski
muzej Maribor. Dest let kostumske zbirke 1965-1975. Razstava novih pridobitev,” Informatica
museologica 7, br. 3-4,1976: 66-68.

47 — Promitzer, Christian. “Niko Zupani¢ kot slovenski etnolog : njegovo ravnateljevanje v
Etnografskem muzeju v Ljubljani (1923-1940),” Etnolog. Glasnik Slovenskega etnografskega
muzeja 13, br. 1, 2003: 295.
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Sl. 4.— Stranica iz muzejskog vodica Josip Mala iz 1931. godine. (Fotografija Marko Mahni¢) / Fig. 4 — Pages from Josip Mal’s

Museum Guidebook, 1931. (Photo by Marko Mahni¢)



development of this industry on domestic soil. Of course, he also
views historical clothes as witnesses to history.

A change in the conceptualization of the musealization of clothing
occurred only after the division of the fonds of the former Provincial
Museum or after the establishment of specialized museums. That is not
surprising, because a part of that change is connected simply with the
fact that the type of museum, of which the museum object or collec-
tionis a part, denotes the first level of its classification,*® and classifica-
tion is, of course, an integral part of the conceptualization of museali-
zation. In other words, if a universal museum could classify an element
of clothing into different types of collections or even into several types
of collections simultaneously, depending on the context, this plural-
ity of classification possibilities becomes greatly restricted or focused
and, above all, conceptualized differently as the museum transitions
to a specialized museum. After the establishment of the Ethnographic
Museum in 1923 and the consequent division of the museum fonds, the
“cultural history” collections of the National Museum in Ljubljana clas-
sified elements of clothing into the “crafts” section under the common
heading “embroidery and various other crafts” (Fig. 4). The collection
included remains of Coptic textiles, pieces of ecclesiastic liturgical
equipment (chasubles, vestments), parts of different costumes, and
textile samples, leather products and Gobelin tapestries.** As Josip
Mal explains in the introductory notes to the presentation of the crafts
section in the third guidebook, the original purpose of collecting such
objects was primarily economic, but as the collection expanded, it was
beginning to gain a historical significance.*® In other words, within

43 — As pointed out by Ludmilla Jordanova, each museum is an “exercise” in
classification, which takes place at three levels: at the level of the museum or its
category; at the level of the spatial placement within an individual museum, e.g.
within a chronologically designed exhibition; and at the level of an individual
object or its taxonomic definition; Jordanova, Ludmilla. “Objects of Knowledge:
A Historical Perspective on Museums,” in The New Museology, ed. Peter Vergo.
London: Reaktion Books, 2009: 23-25.

44 — Mal, Josip. ,Obrtni oddelek,“ in Vodnik po zbirkah Narodnega muzeja v Ljubljani.
Kulturnozgodovinski del. Ljubljana: Narodni muzej v Ljubljani, 1931: 147-153.

45 — Mal, “Obrtni oddelek,” 1931: n8-ng.
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je stalni postav zbirke trebao znacajno pridonijeti. Medu izlozenim pred-
metima, mjesto "vodeéih muzejskih predmeta" trebale su zauzeti narodne
nosnje.*®

To pokazuje da je u Etnografskom muzeju zbirka odjece stekla funkciju pred-
stavljanja tipi¢nih oblika narodnih no$nji na slovenskom teritoriju, a time
postalaivazan aspekt nacionalne kulture. Stoga su pojedini odjevni pred-
meti dobili funkciju predstavljanja specificnog aspekta Zivota te drustveno,
etnicki, te prije svega, usko definirane zajednice.

Sustavno nadopunjavanje i prouc¢avanje pojedinih zbirki odjece u slovenskim
muzejima se nastavilo i u sljede¢im desetlje¢ima. Kolekcija odje¢e danasnjeg
Slovenskog etnografskog muzeja, zbog svog opsega i vaznosti, smatra se
jednom od kljué¢nih slovenskih zbirki u tom podruc¢ju®®. Ona ne samo da se tije-
kom vremena povecavala, ve¢ je i postupno mijenjala sadrzaj. Te su promjene
bile povezane s promjenama u podrucju etnologije. Kako su se drustveni,
vremenski i funkcionalni okviri etnoloskih istrazivanja prosirivali, promijenili
su se ne samo nacini i metode istrazivanja, vec i kriteriji prikupljanja.®® Drugim
rije¢ima, dogodila se promjena u konceptualizaciji muzealizacije odje¢e unu-
tar etnografskih muzeja. Funkcija kolekcije tako se transformirala od pred-
stavljanja specificnog aspekta zivota nekog segmenta drustva prema pred-
stavljanju jednog od najvaznijih i najkarakteristi¢nijih segmenata materijalne
kulture iz vizure industrijskog i potrosackog drustva.

U tom se razdoblju u Narodnom muzeju ne mogu uociti ve¢e konceptualne
promjene u vezi s muzealizacijom odjece. Kao §to jasno pokazuje ovogodis-
nja izlozba koptskog tekstila,®’ ona jos uvijek proizlaziiz pristupa gdje su
predmeti svjedoci povijesnog razvoja, kao $to se vidi iz Malovog vodi¢a. Na
neki je nacin pristup samo postao sloZeniji. Kao $to je bilo jasno iz postava

48 — Rogelj Skafar, Bojana. ,Slovenski etnografski muzej od ustanovitve do danes,“in
Razvoj slovenske etnologije. Od Streklja in Murka do sodobnih etnoloskih prizadevanj, ed.
Rajko Mursi¢ and Mojca Ramsak. Ljubljana: Slovensko etnolosko drustvo, 1995: 215-216.

49 — Zagar, Janja. ,Tekstilna zbirka Slovenskega etnografskega muzeja,” Etnolog.
Glasnik Slovenskega etnografskega muzeja 13, br. 1, 2003: 165. Zagar u svom &lanku takoder
nabraja zbirke tekstila u ostalim slovenskim muzejima; Zagar 2003: 174, biljeska 36.

50 — Zagar 2003:167-168.

48 — Izlozba Koptski tekstil iz zbirke Narodnog muzeja Slovenije, Narodni muzej Slovenije,
10.10.2019 - 21.6.2020. Url: https://www.nms.si/si/dogodki/832 (pristupljeno 28. 08. 2020.)
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the National Museum the arts-and-crafts products, which, of course,
included elements of clothing, acquired the function of presenting

the development of individual crafts or industries. Even though it even-
tually took on the role of the central history museum in Slovenia, the
National Museum never developed a historical clothing collection.

The first one to do so was Pokrajinski muzej Maribor (Maribor Regional
Museum) which incorporated it into its cultural history collections, as
part of the “costume design collection” as late as in 1965.%¢ On the other
hand, the newly founded Ethnographic Museum also took on a part

of the fonds of the Provincial Museum, which also included ethnogra-
phy collections relating to Slovenian provinces, the rest of Europe, and
non-European countries.”” Stanko Vurnik, the assistant to the muse-
um’s first director, and its curator in the years before his death, began
to work systematically on the museum fonds after taking over the mate-
rial; his aim was to “portray the Slovenian and Yugoslavian population
from the perspective of ethnography, anthropology and folk art”, to
which the permanent layout of the collection was to contribute sub-
stantially. Among the objects on display, the place of “flagship museum
objects” was to be occupied by folk costumes.*® This shows that within
the Ethnographic Museum the collection of clothing was given the
function of presenting the typical forms of folk costumes in Slovenian
territory, and through this an important aspect of national culture.
Individual items of clothing were therefore given the function of
presenting a specific aspect of the life of a socially and ethnically well-
defined and, above all, narrowly defined community.

46 — In addition to the historical collection of clothes or the “collection of historical
fashionable attires”, as they called it, the “costume design collection” also included
a collection of historical uniforms and a collection of theatrical costumes; Vriser,
Andreja. “Pokrajinski muzej Maribor. Dest let kostumske zbirke 1965-1975. Razstava
novih pridobitev,” Informatica museologica 7, no. 3-4, 1976: 66-68.

47 — Promitzer, Christian. “Niko Zupani¢ kot slovenski etnolog : njegovo ravnateljevanje
v Etnografskem muzeju v Ljubljani (1923-1940),” Etnolog. Glasnik Slovenskega
etnografskega muzeja 13, no. 1,2003: 295.

48 — Rogelj Skafar, Bojana. ,Slovenski etnografski muzej od ustanovitve do danes,
“in Razvoj slovenske etnologije. Od Streklja in Murka do sodobnih etnoloskih
prizadevanj, ed. Rajko Mursi¢ and Mojca Ramsak. Ljubljana: Slovensko etnolosko
drustvo, 1995: 215-216.
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i popratnog kataloga,®* izloZeni fragmenti istaknuti su ne samo kao doku-
menti odredene razine tekstilne proizvodnje (Sl. 5), ve¢ su danasnjem posje-
titelju muzeja predstavljenii kao dokumenti nekadasnje (odjevne) kulture
jedne odredene povijesne zajednice (Sl. 6). Osim toga, oni istovremeno doku-
mentiraju razvoj arheologije ili muzeja opéenito, ali i razvoj Kranjskog dezel-
neg muzeja. U svim tim ulogama, predmeti su trebali posjetitelju pruziti nova
saznanja o prethodnim razdobljima.

S obzirom na ovu bitnu funkciju izloZzenih predmeta, koja je nedvosmisleno
istaknuta u popratnim tekstovima, popratnaizlozba KOPTIL.TEX, time je jo$
zanimljivija. Bila je to izlozba suvremenih tekstilnih i odjevnih proizvoda
(S1.7)*® koje su dizajniralii izradili studenti Zavoda za dizajn tekstila i odjece
Naravoslovnotehniska Fakulteta, na temelju njihovog prou¢avanja koptskog
tekstila. Predmeti iz zbirki umjetnostii obrta ili pojedinaéni predmeti mogu
ponovno, ilii dalje biti izazov kreativnosti suvremenih autora, iako to vise nije
glavni razlog njihovog postojanja u muzeju.

Kao sto je pokazano u raspravi o povijesnom razvoju zbirki odjece u biviem
Kranjskom dezelnem muzeju, istrazivanju muzealizacije mode, kao i istrazi-
vanju muzealizacije bilo kojeg drugog podruéja materijalne kulture, mora se
pristupiti kao analizi slozenog, konceptualno uvjetovanog i povijesno promje-
njivog procesa. Cak i ako se slozimo da taj postupak uklju¢uje “samo” prela-
zak predmeta iz njihovog Zivotnog okruzenja u instituciju muzeja, taj prijelaz
nikada nije proizvoljan. Ako polazimo od hipoteze da je muzealizacija proces
tijekom kojeg predmet prelazi iz svakodnevnog Zivota u muzej, stje€uci na taj
nacin novu funkciju, tj. funkciju predstavljanja stvarnosti izvan muzeja, tako-
der moramo biti svjesni da je ta stvarnost uvijek konstrukt. Kao takav moze
biti podloZzan promjenama. Istrazujuci konceptualizaciju muzealizacije mode,
moramo se uvijek iznova zapitati koju stvarnost predmeti trebaju predstav-
ljati u muzeju i §to ta stvarnost treba predstavljati. | to moramo ¢initi zasebno
za svako razdoblje razvoja muzeja.

A—
52 — Ciglenecki, Jan; Kajfez, Tomislav; Knez, Darko; Pflaum, Miran. Koptske tkanine iz zbirke
Narodnega muzeja Slovenije. Ljubljana: Narodni muzej Slovenije, 2019.

53 — Izlozba KOPTI.TEX, Narodni muzej Slovenije / National Museum of Slovenia,
10.10. 2019.- 21. 6.2020. Url: https://www.nms.si/si/razstave/pretekle/676-Koptske-tkanine-
iz-zbirke-Narodnega-muzeja-Slovenije (pristupljeno 21. 08. 2020.)
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Sl. 5.— Fragment koptske tkanine, izlozba Koptski tekstil iz zbirke Narodnog muzeja
Slovenije, Narodni muzej Slovenije, 10.10.2019.- 21. 6. 2020. (Fotografija Katja Mahni¢) /
Fig. 5 — Fragments of Coptic Textile, Exhibition Coptic Textiles from the Collection of
the National Museum of Slovenia, National Museum of Slovenia, 10.10.2019.- 2I. 6.2020.
(Photo by Katja Mahnic)
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Sl. 6.— Rekonstrukcija tunike i koptskih motiva, izlozba Koptski tekstil iz zbirke Narodnog
muzeja Slovenije, Narodni muzej Slovenije, 10.10.2019.- 21. 6. 2020. (Fotografija Katja
Mahni¢) / Fig. 6 — Reconstruction of a Tunic adorned with Coptic Motifs, Exhibition Coptic
Textiles from the Collection of the National Museum of Slovenia, National Museum of
Slovenia, 10.10.2019.-21. 6. 2020. (Photo by Katja Mahni¢)
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The systematic supplementation and study of individual collections of
clothing in Slovenian museums continued in the following decades. As
regards the collection of clothing of the present-day Slovenski etno-
grafski muzej (Slovene Ethnographic Museum), it is considered one of
the key Slovenian collections in its field owing to its volume and impor-
tance.*® It has not only grown in volume, but has also gradually changed
its content. These changes were connected with changes in the field of
ethnology. As the social, temporal and functional frameworks of ethno-
logical research broadened, they changed not only the research modes
and methods, but also the criteria of collecting.®® In other words, a
change occurred in the conceptualization of the musealization of cloth-
ing within ethnographic museums. The function of the collection thus
changed from presenting a specific aspect of the life of a segment of
society, to presenting one of the most important and most character-
istic segments of material culture from the aspect of the industrial and
consumer society.

In that period, no greater conceptual changes regarding the musealiza-
tion of clothing can be detected at the National Museum. As is clearly
shown by this year’s exhibition of Coptic textiles,®" it still stems from the
concept of objects as witnesses to historical development, which was
observed in Mal’s guidebook. In a way, the concept has merely grown
more complex. As was clear from the layout itself, and from the accom-
panying catalogue,®* the exhibited fragments were highlighted not
only as documents of a specific level of textile production (Fig. 5), but
were also presented to today’s museum visitor as documents of a for-
mer (clothing) culture of a specific community that existed in the past
(Fig. 6), and, moreover, as documents of the development of archaeol-
ogy or of museums in general, and of the Provincial Museum of Carniola
in the narrower sense. In all these roles, the objects were to provide
new findings to the visitor regarding previous periods.

50 — Zagar 2003: 167-168.

51— Exhibition Coptic Textiles from the Collection of the National Museum of

Slovenia, National Museum of Slovenia, 10.10.2019-21. 6.2020. Url: https://www.nms.si/
en/exhibitions/past/676-Coptic-Textiles-from-the-Collection-of-the-National-Museum-
of-Slovenia (accessed August, 20, 2020)

52 — Ciglenecki, Jan; Kajfez, Tomislav; Knez, Darko; Pflaum, Miran. Koptske tkanine
iz zbirke Narodnega muzeja Slovenije. Ljubljana: Narodni muzej Slovenije, 2019.
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Kao sto su naglasili znanstvenici koji se bave odje¢om ilimodom, one imaju
dvije funkcije u svom Zivotnom okruzenju—izrazavanje istovjetnostiili razno-
likosti u sinkronijskom i dijakronijskom smislu.*>* Zbog toga na prvi pogled
njihova slozena funkcija u muzejskom kontekstu jednostavno izgleda kao
posljedica ove karakteristike. No, kako se pokazalo, konceptualizacija
muzeja, njegove svrhe i, naravno, priroda muzejskog predmeta mnogo su
presudniji ¢imbenici za muzealizaciju mode od njene funkcionalnosti u Zivot-
nom okruzenju. Kao $to sam pokazala u ovom radu, rane univerzalne muzeje
karakterizira istodobna prezentacija dviju stvarnosti: proslosti i sadasnjosti.
Stoga su njihove zbirke istodobno imale nekoliko funkcija: uspostavljanje
pamcenja povijestii identiteta te promicanje drustvenog i gospodarskog
razvoja. S tim su u vezi pojedini odjevni predmetii cjelokupne odjevne ili
tekstilne zbirke u univerzalnim muzejima imali razlicite svrhe: svjedocenje

o prethodnim, davno minulim i potpuno razli¢itim razdobljima (evolucija
nosnje pojedinih zajednica; razvoj tekstilne industrije); odrazavanje obiljezja
nekog prostora i viemena (promicanje identiteta zajednice); poticanje kre-
ativnog suoblikovanja buduénosti (daljnji razvoj industrije i obrta). Kako su
se muzeji specijalizirali, ta je situacija postala jos slozenija; u pojedinim su
vrstama muzeja ove funkcije, bilo u nepromijenjenom ili izmijenjenom obliku,
ili barem u azuriranom obliku ili opsegu i u raznim kombinacijama, pruzale
razlicite mogucnosti za konstrukciju razli¢itih novih stvarnosti, kako proslih,
tako i sadasnjih. Drugim rijec¢ima, element nosnje ili komad tekstila u zbirci
povijesnog muzeja nema istu funkciju kao onaj (ili identi¢an) element nosnje
ili komad tekstila muzeju za umjetnost i obrt ili u etnografskom muzeju.

*

54 — Usp. npr. Bas, Angelos. “Moda,” Traditiones. Zbornik Instituta za slovensko
narodopisje 13,1984: 72.
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Considering this essential function of the objects on display, which

was unambiguously highlighted in the accompanying texts, the accom-
panying exhibition, KOPTLTEX, set up alongside the main one is that
much more interesting. It was an exhibition of contemporary textile and
clothing products (Fig. 7)°® designed and made by students of the Chair
of Textile and Fashion Design at the Faculty of Natural Sciences and
Engineering, University of Ljubljana, based on their study of Coptic tex-
tiles. Arts-and-crafts collections or individual objects can once again or
still be a challenge for the creativity of contemporary authors, although
that is no longer the main reason for their existence within a museum.

As has been demonstrated in the discussion of the historical develop-
ment of clothing collections at the former Provincial Museum of Carniola,
the research of the musealization of fashion, same as the research of the
musealization of any other area of material culture, must be approached
as an analysis of a complex, conceptually conditioned and historically
changeable process. Even if we agree that this process “merely” involves
the transitioning of objects from their living environment to the museum
institution, this transition is never arbitrary. If we stem from the hypoth-
esis that musealization is a process during which an object transitions
from everyday life to a museum, thus acquiring a new function, i.e. the
function of presenting the reality outside of the museum, we must also
be aware that this reality is always a construct. As such, it is (can be) sub-
ject to change. When researching the conceptualization of the museal-
ization of fashion, we must ask ourselves over and over again which
reality the objects are to represent in the museum, and what that reality
is to represent. And we must do that separately for each period of the
development of museums.

As emphasized by researchers of clothing or fashion, it is charac-
terized by simultaneously enabling two functions in its living environ-
ment—the expression of identicalness or diversity in the synchronic

53 —Exhibition KOPTIL.TEX, Narodni muzej Slovenije / National Museum of
Slovenia, 10.10.2019 - 21. 6. 2020 Url: https://www.nms.si/si/razstave/pretekle/
676-Koptske-tkanine-iz-zbirke-Narodnega-muzeja-Slovenije (accessed
August, 21,2020)
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and diachronic sense.® That is why at first glance, its complex func-
tion within the museum context simply looks like a consequence of this
characteristic. However, as it turns out, the conceptualization of the
museum, of its mission, and, of course, of the nature of the museum
object is a much more decisive factor for the musealization of fashion
than its functionality in the living environment. As | have shown, the
early, universal museums are characterized by a simultaneous presenta-
tion of two realities: the past and the present. Hence, their collections
served several functions simultaneously: establishing a historical mem-
ory and identity, and at the same time promoting social and economic
development. In this regard, individual items of clothing and of the
entire clothing or textile collection within universal museums performed
different functions: testifying to previous, long-gone and completely
different periods (evolution of the costumes of individual communities;
development of the textile industry); reflecting the characteristics of
their space and time (promoting community identity); encouraging a
creative co-shaping of the future (further development of the industry
and crafts). When museums became specialized, this situation became
even more complex; in individual types of museums these functions,
either in an unaltered or altered form, or at least in an updated form or
volume and in various combinations, provided diverse possibilities for
the construction of different new realities, both past and present. In
other words, an element of a costume or a piece of textile in a history
museum collection does not have the same function as would that (or an
identical) element of a costume or a piece of textile within the fonds of
an arts-and-crafts or ethnographic museum.

*

54 — Cf. e.g. Bas, Angelos. “Moda,” Traditiones. Zbornik Instituta za slovensko
narodopisje 13,1984: 72.
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AZETAK

zelji dokumentiranja i prezentacije djelovanja jedne od najvecih hrvat-
kih i jugoslavenskih tekstilnih industrija, ¢iji rad i poslovanje je usko
ezano uz Varazdin i njegove stanovnike, krenuli smo krajem 2015. godine
pripremu tematske izlozbe koja je trebala predstaviti 100 godinaradai
ljelovanja Varteksa d.d., nekadasnjeg tekstilnog diva na nasem podrucju.
ama priprema obuhvacala je istrazivanje grade u tvornici, Drzavnom
rhivu u Varazdinu, Gradskome muzeju Varazdin te, nakon upucenog
oziva preko medija, i grade koju su nam na uvid dali gradani. Rezultati
strazivanja timskog rada predoceni su na izlozbi Stoljece tekstila, odr-
anoj u palaci Herzer GMV-a od 28. 11. 2018. do 31.3.2019., ha kojoj su kroz
est tematskih cjelina, a jedna od njih bila je Modni izri¢aj, predstavljeni
djevni predmeti, ali i modni oglasi. Izlozba je pobudila veliki interes u
iroj javnosti te je njezin modni dio predocen i naizlozbi Price koje kroje
arteks u zagrebackome Muzeju za umjetnost i obrt u rujnu 2019. godine.

SUMMARY

In order to document and present the work of one of the biggest
Croatian and Yugoslav textile companies whose operations are closely
tied to Varazdin and its inhabitants, we started preparing a thematic
exhibition towards the end of 2015 which was to showcase 100 years
of Varteks d.d., a former textile giant in this region. The preparation
consisted of researching the material in the factory, at State Archives
in Varazdin and Varazdin City Museum, as well as materials provided
by the public who responded to our advertisement. Results of the
teamwork were presented at the One Hundred Years of Textiles (Stol-
jece tekstila) exhibition held at the Herzer Palace of the Varazdin City
Museum from November 28, 2018 until March 31, 2019. The exhibition
consisted of six thematic units, one of which was Fashion Style. It
presented garments and fashion advertisements and garnered a lot of
public interest. As aresult, its fashion segment was adapted and pre-
sented at the Tailor-made stories (Price koje kroje Varteks) of Varteks
at the Museum of Arts and Crafts in Zagreb in September of 2019.

14



= \/arious garments sold in Croatia under the brand name Varteks
in order to revive the textile company are part of the late 2010s fashion.
Women's and men's winter coats, hubertus coats, men's suits, women's
suits are just a segment of Varazdin's textile industry's production that
dates back to 1918 when the public limited company named Tekstilna
industrija Varazdin was established with the majority Czech capital.

It first started producing fabric for civilian and military suits towards
the end of 1922 followed by garment production as well as military and
railway uniforms in 1926.

The company survived various social and political changes during its
hundred years long existence when governments intervened into pro-
duction in various ways such as deferring it to meet war time needs in the
period of the Independent State of Croatia, expropriation of the factory
and conducting planned production in the period of socialist Yugoslavia,
and losing its business premises throughout the former Yugoslavia after
the Homeland War.

We chose to discuss the musealisation of Varteks' 1980s production of
textiles and clothing as it was the most productive decade. In this paper,
we are dealing with the current state of affairs, musealisation at the

turn of 2020. It is a process by which the curator's decision changes the
status of a garment from an item of fashion to a museum exhibit bringing
its history and the context of making and using, the reasons it was cho-
sen and a projection of future use in order to identify its mark on society'.

1— Compare lvo Maroevi¢, Uvod u muzeologiju. Zagreb: Zavod za informacijske
studije Odsjeka za informacijske znanosti, Filozofski fakultet Sveuéilista u Zagrebu,
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= Razli¢iti odjevni predmeti koji se danas prodaju u Hrvatskoj pod mod-
nom markom Varteksa s ciljem ozivljavanja nekadasnje varazdinske tekstilne
tvrtke dio su modnog izricaja kraja drugog desetljeca 21. stoljeé¢a. Zenski i
muski zimski kaput, hubertus, musko odijelo, Zenski kostim samo su dio proi-
zvodnje varazdinske tekstilne industrije koja svoje korijene vuce iz 1918. kada
je osnovano dionicko drustvo s vecinskim ¢eskim kapitalom pod imenom Tek-
stilna industrija Varazdin. Prvo je krajem 1922. pocela s proizvodnjom tkanina
za gradanska i vojna odijela, a od 1926. i s proizvodnjom modne robe i odora
za vojsku i zeljeznicu.

Tijekom nesto vise od deset desetljeca tvornica je sa svojom proizvodnjom
prezivjela razli¢ite drustvene i politicke okolnosti u kojima se ¢esto politicka
vlast na razli¢ite nacine uplitala u samu proizvodnju—od usmjerenosti na
proizvodnju za ratne potrebe tijekom razdoblja Nezavisne drzave Hrvatske,
izvlastenja tvornice i provodenja planske proizvodnje u vrijeme socijalisticke
Jugoslavije do gubitka poslovnih prostora na podru¢ju bivse Jugoslavije
nakon Domovinskog rata.

Buduci da je proizvodnja Varteksovih tekstilnih i odjevnih predmeta 8o-ih
godina 20. stoljeca bila najveca, u ovome radu bavimo se problemom njihove
muzealizacije danas, na razmedi drugog i treceg desetljeca 21. stolje¢a. To

je proces kojim na odabir kustosa do danas odjevni modni predmet ulaziu
muzej i postaje muzejski predmet donoseci sa sobom svoju povijest i kontekst
nastanka i uporabe, razloge zasto je odabran, ali i projekciju za buduce kori-
stenje da bi se identificirao trag koji je ostavio na drustvo.' Slijedeci principe

1— Usporedi lvo Maroevi¢, Uvod u muzeologiju. Zagreb: Zavod za informacijske
studije Odsjeka za informacijske znanosti, Filozofski fakultet Sveucilista u Zagrebu, 1993:
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The principles of museology are the main criteria for this type of items
collection at Varazdin City Museum which holds its Textiles Collection in
two museum departments: Culture and History and Ethnography. It also
presents fashion as part of its permanent display in the Fashion Culture
from the 18th to the Middle of the 20th Century exhibition?.

The items from the 1980s were chosen because Varteks is the manufac-
turer of the item, and the wearer and owner, or a member of their family,
is connected to its usage or creation. The information brought to us by
the chosen garments as the smallest elements of material cultural her-
itage, upon entry into the museum, enable their transfer from the past
into the present and the future. This is their museality, that is, the ability
to transfer information about the regional, temporal, cultural and social
reality of the garment which was until recently used in an individuals’
everyday life.

THE PRODUCTION OF TEXTILES
AND GARMENTS WITH THE EMPHASIS
ONTHE1980s

Varazdin Company Varteks d.d. was the country's leading textiles
manufacturer for years, even decades, producing woollen yarn, woven
fabrics, and finished garments which greatly influenced the development
of fashion in the country. It has also expanded into the global market

by emphasizing unquestionable quality of its fabrics and men's suits

at fashion fairs in Cologne, London, and Paris, as well as by selling its
products in twenty countries on four different continents®. The produc-
tion was a process encompassing every step from fibre manufacturing

to making a finished garment. The peak of production occurred in the

1993: 137.; Maroevic, Ivo. ,Uloga muzealnosti u zastiti memorije,“ Informatica
museologica 27, 3-4,1998: 56-59.; Kolveshi, Zeljka. »Povijest povijesnog predmeta,*
Informatica museologica 27, 1-2,1996: 31-33.

2 — The permanent exhibition Fashion Culture at Varazdin City Museum is accompanied by a
guidebook of the same name written by Simuni¢, Ljerka. Kultura odijevanja.

Varazdin: Gradski muzej Varazdin, vodi¢ stalnim postavom, 2015.

3 — Varteks Varazdinski tekstilni kombinat, monografija povodom 70. godisnjice djelovanja.
Varazdin: Varteks RO Tiskara, 1988.

78

FASHION MUSEOLOGY / MUZEALIZACIJA MODE

/ FROM THE 1980s VARTEKS FASHION GARMENT TO ITS MUSEALIZATION

/ 0D VARTEKSOVA MODNOG PREDMETA 80-ih GODINA 20. STOLJECA DO NJEGOVE MUZEALIZACIJE

SPOMENKA TEZAK

muzeologije, to je glavni izvor za prikupljanje ove vrste predmeta za Gradski
muzej Varazdin, koji u svojem sastavu ima Zbirku tekstila na dva muzejska
odjela, Kulturno-povijesnom i Etnografskom, a u stalnom postavu i prezenta-
ciju mode temom Kultura odijevanja od 18. do sredine 20. stolje¢a.?

Odabrani predmetiiz 8o-ih godina 20. stolje¢a birani su po utvrdenoj ¢inje-
nici da je Varteks proizvodac predmeta, a korisnik i vlasnik, odnosno ¢lan
njegove obitelji, vezan je za njegovu uporabu ili pak nastanak. Informacije
koje nam pojedini odabrani odjevni predmet, kao najmanji element materi-
jalne kulturne bastine, nakon ulaska u muzejsku zbirku nosi kroz svoju muze-
alnost, omogucavaju njihov prijenos iz proslosti u sadasnjost i buduénost.
Njihova muzealnost, odnosno svojstvo prijenosa poruka ovisi o prostornoj,
vremenskoj, kulturnoj i drustvenoj realnosti odjevnog predmeta koji se

do prije nekog vremena upotrebljavao u svakodnevnom zivotu pojedinaca.

PROIZVODNJA TEKSTILNIH
| ODJEVNIH PREDMETA $ NAGLASKOM
NA 80-¢ GODINE 10. STOLJECA

Varazdinska tvornica Varteks d.d. godinama, pa i desetlje¢ima, bila je
vodeca tekstilna industrija u regiji i drzavi proizvodeéi vuneno predivo, tka-
nine i modne odjevne predmete koji su u velikoj mjeri utjecali i na razvoj
mode u zemlji, ali se takoder svojim proizvodima, tkaninama i muskim odije-
lima probijala i na svjetska trzista isticu¢i neupitnu kvalitetu nastupima na
modnim sajmovima u Kélnu, Londonu, Parizu te prodajom svojih proizvoda
u dvadeset zemalja svijeta na cetiri kontinenta.® Sama je proizvodnja obu-
hvacala proces od proizvodnje vlakna do izrade gotovog odjevnog predmeta.
Vrhunac proizvodnje dozivjela je 80-ih godina 20. stoljec¢a, 198I. proizve-
deno je najvise tkanina (5 00o 0ooo m), 1987. proizvedeno je najvise odjevnih
predmeta (70 ooo komada); te je godine zabiljezen i najveéiizvoz u Veliku

137.; Maroevig, Ivo. ,Uloga muzealnosti u zastiti memorije,“ Informatica museologica 27,
3-4,1998: 56-50.; Kolveshi, Zeljka. ,Povijest povijesnog predmeta,” Informatica
museologica 27, 1-2, 1996: 31-33.

2 — Stalni postav Kultura odijevanja u Gradskom muzeju Varazdin prati vodié: Simunic¢,
Ljerka. Kultura odijevanja. Varazdin: Gradski muzej Varazdin, vodi¢ stalnim postavom, 2015.
3 — Varteks Varazdinski tekstilni kombinat, monografija povodom 70. godisnjice
djelovanja. Varazdin: Varteks RO Tiskara, 1988.
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1980s. The biggest amount of fabric was produced in 1981 (5 million
metres) and the largest number of garments was produced in 1987 (70
ooo pieces). That same year marked the largest volume of exports to the
United Kingdom. The factory employed the biggest number of workers in
1989. On average, the company offered 200 models of menswear, wom-
enswear, and childrenswear in the summer/spring and autumn/winter
collections. The already existing fashion brands Varteks International
and Phillippe Vartin, established in 1972 and 1977 respectively, known

for their classic, sophisticated menswear made of the finest fibres and
highest quality fabrics, were further developed in the 1980s. New brands
were established as well: Young in 1982 and Louis Fabre in 1987. Varteks'
other brands were established after 1991. Young focused on sportswear
for men, women, and children, in particular sports jackets, corduroy and
denim trousers. Children's collections were designed by Zeljka Sagi¢*.
The Phillippe Vartin brand was matched in its exclusivity by womenswear
brand Louis Fabre®. In 1977, Varteks started producing denim clothing
brand (Var)TEX in its factory in Bednja but it did not achieve great market
recognition. However, excellent business results were achieved by secur-
ing the contract for licensed Levi Strauss collections. The first Varteks'
Levi's jeans were produced in 1983 and yearly production amounted to a
million pieces for domestic and foreign markets®. Three years later, the
production of denim jackets began followed by denim shirt production in
1987. The production of uniforms, primarily for Yugoslav National Army,
expanded into other areas such as aviation, hospitality industry, tourism,
music, etc.

For a number of years, Varteks based their production on their own
wovens mostly made of Autralian sheep worsted yarn although fabric
was produced by semi-worsted and woollen spinning as well. As the
fabric production technology developed, the share of synthetic fibres

4 — Suhi¢, Nevenka. ,Varteks za mlade—Young program,” Varazdinske vijesti, rujan 23.,
1982: 9.

5 — Simonc¢i¢, Katarina Nina. ,Modni oglas - memorijski zapis tekstilne i odjevne
produkcije Varteksa.“ In Stoljece tekstila. Varazdin: Varazdin City Museum-

Varteks d.d., katalog izlozbe, 2018: 45-73.; H(erceg), I(vica). ,Louis Fabre—kostimi,*
Varazdinske vijesti, studeni 12.,1987: 1.

6 — Negotiations had begun in 1979, and the contract was signed in 1980. Compare
Kruljac, Krunoslav. ,Znatna usteda deviza,“ Varazdinske vijesti 34, kolovoz 27., 1981
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Britaniju, a tvornica je i 1989. imala najveci broj zaposlenih. U prosjeku

je tvornica za sezonu proljece/ljeto ili pak jesen/zima na trzistu nudila 200
modela muske, Zenske i djecje mode. Osamdesete su u Varteks donijele
razvoj ve¢ postojecéih modnih marki poput medunarodno prihvaé¢ene Varteks
International (1972.) i Phillippe Vartin (1977.), koja se odlikovala proizvod-
njom klasiéne, profinjene i elegantne muske odjec¢e od najfinijih vlakana i
najkvalitetnijih tkanina vlastite proizvodnje, alii od uvoznih tkanina. Nastaju
i nove—Young (1982.) i Louis Fabre (1987.), dok ostale nastaju nakon 1gg1.
Modna marka Young usmjerena je modelima sportskog asortimana koji obu-
hvaéa muske, zenske i djecje sportske jakne i hlace od kord samta i dzinsa.
Kreatorica djecjih modela bila je Zeljka Sa¢i¢.* Ekskluzivni program muske
mode Phillippe Vartin dobio je zenski oblik u ekskluzivnoj modnoj marki Louis
Fabre.® U Varteksovu pogonu u Bednji od 1977. poéela je proizvodnja odjece
od dzinsa modne marke (Var)TEX koja u ve¢oj mjeri nije bila prepoznata na
trzistu. Izvrstan poslovni rezultat tvornica je dozivjela i sklapanjem ugovora
za proizvodnju licenciranog Levi Strauss programa. Prve Varteksove Levisice
nastale su 1983., a godisnje se za domace i vanjsko trziste proizvodilo milijun
komada.® Tri godine kasnije pocele su se proizvoditi jakne od dzinsa, a1987.

i kosulje. Proizvodnja uniforma, prvotno za JNA, §iri se i na druge djelatnosti
kao §to su zrakoplovstvo, ugostiteljstvo, turizam, glazbai sl.

Dugi niz godina proizvodnju su temeljili na vlastitoj izradi vunenih tkanina,
vecinom od ¢esljane prede (kamgarn tkanine) od australske vune, iako

su se tkanine proizvodile i poluéesljanim i grebenanim postupkom predenja.
S razvojem tehnologije proizvodnje tekstilnih tkanina u proizvodnom pro-
gramu sve su viSe povecavali udio sintetickih vlakana.” Uz tkanine iz vlastite

4 — Suhi¢, Nevenka. ,Varteks za mlade—Young program,“ Varazdinske vijesti,

rujan 23.,1982: 9.

5 — Simonc¢ic, Katarina Nina. ,Modni oglas - memorijski zapis tekstilne i odjevne
produkcije Varteksa.“ U Stoljece tekstila. Varazdin: Gradski muzej Varazdin-Varteks d.d.,
katalog izlozbe, 2018: 45-73.; H(erceg), I(vica). ,Louis Fabre—kostimi,* Varazdinske
vijesti, studeni12.,1987: 1.

6 — Pregovori su poceli 1979., a ugovor je potpisan 1980., usporedi Kruljac, Krunoslav.
»Znatna usteda deviza,“ Varazdinske vijesti 34, kolovoz 27., 1981: 4.

7 — Simuni¢, Josip. ,Industrijski razvoj grada Varazdina s osvrtom na tekstilnu i
metalnu industriju.“ U 8oo godina slobodnog kraljevskog grada Varazdina 1209.-2009,
Hrvatska akademija znanosti i umjetnosti, Zavod za znanstveni rad Varazdin, ur.
Miroslav Sicel i Slobodan Kastela. Zagreb: Intergrafika, 2009: 390-391.



in their production increased’. In addition, Varteks started to use various
imported wovens produced especially for them, such as premium

quality English fabric Dormeuil which was used from 1977 and specifically
marked on the garments.

Economic and political problems in the country at the end of the 1980s
were reflected in Varteks by a number of workers’ strikes and privatization
of the company in July 1991 which created Varteks Holding. The Homeland
war period resulted in the loss of business premises outside Croatia and
damage to premises in war-torn areas. The 1990s were marked by new
fashion brands and minimal profit. The beginning of the new century
brough new problems for Varteks, such as the spread of cheap garments
from eastern countries. The company’s restructuring ended in a pre-insol-
vency settlement resulting in the closing of all production facilities, except
the one in Varazdin, as well as dismissing a large number of employees.
We hope that better times are ahead of Varteks after the change that
occurred in business policies in 2018,

MUSEALIZATION OF VARTEKS
PRODUCTION UP TO 2018

The intention to create a museum on company premises has existed
for along time. As early as 1950s, newspaper articles speak of the need
to present the manufacturing process and its results. The public under-
stands the need to preserve Varazdin’s biggest industrial production

in a museum, various preliminary talks have been held, but the road to
the realization of the idea is long.

The musealization of the first Varteks, that is Tivar, items at the
Varazdin City Museum connects documents, photographs, and various
objects to one of the biggest strikes in the textile industry in the

7 — Simuni¢, Josip. ,Industrijski razvoj grada Varazdina s osvrtom na tekstilnu i

metalnu industriju.“ In 8oo godina slobodnog kraljevskog grada Varazdina i1209.-2009,
Hrvatska akademija znanosti i umjetnosti, Zavod za znanstveni rad Varazdin, ur.
Miroslav Sicel i Slobodan Kastela. Zagreb: Intergrafika, 2009: 390-391.

8 — Tezak, Spomenka. ,,Usponi i padovi varazdinske tekstilne industrije.“ In Stoljece
tekstila. Varazdin: Varazdin City Museum—Varteks d.d., 2018: 40-41.
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proizvodnje za izradu odjevnih predmeta pocinju se upotrebljavati

i razli¢ite uvozne tkanine posebno proizvedene za njihove potrebe poput
vrhunske engleske tkanine Dormeuil koja se koristila od 1977. §to je i na
odjevnom predmetu bilo istaknuto oznakom.

Kraj 80-ih Varteksu je donio i niz problema. Gospodarski i politicki problemi
u drzavi odrazit ¢e se i na Varteks gdje na samom zavr$etku desetlje¢a
dolazi do serije radnickih strajkova, alii privatizacije tvornice. Njezinom
privatizacijom po¢ekom srpnja 1991. nastaje Varteks Holding. Razdoblje
Domovinskog rata rezultirat ¢e gubitkom poslovnih prostora izvan Hrvatske
i o§tecenja dijela poslovnih prostora na ratom zahva¢enom prostoru. Deve-
desete ce obiljeziti nastanak novih modnih marki, ali i poslovanje s minimal-
nom dobiti. Po¢etak novog stoljeca Varteksu ¢e donijeti nove probleme
—od Sirenja jeftine odjevne robe iz isto¢nih zemalja do procesa restruktu-
riranja koji ¢e zavrsiti procesom predstecajne nagodbe. Ona ¢e rezultirati
zatvaranjem svih pogona osim u Varazdinu i otpustanja velikog broja rad-
nika. Promjenom poslovne politike u 2018. nadamo se da za Varteks dolaze
bolja vremena.?

0 MUZEALIZACIJE VARTEKSOVE
PROIZVODNJE DO 2018.

Zelja za organiziranjem muzeja u samoj tvornici ima dugacku povijest.

Ve¢ se 50-ih godina u novinskim napisima nalaze podaci o potrebi prezen-
tacije proizvodnog procesa i njegovih rezultata. Samaideja o potrebi muze-
alizacije najvece varazdinske industrijske proizvodnje i njenih proizvoda
prisutna je u javnosti, obavljani su razli¢it preliminarni razgovori, no put do
njene realizacije je dugotrajan.

Muzealizacija prvih predmeta vezanih za Varteks odnosno Tivar u Grad-
skom muzeju Varazdin povezuje dokumente, fotografije i razlicite predmete
s povijesnim kontekstom jednog od najvecih strajkova u tekstilnoj indu-
striji Kraljevine Jugoslavije. Kustosica Gradskog muzeja Varazdin, Ivanka
Stager, 1986. u Gradskom muzeju Varazdin pripremila je izlozbu Veliki $trajk
u Tivaru 1936. povodom obiljezavanja 50. godisnjice Varteksa te je za tu

8 — Tezak, Spomenka. ,,Usponi i padovi varazdinske tekstilne industrije.“ U Stoljece tekstila.
Varazdin: Gradski muzej Varazdin-Varteks d.d., 2018: 40-41.

183



Kingdom of Yugoslavia. In 1986, the curator of the Varazdin City Museum
Ivanka Stagar prepared the exhibition entitled The Great Strike of 1936
at Tivar marking Varteks’ 5oth anniversary. She used the museum mate-
rials gathered thus far which became a part of museum’s collections®.
Various objects have been collected by the Varazdin City Museum during
the decades, mostly fashion advertisements and photographs relating
to either production or certain events. When it comes to garments, Yugo-
slav National Army uniforms, Croatian Air Force uniforms, and Croatian
Army uniforms were entered into the Military Collection inventory™.

Members of the “TEKSTILAC” organization (an association of workers
and students of Varazdin Secondary School for Textiles) initiated

the preparation of the monograph about this school which was closely
connected to Varteks by educating its textile workers."

Athena plus digital repository shows that several items pertaining to
Varteks are inventoried at the Museum of Arts and Crafts in Zagreb:
Tivar’s autumn/winter promotional catalogue from 1937'%, two documents
from the Graphic Design collection, a photograph of Varteks’ headquar-
ters, and a pair of early 199os jeans™,.

The permanent exhibition Uniforms of the Maribor Regional Museum
holds Josip Broz Tito’s marshal uniform made by Varteks. The uniform is
an integral part of the Military Museum of Belgrade’s holdings.

9 — Stager, Ivanka. Veliki $trajk u Tivaru 1936. Varazdin: Varazdin City Museum
(Varazdin: leaflet of the exhibition held from April 25 until May 25, 1986 at the Museum
of people's revolution, now Varazdin City Museum), 1986.

10 — Prior to exhibition preparation, 160 different Varteks related items were
inventoried in Varazdin City Museum's collections.

11 — Tekstilno skolstvo u Varazdinu 1945.- 2006., ed. Katarina Bac¢ani. Varazdin: Drustvo
djelatnika i u¢enika Tekstilne $kole Varazdin ,Tekstilac“, Modernist, 2006.

12 — Url: http://athena.muo.hr/?object=list&find=tivar (accessed October, 27, 2018)
13 — Url: http://athena.muo.hr/?object=list&find=varteks (accessed October, 27, 2018)
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priliku iskoristila gradu koja je prikupljena, a koja je usla u muzejske zbirke.®
Tijekom desetlje¢a u Gradskom muzeju Varazdin prikupljeni su razligiti
predmeti, u velikoj mjeri reklame modnih proizvoda te fotografije vezane za
samu proizvodnju ili pak dogadanja. Od odjevnih predmeta u Zbirci milita-
rije bile su inventarizirane uniforme JNA, Hrvatskog ratnog zrakoplovstva te
uniforme Hrvatske vojske."

Clanovi Drustva djelatnika i uéenika Tekstilne $kole Varazdin ,TEKSTILAC*
pokrenuli su inicijativu pripreme monografije o ovoj skoli koja je obrazova-
njem tekstilaca bila usko povezana s Varteksom."

U digitalnom repozitoriju Athena plus vidimo da su u Muzeju za umjetnost

i obrt inventarizirani predmeti poput promotivnog kataloga Tivara za jesen/
zimu 1937.,"* 2 dokumenta iz Zbirke grafickog dizajna, fotografija Varteksove
poslovne zgrade i traperice iz razdoblja ranih go-ih.™

U Pokrajinskom muzeju Maribor u stalnom postavu Zbirke uniforma
nalazi se marsalska uniforma Josipa Broza Tita koja je proizvedena u Var-
teksu, a sastavni je dio fundusa Vojnog muzeja u Beogradu.

STANJE ISTRAZENOSTI, OBRADENOSTI
I SACUVANOSTI VARTEKSOVIH MODNIH
TEKSTILNIH 1 ODJEVNIH PREDMETA

U studenom 2018. Gradski muzej Varazdin otvorio je izloZzbu Stoljece
tekstila koja se bavila stogodisnjim djelovanjem najvece varazdinske tek-
stilne tvrtke koja je svojim proizvodima u velikoj mjeri obiljezila nacin
odijevanja Varazdinaca, ljudi s podruéja nekadasnje Jugoslavije, ali

A—
8 — Tezak, Spomenka. ,,Usponi i padovi varazdinske tekstilne industrije.“ U Stoljece
tekstila. Varazdin: Gradski muzej Varazdin-Varteks d.d., 2018: 40-41.

9 — Stager, Ivanka. Veliki strajk u Tivaru 1936. Varazdin: Gradski muzej Varazdin (Varazdin:
presavitak izlozbe odrzane od 25. 4. do 25. 5. 1986. u Muzeju narodne revolucije GMV), 1986.

10 — Prije pocetka pripreme izlozbe u zbirkama GMV-a bilo je inventarizirano 160 razlicitih
predmeta vezanih uz Varteks.

11 — Tekstilno skolstvo u Varazdinu 1945.- 2006., ur. Katarina Bac¢ani. Varazdin:
Drustvo djelatnika i u¢enika Tekstilne $kole Varazdin ,Tekstilac, Modernist, 2006.

12 — Url: http://athena.muo.hr/?object=list&find=tivar (pristupljeno 27.10.2018.)
13 — Url: http://athena.muo.hr/?object=list&find=varteks (pristupljeno 27.10.2018.)
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THE STATE OF VARTEKS’ TEXTILES
AND GARMENT RESEARCH, PROCESSING,
AND PRESERVATION

In November 2018, Varazdin City Museum opened the exhibition

A Century of Textiles which presented the hundred years of Varteks’
manufacturing history during which the company greatly influenced
the dressing style of people from Varazdin and the former Yugoslavia as
well as Europe and the world. In addition, it employed a large number
of inhabitants of the Varazdin region and enabled the region’s overall
development. The exhibition was prepared jointly by the Varazdin

City Museum and Varteks d.d. to mark this important anniversary. Six
thematic areas, namely, architectural development of the industrial
complex, the ups and downs of Varazdin’s textile industry, fashion, the
workers and their workplace, support services, and workers’ free time,
present the relationship between company management and workers
as well as company products. This is achieved through garments,
textiles, and fashion advertisements which serve as memory records.
The exhibition was prepared after researching the items related to
production organization, factory products, and various accompanying
documents. The research focused on Varazdin City Museum collections,
State Archives in Varazdin holdings, other museums that hold items
produced by Varteks, and Varteks factory itself. Preliminary research
results showed that the abovementioned institutions kept documents
about the factory, its employees and various advertisements for gar-
ments. The number of preserved textile and fashion items was small.

The factory held a little more than twenty Levi’s garments, among which
the oldest pair of jeans manufactured in the Novi Marof factory in 1983".
The workers organized an old-for-new swap meet as part of the events
marking the goth anniversary of the factory. They collected more than 40
garments, mostly men’s suits, blazers, trousers, winter coats, and rain-
coats dating from 1960 to 2000, the majority being from the 1980s. These

items somewhat replaced the nonexistence of Varteks garments’ archives

(the exception being Levi’s garments). The reasons can be traced to the

14 — Tezak, Spomenka. ,Usponi i padovi varazdinske tekstilne industrije.” In Stoljece
tekstila. Varazdin: Varazdin City Museum-Vartekst d.d., 2018: 38.
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i Europe i svijeta, a ujedno je zaposljavala velik broj stanovnika varazdinske
regije te omogucila cjelokupni razvoj ovoga podrugja. 1zloZbu su zajedni¢ki
pripremili Gradski muzej Varazdin i Varteks d. d. povodom obiljezavanja

ove velike godisnjice. Kroz $est tematskih cjelina: arhitektonski razvoj indu-
strijskog kompleksa, usponi i padovi varazdinske tekstilne industrije, modni
izri¢aj, radnik i njegovo radno mjesto, pratece sluzbe i slobodno vrijeme rad-
nika, prikazan je medusobni odnos dionika uprave tvornice i njegovih rad-
nika, ali i rezultati proizvodnje kroz izloZzene odjevne i tekstilne predmete te
modne oglase kao primjere memorijskog zapisa i odjevne produkcije Var-
teksa. Samoj pripremiizlozbe prethodilo je istrazivanje predmeta vezanih
za organizaciju proizvodnje, tvornickih proizvoda, ali i razli¢itih dokume-
nata vezanih za ove teme. Istrazivanje je bilo usmjereno na zbirke Gradskog
muzeja Varazdin, Drzavnog arhiva u Varazdinu, muzejske ustanove izvan
Varazdina u kojima se ¢uvaju predmeti iz Varteksove proizvodnje te na samu
tvornicu Varteks. Rezultati prvotnih istrazivanja pokazali su da su u muzej-
skim zbirkama, arhivskim fondovima i samoj tvornici sacuvani dokumenti o
djelovanju tvornice, njenim radnicima, i razlicite reklame odjevnih predmeta.
Broj sacuvanih modnih tekstilnih i odjevnih predmeta bio je malen.

U samoj tvornici od sa¢uvanih proizvodnih produkata imali su dvadesetak
odjevnih predmeta vezanih za proizvodnju Levis programa medu kojima

i najstarije traperice proizvedene u tvornici u Novom Marofu 1983. godine.™
Sami djelatnici su prilikom obiljezavanja go. godi$njice djelovanja u tvornici

i njenim trgovinama proveli akciju mijenjam staro za novo u kojoj su kupci
mogli za Varteksov stari proizvod dobiti nov proizvod. Tako je prikupljeno
cetrdesetak odjevnih predmeta, najvise muskih odijela, sakoa i hla¢a te zim-
skih kaputa i balonera. Vremensko razdoblje koje predmeti obuhvacaju je od
1960. do 2000. godine, no najbrojniji su oni iz razdoblja osamdesetih godina
20. stolje¢a. Ovi su predmeti malim dijelom nadomijestili nedostatak posto-
janja arhiva odjevnih predmeta Varteksove proizvodnje. Izuzetak je Levisov
program. Razloge mozemo traziti u razli¢itim €injenicama, od nedostatka ini-
cijative ili pak razumijevanja da se sacuvaju najznacajniji tvornicki proizvodi,
do problema ¢uvanja tekstilnih predmeta koje je tesko zadovoljiti u tvornici
koja prozivljava teske trenutke u pitanju opstanka.’

14 — Tezak, Spomenka. ,,Usponi i padovi varazdinske tekstilne industrije.“ U Stoljece tekstila.
Varazdin: Gradski muzej Varazdin-Vartekst d.d., 2018: 38.

15 — Cukman, Iva. ,Zastita tekstilnih predmeta,” Informatica Museologica, 3-4, 1992: 33-34.
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lack of initiative, not understanding the importance of preserving the
company’s most important products or the conditions for holding textiles
which are difficult to maintain in the factory barely surviving as it is'.

Some fabrics, manufactured during the last few years of operations
closed in 2013, were kept on factory premises. However, this was for
internal sale and not for preservation and future musealisation. We
believe fabrics are the least preserved segment of Varteks’ production.
Since the interwar period, the company maintained a policy of gifting
the employees and their children fabrics for Christmas and New Year'®.
People living in Varazdin used a lot of Varteks’ fabrics for bespoke
tailoring or making garments at home due to their affordable prices.
Still, the percentage of preserved fabrics with described properties
and often specific names is small.

We have found only a few Varteks’ products in other museums, namely,
the previously mentioned items from the Museum of Arts and Crafts
and the Maribor Regional Museum as well as Zagreb City Museum’s new
acquisitions".

Poor preservation of garments was the reason that Varazdin City
Museum and Varteks d.d. reached out to public via advertisement asking
them to join in the exhibition preparation by lending garments and
memorabilia.

The process of item collection was planned for July 2019 but was extended
to September due to an overwhelming response by the public. Senior
restorer for textiles Melita Krnoul and museum advisor Spomenka Tezak
of Varazdin City Museum and Vesna Lopari¢ of Varteks d.d. visited more
than 50 homes in Varazdin county, talked to several dozen interested
citizens in the museum, at Varteks, and over the telephone in order to give
the historical items their context. Due to lack of time, some people were
not visited'®. More than 150 different garments were collected from former

15 — Cukman, Iva. ,Zastita tekstilnih predmeta,” Informatica Museologica, 3-4, 1992: 33-34-

16 — Interviews with employees and their family members.

17 — Varteks’ women's suit designed by Zuzi Jelinek which is a part of Zagreb City
Museum's holdings was an exhibit at Price koje kroje Varteks exhibition at the Museum
of Arts and Crafts in September 2019.

18 — Varazdin City Museum’s advisor Ljerka Simuni¢ and curator Natasga Mihinjaé
occasionally participated in of collecting the items.
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Dijelom su u prostorima tvornice ostale sacuvane tkanine proizvedene
posljednjih nekoliko godina rada ovog dijela tvornice koji je ugasen 2013., no
ne s ciljem trajnog ¢uvanja i njihove muzealizacije u budu¢nosti, nego interne
prodaje. 1z tog razloga nedostaju sac¢uvani odjevni predmeti. U samoj tvor-
nici, jos iz razdoblja izmedu dva svjetska rata, postojao je obi¢aj darivanja
zaposlenika, a i djece zaposlenika, tkaninama za boziéne i novogodisnje pra-
znike.'® lako mozemo reci da su Varazdinci u velikoj mjeri koristili Varteksove
tkanine i zbog pristupacne cijene i Sivali ih po mjeri u razli¢itim obrtni¢kim
radnjama ili pak u vlastitoj radinosti, postotak sac¢uvanih tkanina s opisanim
svojstvima i ¢esto specifiénim imenom je malen.

U muzejskim ustanovama nasli smo tek nekoliko proizvoda iz ove tvornice,
i to ve¢ spomenute predmete iz Muzeja za umjetnost i obrt i Pokrajinskog
muzeja Maribor te nove akvizicije iz Muzeja grada Zagreba."”

Mala o€uvanost odjevnih predmeta bila je razlogom da su Gradski muzej
Varazdin i Varteks d. d. oglasom u medijima uputili poziv gradanima da se pri-
druze pripremiizlozbe te posude odjevne predmete i razlicite memorabilije.

lako se sama akcija prikupljanja predmeta prema planu trebala odvijati
tijekom srpnja 2019., zbog golemog odaziva gradana produljili smo je i na
rujan. Visa restauratorica za tekstil Melita Krnoul i muzejska savjetnica Spo-
menka Tezak iz Gradskog muzeja Varazdin te Vesna Lopari¢ iz Varteksa d.
d. obisle su domove vise od 50 gradana s podrucja Varazdinske zupanije,
razgovarale u muzeju, u Varteksu i telefonom s nekoliko desetaka zaintere-
siranih gradana s ciljem da povijesne predmete stavimo u njihov kontekst,
a neke nismo ni uspjeli posjetiti zbog nedostatka vremena.'® Akcijom je pri-
kupljeno vise od 150 razli¢itih odjevnih predmeta te mnostvo memorabilija
bivsih djelatnika Varteksa (razli¢itih dokumenata, fotografija, odli¢ja, pla-
keta i sl.). Kriteriji koji su nas vodili u odabiru predmeta bili su: stanje odjev-
nog predmeta, oznaka modne marke, jedinstvenost i vaznost predmeta za
Varteksovu proizvodnju. Muzejska restauratorica za tekstil, Melita Krnoul,
obavila je preventivnu zastitu svih prikupljenih predmeta (prikupljenih od

16 — Razgovor sa zaposlenicima i ¢lanovima njihove obitelji.

17 — Na izlozbi Price koje kroje Varteks, Muzej za umjetnost i obrt, rujan 2019., bio je
izlozen Varteksov zenski kostim koji je dizajnirala Zuzi Jelinek, a nalazi se u fundusu Muzeja
grada Zagreba.

18 — 1z Gradskog muzeja Varazdin u akciji prikupljanja povremeno su sudjelovale

muzejska savjetnica Ljerka Simunié te kustosica Natasa Mihinjaé.
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Varteks employees as well as a lot of memorabilia (various documents,
photographs, medals, plaques, etc.). The criteria for item selection were:
the condition of the garment, brand label, uniqueness, the importance of
the item in Varteks’ production. The museum’s restorer for textiles Melita
Krnoul conducted preventive protection of the items collected from the
public and Varteks d.d., some 50 items were dry cleaned, and chosen
items were prepared for the exhibition. The selection and cataloguing of
items was conducted by the museum advisor Ljerka Simuni¢™.

During item collection, some citizens decided to donate their items to
Varazdin City Museum which was documented on site by filling out the
museum’s donation form. A total of 100 items were donated. Other citizens,
as well as Varteks d.d., decided to lend their items for the duration of

the exhibition which was properly documented with a return form and a
note in the entry book. Some donated their items during the exhibition

and some on return of their items.

Analysis of the items collected from the public shows they date from
1940 to 2010, the majority from 1980s. Most of the garments were bought
by individuals and a smaller number was made by tailors from Varteks’
fabrics or made to measure at Varteks. Only 10 different fabrics were
collected. The collected brands are evidence of a wide range of Varteks
products as seen by six different brands: Varteks Exclusive, Varteks Inter-
national, Tex, Phillippe Vartin, LouisFabre, Levi’s, Earl Casuals, Edora,
Bumble Bee, Di Caprio, fashion brands for the English department stores
House of Fraser. According to the type of garments, the collected items
are men’s and women’s overcoats, blazers, trousers, raincoats, men’s
and women’s suits, denim garments, and childrenswear.

Itis possible to criticize the number of collected items because Varteks
produces more models in a season. However, it is necessary to be modest
and think about the conditions of temporary or permanent exhibitions as
well as holding the items in museum depots. The relevance of collected
items can also be criticized as Varteks did not save their most interesting
items. As we did not target distinguished people’s garments, all of them
belonged to “regular” people with the exception of the recently deceased

19 — Ljerka Simuni¢, catalogue entries 155-187, 192-195, In Stoljece tekstila. Varazdin:
Varazdin City Museum - Varteks d. d., 2018: 108-113.
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maestro Vladimir Kranjéevi¢’s tailcoat. However, we have still managed
to collect a significant number of garments which tell us what Varteks
produced, what the fashion trends were in this region, what the citizens’
financial situation was, and what the workers in this region produced.

Towards the end of A Century of Textiles exhibition in Varazdin where

it was held until March 31, 2019, an agreement was concluded between
the Museum of Arts and Crafts, Varteks d.d., and Varazdin City Museum
to adapt it and present it at the Arts and Crafts Museum in September,
2019. Varteks’ initiative shows their intention to present not only the
most important historical items important for the company’s develop-
ment, but the company’s present and future by promoting new collec-
tions in one of the exhibition’s stories. Such concept of the exhibition
follows fashion industries’ contemporary trends where fashion houses
such as Fendi in Rome and Yves Saint Laurent in Paris promote their
collections in temporary exhibitions. The new exhibition showcased
items from the Varazdin exhibition with the addition of Josip Broz Tito’s
and Franjo Tudman’s uniforms and the previously mentioned item from
the Zagreb City Museum. The exhibition centred around 14 stories
presenting Varteks’ most important aspects. The last story was about
the oldest item of the exhibition, a bespoke women’s blazer manufac-
tured in a tailor’s shop in Varazdin from Tivar’s fabric produced around
1940 and gifted to the owner’s mother for Christmas.

What is next? Varazdin City Museum’s exhibition is presented this
autumn in Nova Gradiska and Slavonski Brod. The collecting of garments
should be continued as some brands are missing and the public holds
many interesting possible acquisitions in their homes. The last garment
acquired in September 2019, the upper part of a woman’s ski suit and

a photograph of the suit taken in 1937, was a gift from Ms Ana Peranic.

MUSEALIZATION OF VARTEKS'
GARMENTS FROM THE 19805

This acquisition provided Varazdin City Museum’s collections with 120
new garments, several pieces of different fabrics manufactured by
Varteks, many photographs, various documents, medals, and promo-
tional items. The acquisition of i980s garments makes for over a

half of collected items. By donating these items, the public enabled

19)
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gradanaiposudenih iz Varteksa d. d.), 50-ak predmeta dali smo o¢istiti

u kemijskoj cistionici te pripremili odabrane predmete za izlaganje.

Odabir i katalogizaciju odabranih predmeta odradila je muzejska savjetnica
Ljerka Simunig¢.™

Kod prikupljanja predmeta dio se gradana odredio da svoje predmete zele
darovati Gradskom muzeju Varazdin, §to je i dokumentirano na licu mjesta
obrascem Gradskog muzeja Varazdin o darivanju predmeta, a rije¢ je o 100
predmeta. Drugi dio gradana i Varteks d. d. su svoje predmete posudili za vri-
jeme trajanja izlozbe $to je isto tako dokumentirano potrebnom dokumenta-
cijom, reversom i upisom u knjigu ulaska. Dio gradana svoje predmete daro-
vao je tijekom trajanja izlozbe, a nekii kod povrata.

Analizom predmeta prikupljenih od gradana mozemo zakljugiti da je vre-
menski raspon kojem pripadaju izmedu 194o0. i 2010., a da najvise odjevnih
predmeta imaiz 8o-ih. Vec¢ina je odjevnih predmeta koje su gradani kupovali,
manji broj govori o radovima krojac¢kih obrtnika koji su nastali iz Varteksovih
tkanina, ali i o Sivanju po mjeri iz Varteksovih tkanina u samoj tvornici. Pri-
kupljeno je tek 10 razlicitih vrsta Varteksovih tkanina. Modne marke koje su
prikupljene govore o velikom asortimanu proizvoda i razvoju modne marke
Varteks koja je zastupljena u 6 inacica. To su: Varteks Exclusive, Varteks Inter-
national, Tex, Phillippe Vartin, Louis Fabre, Levi's, Earl Casuals, Edora, Bum-
ble Bee, Di Caprio, modne marke za engleske robne kuc¢e House of Fraser.
Prema vrsti odjevnih predmeta rije¢ je o muskim i zenskim kaputima, sako-
ima, hlacama i balonerima, muskim odijelima, zenskim kostimima, odjevnim
predmetima iz dzinsa i djec¢joj odjeci.

Mozemo kriti¢ki promatrati ovu brojku prikupljenih predmeta jer za jednu
sezonu Varteks proizvede vise razli¢itih modela, no moramo biti skromni

i razmisljati o uvjetima za izlaganje na povremenim izlozbama, ili pak u
stalnom postavu, alii uvjetima ¢uvanja u muzejskim ¢uvaonicama. Po pita-
nju vaznosti pojedinih odjevnih predmeta isto tako mozemo biti kriti¢ni.
Naime, u Varteksu nisu sac¢uvani njihovi najatraktivniji proizvodi, a ciljana
skupina sabiranja nam nisu bili vazni ljudi pa tako odjevni predmetiiz nase
akvizicije, uz izuzetak nekoliko predmeta poput fraka nedavno preminulog
maestra Vladimira Kranjcevic¢a, pripadaju ,,obi¢nim“ gradanima. S druge
strane, moramo biti zadovoljni jer uspjeli smo skupiti znatan broj odjevnih

19 — Ljerka Simunié, kataloske jedinice 155-187, 192-195. U Stoljeée tekstila. Varazdin:
Gradski muzej Varazdin-Varteks d. d., 2018: 108-113.

193



/ OD VARTEKSOVA MODNOG PREDMETA 80-ih GODINA 20. STOLJECA DO NJEGOVE MUZEALIZACIJE

FASHION MUSEOLOGY / MUZEALIZACIJA MODE
/ FROM THE 1980s VARTEKS FASHION GARMENT TO ITS MUSEALIZATION

=

—

=

-

=

=

=

=

(-9

w
Sl. 2.— Gornji dio ski-odijela Tivar d. d. (prednja strana), kraj 1936. (Fotografija Sl. 3.— Gorniji dio ski-odijela Tivar d. d. (straznja strana), kraj 1936. (Fotografija
Andrej Svoger) / Fig. 2 — The upper part of the ski suit (front size), made by Tivar d. d., Andrej Svoger) / Fig. 3 — The upper part of the ski suit, made by Tivar d. d. (back side),
cca 1936. (Photo by Andrej Svoger) cca 1936. (Photo by Andrej Svoger)
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their separation from their primary purpose, that of a garment, although
majority of the items had already lost it as they were kept in wardrobes
as amemory, a reminder of times past. By becoming a part of a museum
collection, the items become heritage objects with the purpose of
transmitting the message of the temporal, political, social, economic,
and cultural context in which the garment was produced®°. The analysis
of garments as memory records, carriers of social and cultural circum-
stances and considering the place of origin, provides us with two groups
of items: those manufactured in the factory and those manufactured

in tailor’s shops from Varteks’s fabrics.

Garments manufactured in Varteks:

The donation encompasses the following garments classified by brand
name; Varteks brand: six men’s suits, four men’s coats, one women’s
coat, one women'’s suit, two men’s raincoats, men’s blazer, a pair of
women’s trousers, and a skirt; Varteks International: three men’s suits,
one men’s and two women’s coats, and a pair of men’s trousers; Varteks
Exclusive: a man’s suit, a men’s coat, and a women’s blazer; Louis Fabre:
two women’s coats and two women'’s suits; Phillipe Vartin: two men’s
suits and two pairs of men’s trousers; Varteks—sponsor of the Universi-
ade: a men’s suit, two women’s suits, a made to measure men’s coat
and a women’s suit made in the Varteks factory.

Bespoke garments manufactured at tailor’s shops:

The garments belonging to this group were manufactured in Varazdin’s
tailor’s shops. They stand out because of the context in which they were
created, especially a men’s suit designed by Wanda Tudja Strahonja.
This item’s memory leads us to Mrs. Wanda, an artist from Varazdin and
the then employee of Varteks, as the designer, to the product of Varteks,
a fabric produced in the 1980s, to the tailor’s shop in Varazdin, and

Mrs. Wanda’s husband who used this garment as a citizen of Varazdin.
The majority of the remaining garments were manufactured by the tailor
Katica Seglin who designed and sew the garments from Varteks’ fabrics
inspired by fashion magazines?.

20 — Maroevic, Ivo. ,Razine muzealizacije vezane za kulturnu bastinu,“ Informatica
museologica 36, 3-4, 2007: 44-49.

21— More about Katica Seglin in Simonc¢i¢, Katarina Nina. Modnim tragovima Varazdina—
modna krojacica Katica Seglin. Varazdin: Varazdin City Museum's exhibition catalogue, 20i7.
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predmeta koji nam u svojem kontekstu govore $to se proizvodilo u Var-
teksu, modnim trendovima na nasem podruéju, moguénostima gradana, ali
i rezultatima proizvodnje radnika s naseg podrucja.

Pred sam zavrSetak izlozbe Stoljece tekstila u Varazdinu, gdje je bila
postavljena do 31. oZzujka 2019., dogovoreno je izmedu Muzeja za umjetnost

i obrt, Varteksa d. d. i Gradskog muzeja Varazdin da izlozba u novoj redakciji
i postavu gostuje u Muzeju za umjetnost i obrt tijekom rujna 2019. U samoj
inicijativi Varteksa d. d. bila je vidljiva namjera da se uz najvaznije povijesne
predmete koji su vazni za nacionalni razvoj tvornice predstavi sadasnjost
tvornice, a i njena buducnost, kroz promociju nove Varteksove kolekcije
koja je bila prezentirana u jednoj od prica. Tim pristupom u samoj koncepciji
izlozbe Varteks d. d. slijedi suvremene trendove modne industrije gdje
modne kuce poput Fendija u Rimu i Yves Saint Laurent u Parizu svoje kolek-
cije promoviraju kroz povremene izlozbe. U ovom postavu koristeni su pred-
meti s varazdinske izlozbe uz nekoliko novih, poput uniforma Josipa Broza
Tita i Franje Tudmana te ve¢ spomenutog kostima iz Muzeja grada Zagreba.
Ova izlozba se temeljila na 14 prica koje su nam predstavile ono najznacaj-
nije za Varteks, a posljednjom pricom je prezentiran najstariji predmet na
izlozbi—zenski sako koji je sasiven po mjeri u varazdinskoj krojackoj radionici
iz Tivarove tkanine proizvedene oko 1940., a koji je majka vlasnice sakoa
dobila kao dar za Bozi¢.

Sto dalje? Varazdinsku redakciju izlozbe i postav u smanjenom obliku ove
jeseni ocekuju gostovanja u Novoj Gradiski i Slavonskom Brodu. Treba nasta-
viti i sa sabiranjem odjevnih predmeta jer je vidljivo da nedostaje nekih mod-
nih marki, a gradani u svojim domovima ¢uvaju jo§ mnogo zanimljivih akvizi-
cija. Posljednja, dar gospode Ane Peranic iz rujna 2019., je gornji dio Zenskog
skijaskog odijela koji dokumentira i fotografija nastala u veljaci 1937.

MUZEALIZACIJA VARTEKSOVIH
ODJEVNIH PREDMETAIZ 80-ih

Ovom akvizicijom zbirke Gradskog muzeja Varazdin nadopunjene su sa 120
novih modnih odjevnih premeta i nekoliko komada razli¢itih tkanina proizve-
denih u Varteksu te mnostvom fotografija, dokumenata, odli¢jai promidzbe-
nih predmeta. Akvizicija modnih odjevnih predmeta iz 8o-ih ¢ini nesto vise
od polovice prikupljenih predmeta. Odazivajuci se na poziv i darujuci ove
predmete, gradani su omogucdili njihovo odjeljivanje od primarne svrhe
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There is an interesting garment in the group of borrowed items

which is categorized as a future gift.* It is a bespoke women’s winter
overcoat, owned by Ms Renata Poljak, made from Varteks’ brown
fabric at the Paladini¢ tailor salon in Karlovac. The original design idea
was Mrs. Poljak’s, whose maiden name was Paladini¢.

The documentary value of the fashion items as heritage items was the
object of research by Varazdin City Museum’s experts. In the process
of cataloguing, they documented their basic properties and in the pro-
cess of preventive protection, they prepared the items for holding

and exhibiting in the museum.

The properties of the fabrics speak of the raw materials used in their
manufacturing as well as the technology employed, and the fashion
trends that appeared in the 1980s which greatly influenced their form.
The authorship can be attributed according to several levels, from the
first, which includes the term Varteks®, to determining authorship of
the design of each individual garment. Furthermore, authorship can
be correlated with the historical context of the item’s creation. The
designers that left the biggest mark in the 1980s are Deziderija Zeljka
Puhalovi¢, menswear and uniform designer, Purda Ko§¢ec, womens-
wear designer, and Zeljka Sagi¢, childrenswear designer.

Looking into historical context in which these items were created, it
can be observed that all were manufactured by Varteks: womenswear
in the factory in Ludbreg, childrenswear and sportswear in Bednja,
mostly men’s trousers, and part of casualwear in Ivanec, denim gar-
ments in Novi Marof, garments for the upper body, men’s suits, made
to measure garments and uniforms in Varazdin.

Historical context of the garments’ purpose and use is Croatia, pre-
dominantly Varazdin County, namely the town of Varazdin, Ludbreg,
Cresnjevo, and other places. However, some of the donated garments
were used in Virovitica, Zagreb, Slavonski Brod. In most of the cases,

A—
22 — The majority of lenders expressed interest to gift their items if a permenent
exhibition is set up at a future date.

23 — During the 1980s, the factory is called SOUR Varteks. This name was in
use from 1977 until the factory's privatization. During this period, the name Tekstilni
kombinat Varteks was also used.

198

FASHION MUSEOLOGY / MUZEALIZACIJA MODE

/ FROM THE 1980s VARTEKS FASHION GARMENT TO ITS MUSEALIZATION

/ 0D VARTEKSOVA MODNOG PREDMETA 80-ih GODINA 20. STOLJECA DO NJEGOVE MUZEALIZACIJE

SPOMENKA TEZAK

odjevnog predmeta iako ju je vecina tih odjevnih predmeta izgubila i nalazila
se u ormarima gradana sluzeci im kao privatna memorija odnosno podsjet-
nik na neka prosla vremena. Ulaskom artefakta u muzejsku zbirku on pos-
taje predmet bastine kojem je svrha prenositi osnovnu poruku u kontekstu
vremena, politickih, drustvenih, gospodarskih i kulturnih prilika u kojima

je sam odjevni predmet nastao.?® Analiziraju¢i modne predmete kao pred-
mete bastine i prenositelja drustvenog i kulturnog kruzenja s obzirom na
mjesto nastanka mozemo izdvojiti dvije grupe predmeta: one nastale u tvor-
nici i one nastale u obrtnickim radionicama, a $ivane iz Varteksovih tkanina.

Odjevni predmetinastaliu Varteksu:

U kontekstu vrste i naziva predmeta, donacija obuhvaéa odjevne pred-
mete oznacene modnom markom Varteks: $est muskih odjela, ¢etiri muska
i jedan zenski kaput, zenski kostim, dva muska balonera, muski sako, zen-
ske hlace i suknju; Varteks International: tri muska odijela, jedan muskii dva
zenska kaputa i muske hlace; Varteks Exclusive: musko odijelo, muski kaput
i zenski sako; Luis Fabre: dva Zenska kaputa i dva Zenska kostima; Phillipe
Vartin: dva muska odijela i dvoje muske hlace; pod oznakom Varteks spon-
zor Univerzijade: musko odijelo i dva zenska kostima te muski kaput i zenski
kostim Sivani po mjeri u samoj tvornici.

Odjevni predmeti Sivani po mjeri u obrtnickim, krojackim radionicama:
Odjevni predmeti u ovoj skupini nastali su u varazdinskim obrtni¢kim radi-
onicama. Rije¢ je o desetak predmeta koji se isti¢u svojim kontekstom
nastanka. Svojim se zna¢enjem isti¢e musko odijelo koje je iz Varteksove tka-
nine dizajnirala Wanda Tudja Strahonja za svog supruga, a izraden je u varaz-
dinskoj obrtnickoj radionici. Memorijski zapis ovog predmeta nas upucuje

na gdu Wandu (varazdinsku umjetnicu—tadasnju zaposlenicu Varteksa, kao
autoricu dizajna), na Varteksov proizvod (tkaninu koja se 8o-ih proizvodila),
na varazdinsku obrtnicku radionicu te na njena supruga, koji je kao stanov-
nik Varazdina koristio ovaj odjevni predmet. Vecina ostalih odjevnih pred-
meta nastala je kao doprinos varazdinske modne krojacice Katice Seglin koja
je iz Varteksovih tkanina pomoc¢u modnih ¢asopisa sama dizajnirala i Sivala
odjevne predmete prvenstveno za vlastitu upotrebu.*

20 — Maroevic, Ivo. ,Razine muzealizacije vezane za kulturnu bastinu,“ Informatica
museologica 36, 3-4, 2007: 44-49.

21— Vise o Katici Seglin u Simong¢i¢, Katarina Nina. Modnim tragovima Varazdina-modna
krojacica Katica Seglin. Varazdin: Gradski muzej Varazdin, 2017.
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the garments were used by “regular” people with the exception of the
previously mentioned ones. Still, this is valuable data for historical
context as it speaks of the citizens’ ability to supplement their ward-
robe with these items.

The emotional and psychological messages the items carry reflect the
item’s character which is extremely important for its understanding.
When speaking of the reasons the items were selected, the primary
reason has to be emphasised: the items were produced by Varteks, in
Varazdin County, and a great number was used in this region as well.
The items were selected according to Varazdin City Museum’s mission,
vision, and holdings expansion policy while observing the ICOM Code
of Ethics for Museums® as well as laws governing museums’ operations.
The number of garments is in line with their importance in production
and several similar garments bear witness to their state after exiting
the store. They further speak of Varteks’s workers upon them becoming
independent enterpreneurs.

The projection of future use of the collected items from the 1980s
demands identification of the traces these garments left on the society
together with the items still held at Varteks. A comprehensive presenta-
tion of all the varieties of collected materials should include the museal-
ization of the most important Varteks’ facilities that still exist, but are
not in use nowadays and are dilapidating due to the elements and lack
of care. As museum experts, we can patiently wait for the solution of
this problem and prepare periodical exhibitions to present the collected
materials, protecting them in accordance with the rules of the museum
profession, and enabling access to interested members of the public.
However, | believe that these materials, the most important Varteks’
facilities as industrial heritage, the saved machinery, and Varazdin’s
importance, should be reasons for Varazdin’s cultural and textile work-
ers to work together with the town’s and the county’s politicians, as
well as Varteks d.d., to reach a decision about the need of a permanent
presentation of the mentioned materials.

24 — “Eticki kodeks za muzeje“, translated to Croatian by Damodar Frlan:
Sarajevo—National committee in Bosnia and Herzegovina: Zagreb—Croatian
national committee, 2007.
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Zanimljiv je i predmet koji se nalazi u skupini posudenih predmeta, ali pri-
pada u kategoriju buduceg dara.?> Rijec je o Zenskom zimskom kaputu gos-
pode Renate Poljak sasivenom po mjeri od Varteksove smede tkanine

u karlovackom krojackom salonu Paladini¢, prema izvornoj ideji gospode
Poljak, rod. Paladinic.

Muzejski struénjaci Gradskog muzeja Varazdin istrazivali su dokumentarnu
vrijednost ovih modnih odjevnih predmeta kao predmeta bastine, kroz
katalogizaciju su dokumentirali njihova osnovna svojstva, a kroz proces pri-
marne zastite pripremali ih za ¢uvanje i izlaganje u muzejskoj ustanovi.

Sama svojstva materijala od kojeg su predmeti napravljeni nose poruku o
upotrijebljenim sirovinama za njihov nastanak, tehnologiji izrade i modnim
trendovima koji se javljaju 8o-ih, a koji su u velikoj mjeri utjecali na njihov
oblik. Autorstvo mozemo stupnjevati u nekoliko razina—od prve razine koja
obuhvaca pojam Varteks>® do utvrdivanja autorstva dizajna pojedinog
odjevnog predmeta. Isto tako, autorstvo mozemo staviti u suodnos s povije-
snim kontekstom nastanka predmeta. Ovo su desetljece obiljezile Deziderija
Zeljka Puhalovié, dizajnerica muske mode i uniformi, Durda Ko$¢ec, dizajne-
rica zenske mode, te Zeljka Sagi¢, dizajnerica djecje mode.

Govoreci o povijesnom kontekstu nastanka ovih predmeta vidimo da su

svi proizvedeni u Varteksu—proizvodi Zenske mode u Varteksovim pogonima
u Ludbregu, u Bedniji djecji i sportski program, u lvancu program donje
odjece, u velikoj mjeri muskih hla¢ai dio casual programa, u Novom Marofu
proizvodi od dzinsa, a u pogonima u Varazdinu gornja odje¢a, muska odijela,
sivanje po mjeri i uniforme.

Povijesni kontekst namjene i uporabe ovih odjevnih premeta u veéini sabra-
nih predmeta upucuje nas na prostor Hrvatske. U najve¢em broju rije¢ je

o uporabi na podrucju Varazdinske zupanije, odnosno Varazdina, Ludbrega,
Cresnjeva i drugih mjesta. No dio darovanih predmeta svojom je upora-
bom vezan za Viroviticu, Zagreb i Slavonski Brod. U velikom broju slu¢ajeva
upotrebljavali su ih ,,obi¢ni“ ljudi s izuzetkom ve¢ prezentiranih odjevnih

A—
292 — Velik dio posuditelja ima interes darovati svoje predmete u slu¢aju neke buduce
trajne prezentacije.

23 — Tijekom 8o-ih tvornica se spominje pod imenom SOUR Varteks, ovo se
ime koristi od 1977. do privatizacije tvornice. U ovom periodu koristi se i ime Tekstilni
kombinat Varteks.
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Varazdin City Museum and Varteks d.d. collected a substantial number
of Varteks-produced garments in preparing the exhibition. As the items
are made of textiles and require special care in holding, they undertook
the process of preventive protection and preparation for the exhibition.
Experts are taking care of the items held at Varazdin City Museum,

and | am hoping for a better solution for the ones returned to Varteks as
they were properly prepared for holding. After the garments enter the
museum collections and their permanent safekeeping is ensured, their
periodic exhibiting continues the process of musealisation. A need exists
for the musealization of the items returned to Varteks, as well as other
items, especially the garments that were not represented in this acquisi-
tion, such as the brand Young or the garments made to measure for the
dignitaries at the time. The future of the items raises the question of

the unification of the heritage in a future museum exhibition.

The majority of the experts, as well as interested public, speak of the
need to establish a new museum which would encompass the entire
textile industry in Varazdin, not only Varteks. Textile industry defined
Varazdin’s development in the 20th century and was based on sole pro-
prietorships and manufacturing silk. It is necessary to think about the
presentation, but also about the activities which would make that col-
lection an important segment of Varazdin’s and Croatia’s cultural life,
as well as an educational centre for the youth. In particular, for the
students of textile and fashion design who should embrace the future
museum as a stakeholder in their learning process. In addition, it is nec-
essary to keep in mind other groups, especially former textile workers,
who can actively participate in the museum’s operations by volunteering
for several decades to come.

L 2
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predmeta. No, i ovo su vrijedni podaci za povijesni kontekst jer nam daju
sliku o moguénostima gradana 8o-ih da svoju garderobu nadopune ovim
proizvodima.

Emotivne i psiholoske poruke koje predmeti nose upucuju nas na karak-

ter predmeta koji je izuzetno vazan za razumijevanje artefakta. Govorecio
razlozima zasto su odabrani moramo istaknuti da je osnovni razlog to $to su
proizvedeni u Varteksu i nastali na podrucju Varazdinske Zupanije, a velik
je broj bio u uporabi na ovom podrucju. U procesu odabira djelovali smo na
principima koje je Gradski muzej Varazdin odredio svojom misijom i vizijom
te politikom popune fundusa te postovali ICOM Eticki kodeks za muzeje?*
te zakonske okvire muzejske struke. Broj odjevnih predmeta u skladu je s
vaznos$cu u proizvodniji, a nekoliko sliénih predmeta govori nam i o njihovom
stanju nakon $to su napustili trgovinu te Varteksovim radnicima kad
prelaze u privatnike.

Projekcija za buduce koristenje ovih sabranih odjevnih predmeta iz 80-ih
namece i identificiranje tragova koje su ovi odjevni predmeti ostavili na drus-
tvo zajedno s predmetima koji se i dalje ¢uvaju u Varteksu. Cjelovita prezenta-
cija, uz obuhvacanje sve razlikovne vrste grade koja je prikupljena, trebala bi
obuhvatiti i muzealizaciju najvaznijih prostora o¢uvanih dijelova Varteksove
industrijske bastine koja se danas ne koristiiizlozena je propadanju zbog
utjecaja vremena i nebrige za prostor. Kao muzejski struénjaci mozemo str-
pljivo ekati rjeSenje ovog problema i pripremati povremene izlozbe na kojima
bismo prezentirali sakupljenu gradu, brinuéi i stitec¢i sabrano u skladu s pra-
vilima muzejske struke te omogucavajuci uvid zainteresiranim gradanima.
Interes za izlaganje izlozbe Stoljece tekstila koja je bila pokreta¢ sabiranja ove
bastine postoji u Siroj zajednici. No, smatram da ova grada, najznacajniji pro-
stori Varteksove industrijske bastine, sa¢uvani strojevi i zna¢aj Varazdina tre-
baju biti razlozi da varazdinski kulturni i tekstilni djelatnici zajedno s politic-
kim strukturama grada i Zupanije te Varteksom d.d. donesu odluku o potrebi
stalne prezentacije ove grade.

Gradski muzej Varazdin i Varteks d. d. tijekom pripreme izlozbe sabrali su zna-
tan broj odjevnih predmeta proizvedenih u Varteksu. Buduci da se radi o tek-
stilnim predmetima koji zahtijevaju posebnu brigu kod ¢uvanja, predmeti su
prosli proces preventivne zastite i pripreme za izlaganje. Za dio modne bastine

24 — Eticki kodeks za muzeje, prijevod na hrvatski Damodar Frlan: Sarajevo—Nacionalni
komitet Bosne i Hercegovine: Zagreb—Hrvatski nacionalni komitet, 2007.
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koja se ¢uva u Gradskom muzeju Varazdin brinu se stru¢njaci, a za dio koji je
vracen u Varteks uredno spremljen za ¢uvanje, nadam se boljem rje$enju u
skoroj buduénosti. Ulaskom odjevnih predmeta u muzejske zbirke i osigura-
nja brige oko njihova trajnog ¢uvanja, njihovo povremeno izlaganje ukazuje na
kontinuitet procesa muzealizacije. Potreba za muzealizacijom predmeta vra-
éenih u Varteks, ali i ostalih predmeta, traje i dalje i trebala bi biti usmjerena
na dio odjevnih predmeta koji nisu zastupljeni u akviziciji poput modne marke
Young; ali i dijelu proizvodnije koja je bila usmjerena prema sivanju po mjeri

za tadasnje uglednike. Budu¢nost predmeta otvara pitanja kao $to je objedi-
njavanje bastine u nekom budu¢em muzejskom postavu.

Vecina strucnjaka, a i zainteresirane javnosti, govori o potrebi nastanka novog
muzeja koji bi se bavio cjelokupnom varazdinskom tekstilnom industrijom,

a ne samo Varteksom. Tekstilna industrija obiljeZila je razvoj grada Varazdina
u 20. stoljecu, a temeljila se na obrtima i manufakturi proizvodnje svile.
Potrebno je razmisljati, ali i raditi, ne samo na prezentaciji nego i na aktivno-
stima koje bi taj postav ¢inile vaznim dionikom varazdinskog i hrvatskog
kulturnog Zivota te sredistem obrazovanja mladih. Ovdje mislimo prvenstveno
na dio studentske populacije koja se bavi tekstilom i koja bi prostor budué¢eg
muzeja trebala prihvatiti kao dionika svojeg obrazovanja. No, treba razmi-
sljati i o ostalim ciljnim skupinama, posebice biv§im tekstilnim radnicima koji
jos nekoliko desetlje¢a mogu aktivnim volontiranjem sudjelovati u radu

ove ustanove.

L 2
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Maja Arcabié, senior curator
Manager of the Fashion, Accessories and Textiles Collection
Zagreb City Museum, Zagreb, Croatia

SUMMARY

Zagreb City Museum, as the city’s historical museum, collects
various items which fulfil aesthetic, cultural, and historic criteria and
illustrate the history and everyday life of the city.

The museum’s Fashion and accessories collection holds garments
and accessories from all social classes from the 19th and 20th
centuries. Alongside actual fashion and clothing items, we collect
items which illustrate the creation and production of a specific item,
its placement on the market, as well as “the life” of an item from the
moment it reaches the end user. Fashion and clothing items cannot
be separated from the history of the persons who created them,
produced them, bought them, and wore them—they witness the
history of the person, community, and society.

A special challenge for any researcher is the elevation of the
garment above the traditional status of a museum artefact and its
interpretation in relation to society, customs, cultural, and political
circumstances. Accordingly, at Zagreb City Museum, we treat

the garment as arecord of time sublimating all political, economic,
and social changes.
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Voditeljica Zbirke mode, modnog pribora i tekstila
Muzej grada Zagreba, Zagreb, Hrvatska

SAZETAK

Muzej grada Zagreba kao gradski povijesni muzej sakuplja razlicite
vrste predmeta, koji osim §to zadovoljavaju estetske, kulturoloske i povije-
sne kriterije, ilustriraju povijest i svakodnevni zivot grada.

Danas, Zbirka mode i modnoga pribora Muzeja grada Zagreba u svojem
fundusu ¢uva odjevne predmete i modni pribor 19. i 20. stolje¢a svih
drustvenih slojeva. Uz konkretne modne i odjevne predmete, prikupljamo i
predmete koji ilustriraju kreaciju i produkciju pojedinoga predmeta, nacin
njegova plasiranja na trziste, te "Zivot" predmeta od trenutka kada on dode
do krajnjega konzumenta. Modni i odjevni predmeti neodvojivi su od povi-
jesti osoba koje su ih kreirale, proizvodile, kupovale, odnosno nosile—oni
svjedoce o povijesti osobe, sredine i drustva.

Poseban izazov za svakoga istraziva¢a izdizanje je odjevnoga predmeta
iznad tradicionalnoga muzejskog artefakta i njegovo interpretiranje u
relaciji s drustvom, obicajima, kulturnim i politickim prilikama. Sukladno
tome, u Muzeju grada Zagreba odijelo tretiramo kao dokument vremena
koji sublimira sve politicke, ekonomske i drustvene promjene.
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ABOUT THE COLLECTION

Zagreb City Museum’s Fashion, Accessories and Textiles Collection
was established in 2004. Until then, garments, accessories, and textile
items, collected by the museum for almost a century, were part of the
Cultural and Historical Collection. By employing a curator for the Fash-
ion, Accessories and Textiles Collection, systematic collection of items
began and space for their keeping and presentation was secured.

Today, despite its name, the collection consists of garments, accesso-
ries, dance cards, carpets, flags, and furnishings, creating a heterogene-
ous unit.

HISTORY OF THE COLLECTION

The first garments entered into Zagreb City Museum’s inventory

ledgers are the llyrian red cap and military headdress ¢ako. These items,
as well as several dresses and accessories mostly from the 1g9th century,
were part of the museum’s first permanent exhibition in 1925, at that
time located at the current Art pavilion building.

The first significant donation of garments came from the family of
Ljudevit Gaj, the leader of the Croatian national revival. It was in accord-
ance with the museum’s collecting policy at the time which focused

on dress uniforms and uniforms worn by people who left a mark in the
city’s politics and culture.

In the Zagreb City Museum’s current permanent exhibition dating from
the 1990s, there is a separate unit dedicated to clothing. In addition,

the authors of individual themes within the exhibition included garments
to show clothing as part of everyday life.
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0 ZBIRCI

Zbirka mode, modnog pribora i tekstila Muzeja grada Zagreba utemeljena

je 2004. godine. Do osnutka zasebne kolekcije odjevni su predmeti, modni
pribor i predmeti od tekstila—prikupljani u Muzeju gotovo ¢itavo stoljece—Dbili
dijelom fundusa Kulturno-povijesne zbirke. Zaposljavanjem kustosa Zbirke
mode, modnog pribora i tekstila zapocelo je sustvano prikupljanje grade,
osiguran je prostor za njezino ¢uvanje i prezentaciju.

Danas u fundus zbirke koja se unato¢ nazivu primarno bavi odijevanjem
ulaze: odjevni predmeti, modni pribor, plesni redovi, tepisi, zastave i posoblje
¢ineci heterogenu cjelinu.

POVIJEST ZBIRKE

Prvi odjevni predmeti upisani u inventarne knjige Muzeja grada Zagrebailir-
ska su crvenkapa i éako (oglavlje) gradske straze. Ti predmeti, uz nekolicinu
haljina i modnog pribora mahom iz 19. stolje¢a, bili su izlozeni 1925. u prvom
stalnom postavu Muzeja koji se nalazio u danasnjoj zgradi Umjetni¢kog
paviljona.

Prva znacajnija donacija odjevnih predmeta bila je ona obitelji prvaka hrvat-
skog narodnog preporoda Ljudevita Gaja 1910. godine. Ta je donacija bila
sukladna tadasnjoj sakupljackoj politici muzeja ciji je fokus bio na prikuplja-
nju svecanih odora i uniformi osoba koje su obiljezile politicku

i kulturnu povijest grada.

U aktualnom stalnom postavu Muzeja grada Zagreba, koji datira u sredinu
1990-ih godina, ne postoji zasebna cjelina posvec¢ena odijevanju, no autori
pojedinih tema postava uvrstili sui odjevne predmete prikazujuci odijevanje
kao dio svakodnevnog Zivota.
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For example, the theme illustrating the development of llica as the

main city street, holds a woman’s dress from the beginning of the 20th
century, a tailcoat, and hats manufactured by factory owner and sales-
man Ljudevit Gerersrorfer. The “House and Life” theme, dealing

with everyday life between world wars, presents gowns made in Zagreb
as well as Vienna, and Budapest—cities towards which wealthier
women gravitated.

Zagreb after WWII and its rapid expansion is represented by a traditional
costume from Sestine and a Dior dress bought in Paris by a renowned
Zagreb hairdresser Vesna Kincl. These items are exhibited next to each
other and suggest a coexistence of the two clothing styles in the post-
war period in Zagreb. The intention of the permanent exhibition’s author,
Nada Premerl, was to illustrate the atmosphere on Zagreb’s streets in
the period of economic growth and rapid expansion of the city. At that
time, on Zagreb’s streets, one could still see the traditional national
costumes from the Zagreb region as well as dresses worn by fashionable
women living in Zagreb.

The development of the current permanent exhibition provided an
incentive to intensify the acquisition of garments and accessories
through donations and purchases. Colleague Nada Premerl collected
garments created in tailor’s shops, boutiques, clothing industry, and
those bought abroad. Individual items often found their way to the
museum through landfills. Such is the case with a 1930s gown which is
now part of the permanent exhibition.

Legacies of persons who were directly involved in the development

of the fashion scene through their professions are an inexhaustible source
of information for the study of fashion history and clothing as well as

for the collection’s holdings. Such is the legacy of journalist and translator
Mila Mirkovi¢ who also worked as a fashion model and Zdenko Krpan,
along-time designer at Kamensko factory, as well as the legacy of

the boutique Natasa, one of the first boutiques in Zagreb, whose owners
were involved in professional and entrepreneurial associations during

the 1970s.
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Tako se u temi koja ilustrira razvoj llice, kao glavne gradske ulice, nalazi
damska haljina s po¢etka 20. stolje¢a, muski frak i $esiri tvorni¢ara i trgovca
Ljudevita Gerersdorfera. U temi,Kuca i zivot“, koja se bavi svakodnevicom
izmedu dva svjetska rata, izloZzene su sve¢ane haljine izradene u Zagrebu

te u Becu i Budimpesti—gradovima kojima su gravitirale imuénije pripadnice
gradanskog drustva.

Poslijeratni Zagreb i njegov nagli razvoj ilustriraju $estinska nosnja i Diorova
haljina koju je u Parizu kupila ugledna zagrebacka obrtnica Vesna Kincl. Ta
dva odjevna predmetaizlozeni jedan uz drugi sugeriraju supostojanje dvaju
odjevnih izriaja u poratnom Zagrebu. Namjera autorice stalnog postava
Nade Premerl bila je na takav nacin izlozenim odjevnim predmetima ilustrirati
atmosferu zagrebackih ulica u vrijeme gospodarskog rasta i naglog razvoja
grada. U to vrijeme na zagrebackim ulicama jo$ su se uvijek istodobno mogle
vidjeti tradicionalne nosnje zagrebacke okolice i haljine modno osvijestenih
Zagrepcanki.

Izrada aktualnog stalnog postava muzeja bila je poticaj intenziviranju
nabave odjevnih predmeta i modnog pribora darovanjem i otkupima. Kole-
gica Nada Premerl prikupljala je odjevne predmete nastale u obrtni¢kim
radionicama, buticima, industriji konfekcije, ali i one kupljene u inozemstvu.
Nerijetko su pojedini predmeti nasli svoj put do muzeja preko odlagalista
otpada kao $to je slu¢aj sa sve€anom haljinom iz 1930-ih godina danas izloze-
nom u stalnom postavu.

Za fundus Zbirke i izu€¢avanje povijesti mode i odijevanja u Zagrebu neis-
crpan izvor informacija su ostavstine osoba koje su svojim profesionalnim
angazmanom bile direktno involvirane u razvoj modne scene. Takve su
ostavstine novinarke i prevoditeljice Mile Mirkovi¢, koja je dio Zivota radila
kao manekenka, Zdenka Krpana, dugogodisnjeg dizajnera Tvornice Kamen-
sko, te ostavstina butika Natasa, jednoga od prvih zagrebackih butika

¢iji su vlasnici od 1970-ih godina bili angazirani i u strukovnim i obrtnickim
udruzenjima.
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COLLECTING POLICY

The Fashion, Accessories and Textiles Collection is one of the fastest
growing collections in Zagreb City Museum due to its active collecting
policy. An exclusively aesthetic criterion for item selection has long
been abandoned.

Since the collection’s establishment as a separate unit within the
museum, which is primarily the museum of the city’s history, its guiding
idea was that “fashion and clothing are a product of time, social, polit-
ical, economic, and cultural events and that no item can be observed
without this framework”. The aim is to collect garments and accessories
belonging to people of different social identities, used in different cir-
cumstances and situations. By collecting items solely based on aesthetic
criteria, collecting policy is limited and expresses a warped and incom-
plete picture of a complex clothing system.

Collection of items in the Fashion, Accessories and Textiles Collection
influenced the formation of separate units which encompass arte-
facts from tailoring salons, boutiques, textile, clothing, and footwear
industry, such as men’s and women’s daywear and eveningwear,
wedding dresses, underwear, pyjamas and nightgowns, bathing suits,
as well as accessories: shoes, bags, hats, gloves, fans, and wallets.

A separate unit consists of altered clothing and knitwear, children’s
clothing and footwear, street fashion, sportwear, worker and civilian
uniforms.

The items become part of the collection by donating and purchasing.
However, due to the current economic situation, the public more often
offers the garments for purchasing which we considered an important
information for future research of the collection’s history.

Apart from direct acquisition from the owners, the items are acquired
by purchasing at antique fairs and second hand fairs as well as through
advertisements on the Internet. In these indirect acquisitions, impor-
tant information is missing relating to the persons who acquired

and used the items which makes it difficult to contextualize the items
and impossible to create full metadata.

The collection holds a large number of industrial uniforms and coat
overalls acquired at the popular second-hand fair Hreli¢ worn by
employees of various companies in Zagreb. Only one coat overalls was
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PRIKUPLJACKA POLITIKA

Zahvaljujuci aktivnoj prikupljackoj politici Zbirka mode, modnog pribora
i tekstila jedna je od najbrze rastucih zbirki u Muzeju grada Zagreba. Isklju-
¢Civo estetski kriterij odabira predmeta za zbirku odavno je napusten.

Od formiranja Zbirke mode, modnog pribora i tekstila kao zasebne cjeline
unutar muzeja, koji je svojim profilom primarno muzej gradske povijesti,
ideja je vodilja da su ,moda i odijevanje produkt vremena, drustvenih,
politickih, gospodarskih i kulturnih dogadanja te niti jedan predmet nije
moguce promatratiizvan tog okvira®, Cilj je prikupiti odjevne predmete i
modni pribor osoba razli¢itih socijalnih identiteta, koristenih u razli¢itim
zivotnim prilikama i situacijama. Prikupljajuc¢i predmete vode¢i se iskljucivo
estetskim kriterijima prikupljacka politika je suzena te odrazava iskrivljenu

i nepotpunu sliku kompleksnog odjevnog sustava.

Prikupljanje predmeta unutar Zbirke mode, modnoga pribora i tekstila
utjecalo je na formiranje zasebnih cjelina koje ¢ine sac¢uvani artefakti kro-
jackih salona, butika, tekstilne industrije, industrije konfekcije i industrije
obuce. Unutar tih cjelina izdvajaju se muska i zenska dnevna i sve¢ana
odjeca, viencane haljine, donje rublje, pidzame i spavacice, kupaci kostimi
te modni pribor: cipele, torbice, $esiri, rukavice, lepeze i novéanici. Zasebnu
cjelinu ¢ini prekrajana i pletena odjeca, djecja odje¢a i obuca te uli¢na
moda, sportska i radnicka odjeca i civilne uniforme.

Predmeti u fundus zbirke ulaze darovanjem i kupnjom, no s obzirom na
aktualnu ekonomsku situaciju sugradani sve ¢esée odjevne predmete nude
na otkup $to smatramo vaznim podatkom za buduca istrazivanja povijesti
zbirke.

Osim direktnim akvizicijama od vlasnika, predmeti se nabavljaju kupnjom
Pna sajmovina starina i predmeta rabljene robe te putem internetskih ogla-
snika. Kod takvih neizravnih nabava Cest je izostanak vaznih informacija

koje se odnose na podatke o osobama koje su predmete nabavljale i koristile,
sto otezava kontekstualizaciju i uzrokuje nemogucnost stvaranja potpunih
metapodataka o muzejskim predmetima.

U fundusu zbirke danas ¢uvamo velik broj radnickih uniformi i kuta nabav-
lienih na popularnom sajmu rabljene robe Hrelicu koje su nosili zaposlenici
zagrebackih firmi. Samo smo jednu radnu kutu dobili direktno od vlasni-

ka. Sve ostale uniforme i kute su ,anonimne*, no u muzejski fundus uvrstene
su kao artefakti koji svjedoce o gospodarskom prosperitetu i razvoju
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acquired directly from its owner. All the other uniforms and coat
overalls are “anonymous”. Still, they were included in the museum
holdings as artefacts bearing witness to economic prosperity and devel-
opment of the city’s industry. This leads to a conclusion that clothing,
especially everyday clothing, is merely a utility item and expendable
goods in the minds of majority of people.

The most common way of collecting items and adding them to the
collection is still by direct contact with the owners enabling the curator
access to numerous microhistories of families and individuals, interest-
ing both culturally and anthropologically. The reasons for holding items
in family legacies are diverse and are recorded to take future research
and presentation into account. Items are often left behind in ward-
robes, some are kept for sentimental reasons, and a surprising number
of items are used by two generations of family members.

An example of items bearing witness to popular and sporting events
important for Zagreb are the official uniforms and accessories used
during the Universiade or a dress worn by TV host and editor Helga
Vlahovi¢ Brnobi¢ worn while hosting the 1990 Eurovision song contest.
This telegenic dress made of synthetic plush and decorated by multi-
coloured beads, bought abroad, became a part of museum’s holdings in
2010 solely due to the connection with the person and the event and
not for aesthetic qualities.

Some items become part of the museum’s holdings despite ever

being used by their owners. However, this fact offers information on
the item’s importance for the owners as well as their relationship.

An example of such an item are a pair of tights bought at the beginning
of the 1960s in the USA. A product of such quality and price was so pre-
cious to the owner that she, according to her daughter, waited for an
occasion “special enough” to wear them. Such an occasion never came
and the tights, in their original packaging, became a valuable exhibit in
2009 illustrating the beginning of consumer society in Croatia.

Examples of items kept for sentimental reasons is a men’s shirt man-
ufactured by Kamensko factory and a suit manufactured by Mura at
the beginning of the 1970s which the donor kept as a memento of the
first date with her future husband. She gifted the items to the museum
in 2009 and several years later she gifted her wedding dress and her
husband’s wedding suit.
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industrije grada iz éega shva¢amo da je odjeca, osobito svakodnevna, u
svijesti vec¢ine gradana isklju¢ivo uporabni predmet i potrosna roba.

Najcesc¢i nacin prikupljanja predmeta i popunjavanja zbirke ipak je izravan
kontakt s vlasnicima pri ¢emu se kustosu otvaraju brojne mikropovijesti
obitelji i osoba, zanimljive kako kulturoloski tako i antropoloski. Razlozi
cuvanja predmeta u obiteljskim ostavstinama su razli¢iti, a nastoje se zabi-
lieziti vodeéi raéuna o buducim istrazivanjima i prezentacijama. Cesto
predmeti ostaju zaboravljeni u ormarima, neki se cuvaju izemotivnih i sen-
timenalnih razloga, a iznenadujuci broj predmeta koriste dvije generacije
¢lanova obitelji.

Primjer predmeta koji svjedoce o popularnim i sportskim dogadajima vaz-
nim za grad Zagreb su sluzbene uniforme i modni pribor koristeni u vrijeme
odrzavanja Univerzijade ili haljina koju je nosila televizijska voditeljica i
urednica Helga Vlahovi¢ Brnobi¢ prilikom vodenja izbora za europsku pje-
smu 1990. godine. Ta je ,televizicna“ haljina Sivana od sintetickog plisa i
ukrasena $arenim perlama, kupljena u inozemstvu, postala dijelom muzej-
skog fundusa 2010. godine iskljué¢ivo zbog veze s dogadajem i osobom,

a ne zbog estetskih kvaliteta.

Neki predmeti postaju dijelom muzejskog fundusa premdaih vlasnici

nikada nisu koristili, ali i ta ¢injenica nudi informacije o znacaju nekih pred-
meta za njihove vlasnike kao i odnosu prema njima. Tako su za Zbirku mode,
modnog pribora i tekstila prikupljene hulahupke kupljene u SAD-u po¢etkom
1960-ih. Proizvod takve kvalitete i cijene vlasnici je bio toliko dragocjen

da je, prema rijec¢ima njezine kceri, donatorice, ¢ekala ,dovoljno posebnu“
priliku da ih odjene. Ta se prilika nikada nije realizirala, a ¢arape u origi-
nalnom pakiranju od 2009. vrijedan su muzejski artefakt i svjedocanstvo
pocetka stvaranja potrosackog drustva u Hrvatskoj.

Primjer predmeta ¢uvanih iz sentimentalnih razloga je muska kosulja
proizvedena u tvornici Kamensko i odijelo proizvedeno u tvornici Mura pocet-
kom 1970-ih godina, koje je donatorica sacuvala kao uspomenu na prvi izlazak
s buduéim suprugom. Predmete je darovala muzeju 2009. godine, a neko-
liko godina kasnije darovala je i svoju vien¢anu haljinu te suprugovo vjenéano
odijelo.

Projekt izrade aktualnog stalnog postava, koji je poceo ranih 19go-ih godina,
ukazao je na manjak predmeta koji datiraju u drugu polovicu 20. stoljeca.
Taj problem bio je izrazen vezano za predmete svakodnevne upotrebe, a
osobito za odjevne predmete. Stoga je fokus aktivne prikupljacke politike
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Zuii Jelinek ambasador mode
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Sl. 2. — Plakat za izlozbu Zuzi Jelinek—ambasador mode, Muzej
grada Zagreba, 2008. / Fig. 2 — Poster for the exhibition Zuzi Jelinek
—fashion ambassador, Zagreb City Museum, 2008.
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Sl. 3.— Plakat za izlozbu Moda i odijevanje u Zagrebu i960-ih, Muzej grada Zagreba,
2019. / Fig. 3 — Poster for the exhibition Fashion and clothing in the 1960s Zagreb, Zagreb
City Museum, 2019.
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The project of building the current permanent exhibition started in the
early 199os showed a lack of items dating from the second half of the
2oth century. This problem was significant when it comes to everyday
items, especially garments. As a consequence, the focus of active
collecting policy shifted to items that were least represented in the
museum’s depots due to the relatively small lapse of time. This primarily
refers to the last quarter of the 20th century.

One of the basic problems of historical museums today is contemporary
collecting of items related to current events, processes, institutions,

and persons and simultaneously anticipating interests of future museum
employees and visitors. The abundance of clothing styles, their fast
change, and decreasing tendency for keeping garments are an additional
incentive to collect contemporary artefacts. Collecting items today for
the future is central in ensuring museum collections stay relevant to their
communities and the cooperation with visitors and experts in finding
items is paramount.

Considering current events as well as events in recent history, “collecting
today for tomorrow” was never so relevant. Following ICOM recommen-
dations, the intention is to supplement the museum’s holdings with

items related to the March, 2020 earthquake in Zagreb as well as the
Covid-19 pandemic. One of the last acquisitions for the Fashion, Accesso-
ries and Textiles Collection is a protective suit such as used by intensive
care workers at the University Hospital for Infectious Diseases "Dr. Fran
Mihaljevi¢" in Zagreb.

PRESENTATION

The first exhibition at the Zagreb City Museum to deal with fashion and
clothing was Zuzi Jelinek—fashion ambassador case study exhibition

held in 2008. It was developed after the legacy of the tailor Zuzi Jelinek
was acquired encompassing photographs, a collection of newspapers
and magazines, archival documents. The exhibition presented the history
of the renowned tailor salon and its importance in the context of specific
social and economic circumstances from the 1950s until the 1980s.

Conceptually, it had two thematic units. The first presented work organi-
zation in the salon, garment production, rapport with clients, different
ways of adopting fashion styles and their placement on the market. The
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usmjeren na predmete koji su zbog relativno male vremenske distance bili
najslabije zastupljeni u muzejskim ¢uvaonicama. Prvenstveno se to odnosi
na posljednju ¢etvrtinu 20. stoljeca.

Jedan od temeljnih problema danasnjih povijesnih muzeja je suvremeno pri-
kupljanje predmeta vezanih za aktualna dogadanja, procese, institucije i
osobe nastojeci pri tome predvidjeti interese buduéih muzejskih djelatnika

i muzejskih posjetitelja. Brojnost odjevnih stilova, njihove brze promjene kao
i sve rjeda sklonost ¢uvanju odjevnih predmeta dodatni su poticaj za priku-
pljanje suvremenih artefakata. Prikupljanje predmeta danas za sutra klju¢no
je kako bi se osiguralo da muzejske zbirke ostanu relevantne za njihove zajed-
nice, a suradnja s posjetiteljimai stru¢njacima prilikom pronalazenja pred-
meta radi popunjavanja zbirke, neizostavna je.

S obzirom na aktualne dogadaje kao i dogadaje iz bliske proslosti, ,priku-
pljanje danas za sutra“ nikada nije bilo tako aktualno. Slijedeci preporuke
ICOM-a nastoji se muzejski fundus upotpuniti predmetima vezanim za potres
koji je pogodio Zagreb u oZujku 2020. i za pandemiju bolesti Covid-19. Jedna
od posljednjih akvizicija za fundus Zbirke mode, modnog pribora i tekstila
zastitno je odijelo kakvo koriste zaposlenici odjela intenzivne skrbi Zarazne
bolnice Fran Mihaljevi¢ u Zagrebu pri kontaktu s oboljelima.

PREZENTACIJA

Prvaizlozba u Muzeju grada Zagreba koja se bavila modom i odijevanjem
bila je studijska izlozba Zuzi Jelinek—ambasador mode, realizirana 2008. go-
dine. Izlozba je nastala nakon preuzimanja ostavstine krojacke obrtnice Zuzi
Jelinek koju ¢ine fotografije, hemeroteka, arhivski dokumenti. Izlozba se bavila
povijeséu ovoga renomiranog krojackog salona i njegovim zna¢ajem u kontek-
stu specifi¢nih drustvenih i gospodarskih prilika od 1950-ih do 1980-ih godina.

Koncepcijski je izlozba bila podijeljena na dvije tematske cjeline. Prva se
odnosila na organizaciju rada u krojaékom salonu, produkciju odjevnih
predmeta, odnos prema klijentima, nacine usvajanja modnih stilova i nji-
hovo plasiranje na trziste. Druga cjelina odnosila se na suradnju Zuzi Jelinek
s domacom industrijom tekstila i konfekcije koja je pocela sredinom 1950-ih
godina, u vrijeme nagloga razvoja te industrijske grane. Kreacije Zuzi Jelinek
za velike tvornicke serije neosporno su utjecale na demokratizaciju mode

i nepovratno su izmijenile modnu scenu, jer su modeli jednoga renomiranoga
salona tada po povoljnijim cijenama postali dostupni §irem krugu potrosaca.
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second unit referred to Zuzi Jelinek’s cooperation with the domestic
textile and garment industry which began in the mid-ig50s during

the industry’s rapid development. Zuzi Jelinek’s designs for large factory
production irrefutably influenced the democratization of fashion and
irreversibly changed the fashion scene as designs of a renowned salon
became affordable to a wider number of customers.

Considering the appeal of this type of exhibition and the media presence
of Zuzi Jelinek, we made a deliberate effort to present the theme in the
museum in order to encourage the public to donate garments they keep
in their homes.

The case study exhibition Fashion and clothing in the 1960s Zagreb,

held at the beginning of 2019, was the result of carefully planned acquisi-
tion for the Fashion, Accessories and Textiles Collection at the Zagreb
City Museum focused on the second half of the 20th century.

The exhibition presented fashion phenomena and clothing production

of the 1960s in Zagreb as well as the wider historical context of this very
important decade. The 1960s are a decade of great changes in clothing
style subject to technological advancement, prosperity, development

of consumer culture and welfare state as well as pop culture and the new
worldview of the post-war generation. Research conducted during the
exhibition’s preparation leads us to conclude that the 1960s are a period
of prosperity, reaffirmation of civic culture in clothing, fast changes

in clothing production, spreading of fashion information and influences,
as well as their implementation in consumer society.

The intention was to familiarize the visitors with the 1960s influences
on the local production and market, with the design and production
process of garments, the ways of their placement on the market as well
as circumstances and means of their use from the moment they
reached the consumer.

The Fashion, Accessories and Textiles Collection holds items which
bear witness to tragic historical events. In 2012, Milica Veseli¢ donated
a children’s outfit consisting of socks and a dress which she wore in
1942 as a two-year-old when she was rescued from the concentration
camp in Jasenovac. Her adoptive family kept the outfit as a memento of
the donor’s tragic childhood and the only connection to her biological
family. In 2017, Mirna Kostovi¢ Srzenti¢, PhD, donated a jacket which
she wore when wounded during the May, 1995 missile strike on Zagreb
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Imajucéi na umu atraktivnost ove vrste izlozaba i prisutnost krojagice Zuzi
Jelinek u medijskom prostoru svjesno smo se odlucili za muzejsku prezenta-
ciju teme kako bismo potaknuli sugradane na darovanje odjevnih predmeta
koje ¢uvaju u svojim domovima.

Studijskaizlozba Moda i odijevanje u Zagrebu 1960-ih, realizirana po¢etkom
2019., bila je rezultat planiranog prikupljanja grade za Zbirku mode, modnog
priborai tekstila Muzeja grada Zagreba, usmjerenog na drugu polovinu 20.
stoljeca.

1zloZbom su prezentirani modni fenomeni i odjevna produkcija 1960-ih godina
u Zagrebu te Siri povijesni kontekst toga umnogome znac¢ajnog desetljeca
druge polovine 20. stoljeca.

Sezdesete su godine velikih promjena u stilu odijevanja, uvjetovanih tehno-
loskim napretkom, prosperitetom, razvojem potrosacke kulture i drzave bla-
gostanja te utjecajima pop-kulture i novim svjetonazorom poratne genera-
cije. Istrazivanje provedeno tijekom priprema izlozbe navodi nas na zaklju¢ak
da su1960. razdoblje prosperiteta, reafirmacije gradanske kulture u odijeva-
nju te vrijeme brzih promjena u produkciji odjece, Sirenja modnih informacija
i utjecaja te njihove implementacije u potrosackom drustvu.

IzloZbenim cjelinama nastojali su se posjetiteljima pribliziti modni utjecaji
1960-ih na lokalnu produkciju i trziste, procesi kreacije i proizvodnje odjevnih
predmeta, nacini plasmana na trziste te okolnosti i nacini uporabe odjevnih
predmeta od trenutka njihova dolaska do konzumenta.

U fundusu Zbirke mode, modnog pribora i tekstila nalaze se i predmeti

koji svjedoce o tragi¢nim povijesnim dogadajima. Godine 2012. Milica Vese-
lic darovala je Muzeju djecji kompleti¢, ¢arapice i haljinicu koju je nosila 1942.
godine, u vrijeme kada je kao dvogodisnje dijete spasena iz jasenovackog
logora. Naime, usvojiteljska obitelj sa¢uvala je ovaj komplet kao sje¢anje na
tragic¢no djetinjstvo donatorice te jedinu vezu s njezinom biolo§kom obitelji.

Godine 2017. dr. sc. Mirna Kostovi¢ Srzenti¢ darovala je Muzeju grada Zagreba
jaknu koju je nosila prilikom ranjavanja u vrijeme raketiranja Zagreba u

svibnju 1995., na kojoj su vidljivi tragovi gelera. Tom je prilikom prvi put javno
govorila o svom traumati¢nom iskustvu. Oba su predmeta konzervirana te

¢e bitiizlozeni u budu¢em stalnom postavu muzeja.

il
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with visible shrapnel marks. When donating the jacket, she spoke
of her traumatic experience for the first time. Both items are preserved
and will be exhibited in the future permanent exhibition.

PERSPECTIVE

Alongside well-defined collecting policy and curators’ personal affini-
ties —managing a collection in largely authorial work—interinstitutional
cooperation is very important for the development of the Fashion,
Accessories and Textiles collection of the Zagreb City Museum. Quality
cooperation and exchange of information is established with the
Museum of Arts and Crafts in Zagreb, and the most significant profes-
sional cooperation in the field of fashion research is established with
the Center for Research of Fashion and Clothing (CIMO) founded by
Ton¢i Vladislavié, a retired lecturer at the Faculty of Textile Technology.
Vladislavi¢ is credited with ensuring a significant number of valuable
new donations for the Fashion, Accessories and Textiles Collection in
the last dozen years.

Media interest for this type of museum exhibits and exhibitions expect-
edly exists as visitors easily identify with the garments. Everyday items,
garments included, convey the impressions and the “aura” of time

most easily and with the most credibility. Printed and electronic media
accompany the exhibitions and related events with a significant number
of texts. Unfortunately, after the late Ana Ledvaj, a new journalist who
could follow and comment on the museological concepts of the exhibi-
tions presenting fashion and clothing with insight and argument still has
not emerged.

Despite the intention and effort invested in the emergence of the
Fashion, Accessories and Textiles Collection as a benchmark museum
collection, objective circumstances in which the museum operates
present a challenge for the museum profession and the desire to inten-
sify collecting, presenting, and digitalization. Numerous technical issues
in managing the collection’s holdings are caused by an insufficient
number of employees and the increase in intensity and quantity of
administrative work. In addition, the museum does not employ a special-
ist in textile preparation and restoration. As a consequence, restoration
work is conducted by external associates and the preparation work is
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PERSPEKTIVA

Uz definiranu sakupljacku politiku muzeja i osobne afinitete kustosa—jer
voditeljstvo zbirke u velikoj je mjeri autorski rad—za razvoj Zbirke mode, mod-
nog pribora i tekstila Muzeja grada Zagreba znaéajna je meduinstitucionalna
suradnja. Kvalitetna suradnja i razmjena informacija ostvarena je s Muzejom
za umjetnost i obrt u Zagrebu, a najzna¢ajnija struéna suradnja na polju istra-
Zivanja mode realizirana je s Centrom za istraZivanje mode (CIMO), ¢iji je
osniva¢ umirovljeni predavac na Tekstilno-tehnoloskom fakultetu u Zagrebu
Ton¢i Vladislavi¢. Vladislavicevom zaslugom u fundus Muzeja grada Zagreba
u proteklih desetak godina usao je i znacajan broj vrijednih donacija za
Zbirku mode, modnog pribora i tekstila.

Medijski interes za ovu vrstu muzejskih predmetaiizlozaba o¢ekivano

postoji jer se posjetitelji lako identificiraju s odjevnim predmetima. Predmeti
svakodnevne upotrebe medu koje spadaju i odjevni predmeti najlaks$e i najve-
rodostojnije posjetiteljima prenose dojam i ,auru® vremena. Tiskani i elektro-
ni¢ki mediji zna¢ajnim brojem objava prate modne izlozbe i dogadanja koja
su za njih vezana. Nazalost, nakon pokojne novinarke Ane Lendvaj nije se pro-
filirao novinar koji bi znala¢ki i argumentirano pratio i komentirao muzeoloske
koncepcije izlozbi koje tematiziraju modu i odijevanje.

Unato¢ namjerama i trudu da se Zbirka mode, modnog pribora i tekstila
profilira kao vazna i referentna muzejska zbirka, objektivne okolnostiu
kojima Muzej posluje izazov su htijenjima muzejske struke i zelji da se poslovi
prikupljanja, prezentacije i digitalizacije intenziviraju u kratkom roku. Brojni
su tehnicki problemi upravljanja fundusom Zbirke uzrokovani nedovoljnim
brojem zaposlenika i porastom intenziteta i koli¢ine zahtjeva za administra-
tivnim poslovima. Takoder, Muzej nema zaposlenog restauratora niti prepa-
ratora za tekstil pa restauratorske zahvate na predmetima obavljaju vanj-

ski suradnici ovisno o prilivu financijskih sredstava, dok poslove preparatora
Eesto obavlja sam kustos. Utoliko su otezani digitalizacija kolekcije te njezina
javna dostupnost, kao i prezentacija putem izlozbi ¢ija produkcija zahtijeva
znatna sredstva.

Unato¢ izazovima, u planu je nastavak obrade Zbirke, digitalizacija i pribli-
zavanje fundusa javnosti te prezentacija prikupljene grade studijskim izloz-
bama i kroz pripreme za buduci stalni postav.

*
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often done by the curator. This exacerbates the collection’s
digitalization and public access as well as presentation throug|
tions whose production requires significant resources.

Despite these challenges, the work on the collection as well as
digitalization of its holdings and better public access is planne
side presentation of the acquired items in case study exhibitio
and preparation for the future permanent collection.

*
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Darka Perko Kerum
Curator
City Museum of Split, Croatia

SUMMARY

Since its establishment in 1946 to the present day, Split City Museum
has been dedicated to collecting, preserving and exhibiting the
cultural heritage of the city of Split and its outskirts. One of the first
formed collections was precisely the Collection of textiles and fashion
accessories, since its formation started early on when the Museum
was still located on the premises of City Library. Most contributions to
the collection came from citizens' donations. In the 1950s, the Museum
made a valuable purchase of one of the oldest preserved women's
jackets in Croatia from the first half of the 18th century from the
Kasandric family from the Island of Hvar.Besides historical clothing,
the collection is now enriched with contemporary designs. Most
notable are fashion designs inspired by Croatian, especially Dalmatian
and Dinara ethno motifs by Split fashion designer BoZzena Martincevic.
The exhibition was opened at the beginning of 2020 as a significant
contribution to the valorization of fashion as a spiritual testimony to
the city’s history.

40

FASHION MUSEOLOGY / MUZEALIZACIJA MODE

DARKA PERKO KERUM / THE MUSEALIZATION OF FASHION IN THE SPLIT CITY MUSEUM'S COLLECTION OF TEXTILE AND FASHION ACCESSORIES

/ MUZEALIZACIJA MODE U ZBIRCI TEKSTILA | MODNOG PRIBORA MUZEJA GRADA SPLITA
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SAZETAK

Muzej grada Splita je povijesni muzej koji prikuplja, cuva i prezentira kul-
turnu bastinu grada Splita i okolice od svog osnutka 1946. godine do danas.
Jedna od prvih oformljenih zbirki bila je i Zbirka tekstila i modnog pribora,
jer je prikupljanje tekstilne grade kao kulturnog blaga zazivjelo jos§ dok se
muzej nalazio u okviru Gradske biblioteke. Zbirka se najvise dopunjavala
darovanjima gradana, ali valja izdvojiti vrlo vrijedan otkup iz 50-ih godina
20. stolje¢a kada je Muzej otkupio od obitelji Kasandri¢ s Hvara jedan od
najstariji sacuvanih zenskih haljetaka u Hrvatskoj iz 1. polovice 18. stoljeca.
Osim prikupljanja povijesne odjece, zbirka se u novije vrijeme profilirala
prikupljanjem i cuvanjem suvremene mode, pa tako se u Zbirci isticu modne
kreacije nadahnute hrvatskim, a posebice dalmatinskim i dinarskim etno
motivima, splitske modne kreatorice Bozene Martincevi¢. Izlozba je uprili-
cena pocetkom 2020. godine i doprinosi valoriziranju mode kao vrijednog
materijalnog i duhovnog svjedocanstva o povijesti jednog grada.
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INTRODUCTION —ABOUT THE SPLIT CITY
MUSEUM'S COLLECTION OF TEXTILE

The Collection of Textile and Fashion Accessories at the Split City Museum
was formed after the foundation of the City Museum in 1946. However,

the collection of historical textiles for the future museum started even
earlier, in 1915, when the then City Library organized a collection of various
materials related to the history of the city and its surroundings. The old
inventory ledger of the Split City Museum offers a valuable insight into the
collection dynamics and methodology of acquiring historical textiles at
the then City Library's Museo-Historical Department. At the very beginning
of the inventory ledger chapter titled "Textile" there are records of dona-
tions of the then City Library to the newly founded City Museum. Alongside
the Museum's foundation and independence, the archives reveal that the
newly founded Museum did not only rely on the donated material from

the City Library, but that it continued to acquire objects through gifts and,
to a smaller degree, purchases. In 1957' Ms. Nada Gogala was employed

as curator at the Museum. For ten years after, Ms. Gogala and Mr. Dusko
Keckemet were the only employed curators. Ms Gogala was in charge

of the Collection of Textile and other museum collections. She remained
curator of the Collection of Textile and Fashion Accessories until her death
in 1986. From 1952 until 1984 the Museum had a temporary display on the
ground floor and the Gothic Hall of the Papali¢ Palace, where the public
could see objects from the period of the city's autonomous status and

also the later period when it was under Venetian rule.> No item from the

1— Secondary documentation of the Split City Museum, 1957.
2 — The Split City Museum Guide, ed. Elvira Sari¢ Kosti¢. Split: Split City Museum, 2003.
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UVOD — 0 ZBIRCI TEKSTILA
MUZEJA GRADA SPLITA

Zbirka tekstila i modnog pribora Muzeja grada Splita oformljena je nakon
osnivanja Gradskog muzeja 1946. godine, medutim prikupljanje povijesnog
tekstila za buduéi muzej zazivjelo je od 1915. godine kada se u okviru Gradske
biblioteke zapocelo sa skupljanjem raznovrsne grade vezane uz povijest
grada i okolice. O sakuplja¢koj dinamici i na¢inu prikupljanja povijesne
tekstilne grade Muzejsko historijskog odjeljenja Gradske biblioteke svjedo¢i
nam stara inventarna knjiga Muzeja grada Splita. U inventaru se pod
poglavljem Tekstil na samom pocetku navode donacije Gradske biblioteke
novooformljenom Gradskom muzeju. Ukorak s osnivanjem i osamostaljiva-
njem Muzeja, dokumentacija nam otkriva da se novoosnovani Muzej nije
oslonio samo na naslijedenu gradu iz Gradske biblioteke ve¢ da je nastavio
prikupljati gradu darovanjima, ali i manjim dijelom otkupima. Godine 1957.
na mjesto kustosa zaposljava se Nada Gogala koja je prvih deset godina
rada, uz Duska Keckemeta, bila jedina zaposlena kustosica te je osim Zbirke
tekstila vodila i druge muzejske zbirke'. Na mjestu kustosa Zbirke tekstila

i modnog pribora ostala je sve do svoje smrti1986. godine. Od 1952. do

1984. godine Muzej je imao privremeni stalni postav u prizemlju i u sve¢anoj
gotickoj dvorani Papali¢eve palace gdje je javnosti bila prezentirana grada
izvremena autonomne, a kasnije i mletacke uprave grada®. U tom privreme-
nom stalnom postavu, a vrlo vjerojatno zbog nedovoljno adekvatnih uvjeta,
nije bio izlozen ni jedan predmet iz Zbirke tekstila. Ni mnogobrojne izlozbe
koje su uprilicene u razdoblju od privremenog stalnog postava i952. pa sve

1— Sekundarna dokumentacija Muzeja grada Splita, 1957.

2 — Muzej grada Splita: vodié, ur. Elvira Sari¢ Kosti¢. Split: Muzej grada Splita, 2003.
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Collection of Textile was exhibited in the temporary display, most
probably due to inadequate conditions. The period between the tempo-
rary display in 1952 and the beginning of the general reconstruction of

the Papali¢ Palace in 1984, which was undertaken for the purpose of the
new permanent display, saw many exhibitions put on by the Museum.
However, none of these exhibitions addressed the history of fashion,
which is understandable considering the unfavorable circumstances in
the Museum. Namely, up until the great reconstruction which took place
from 1984 until 1992, the Museum had to share space with residents

who lived in flats inside Papali¢ Palace. Under these circumstances the
priority was to collect, protect, and document the textile material. Even
after the opening of the permanent display in 1992, the circumstances
were still not favorable for a more extensive display of textile. A single dis-
play case on the second floor of the permanent exhibit was the only place
reserved for the history of dress (Fig.1). During that time the Collection
grew steadily, while various types of objects were collected, not only
those related to the history of dress, but also objects belonging to the
church interior furnishings, liturgical vestments, household furnishings
such as carpets, tablecloths, bed linens, and even memorial ribbons from
the funerals of well-known, renowned citizens of Split, as well as flags,
jewelry, and fashion accessories. The oldest objects date from the 16th
century and belong to a group of decorative jewelry. Clothes and fashion
accessories belonging to the city's nobility date from the 18th century.
Highlighted pieces of the collection are a woman's silk damask caraco
jacket, dating from the first half of the 18th century when it was owned by
the Kasandri¢ family, and a late 18th century dress suit owned by Ivan
Luka Garagnin. The Museum also keeps complete women's outfits, that is,
two dresses from the Kasandri¢ family, dating from the early i9th century.

The successor of the Museum's long-time curator Ms. Nada Gogala, was
the Museum advisor Ms. Vjekoslava Sokol, who was in this function from
1992 until 2010. Without a restoration workshop, which was founded only
in 2004, Ms. Sokol managed to organize two exhibitions in the Museum
which showed a part of the textile collection. These two exhibitions were
called "A Woman's Reflections" and "In Honor of the Split City Museum."

More than two decades after these last exhibitions, whose goal was not
as much to address the history of dress culture in Split and its surround-
ings as it was to present a part of the highly valuable Collection of Textile,
the conditions were ripe for a more extensive analysis of the collection
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do pocetka radova na generalnoj rekonstrukciji Papali¢eve palace za novi
stalni postav 1984. godine nisu se bavile temom povijesti odijevanja §to nije
nerazumljivo ako se uzmu u obzir uvjeti u kojima je Muzej tada djelovao.

Sve do velike sanacije koja je trajala od 1984. do 1992. Muzej je dijelio prostor
sa stanovnicima koji su Zivjeli u stanovima unutar Papali¢eve palace. U tim
okolnostima prioritet je bio prikupljati, zastititi i dokumentirati tekstilnu
gradu. Ni po otvorenju stalnog postava i1992. godine, prilike nisu dozvolile
opsirnije izlaganje tekstilne grade. Tek je na drugom katu stalnog postava
bila i ostala jedna vitrina namijenjena za izlaganje povijesti odijevanja (Sl.1).
Zato vrijeme u Zbirci se prikupljala raznovrsna grada, koja se nije ticala
samo povijesti odijevanja, ve¢ je obuhvacala i predmete poput opreme
crkvenog interijera, liturgijskog ruha, opreme gradanskih interijera poput
tepiha, stolnjaka, posteljine, pa ¢ak i pogrebne trake sa sprovoda poznatih
i znamenitih Spli¢ana, zastave, nakit te modni pribor. Najranije datirani
predmeti su iz 16. stolje¢a i pripadaju grupi nakita. 1z 18. stoljeca potjece
odjeca i pribor za odijevanje koji su pripadali plemickom stalezu, a posebno
se izdvaja zenski haljetak od svilenog damasta iz prve polovice 18. stoje¢a
koji je pripadao obitelji Kasandri¢ i sveéano odijelo Ivana Luke Garagnina

s kraja 18. stoljeca. S pocetka 19. stoljeca ¢uva se i cjelovita zenska oprava,
odnosno dvije haljine iz obitelji Kasandri¢.

Nasljednica Nade Gogale na m jestu kustosice Zbirke tekstila bila je
muzejska savjetnica Vjekoslava Sokol od 1992. do 2010. godine. Bez restau-
ratorske radionice, osnovane tek 2004. godine, kolegica Sokol je u Muzeju
uspjela organizirati dvije izlozbe na kojima je djelomi¢no prezentirana grada
iz Zbirke tekstila: ,Odbljesci zene“ (1995.) i ,Muzeju grada u éast“ (1996.).
Nakon viSe od dva desetljeca od posljednjih izlozbi, koje su za ciljimale vise
prezentaciju dijela bogate grade iz fundusa Zbirke negoli tematiziranje
povijest odijevanja u Splitu i okolici, ukazali su se uvjeti i potreba za opsez-
nijom obrade grade, izlaganja, odnosno prezentiranja javnosti. 1zlozbom
»0d rokokoa do secesije—odijevanje i modni pribor—izbor iz fundusa Zbirke
tekstila i modnog pribora“ otvorenoj 19. svibnja 2017., a koja je popracena
opseznim katalogom, prvi put je u Muzeju cjelovito prezentirana povijest
odijevanja u Splitu i okolici u razdoblju od dva stolje¢a3. Cilj ove izlozbe nije
bio samo prezentirati fundus Zbirke, ve¢ analizirati odje¢u i modni pribor

3 — Od rokokoa do secesije—odijevanje i modni pribor—izbor iz fundusa Muzeja grada Splita,
ur. Darka Perko Kerum. Split: Muzej grada Splita, 2017.
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and its preparation for public preparation. The exhibition titled "From
Rococo to Art Nouveau—The Culture of Dress and Fashion Accessories—
A Selection from the Holdings of the Collection of Textile and Fashion
Accessories* opened on May 19th, 2017.% The exhibition was accompanied
by an extensive catalogue, and for the first time the history of fashionin
Split and its surroundings was presented in its entirety, spanning a period
of two centuries. The goals of the exhibition were not only to present the
holdings in the collection but to also analyze clothes and fashion acces-
sories in order to interpret objects through the lenses of the stylistic era
to which they belonged through their design and materials* and to also
contextualize them historically and sociologically, as items of a certain
space and time. The exhibition was noticed by the wider public, garnering
positive reviews by the audience which visited it in great numbers in the
period between May 2017 and January 2018. In 2018 the following exhibition
was organized, titled Koraci, susreti i splitske mijene (Footsteps, Encoun-
ters and the Shifting Seasons of the City of Split) and from November

of 2019 until March of 2020 the Museum of Slavonia in Osijek is hosting
the exhibition "From Rococo to Art Nouveau."

ANEW MOMENTUM — FROM THE
MUSEALIZATION OF CLOTHES TO THE
MUSEALIZATION OF FASHION

When Ms. Bozena Martinéevi¢, a fashion designer, decided to donate one
of her fashion creations called "Traditional Costume from the Old Town of
Split" to the Split City Museum in 2011, no one could foresee that this would
be the beginning of our musealization of fashion (Fig.2). The Museum's
Collection of Textile and Fashion Accessories had been mainly focused on
acquiring historical clothes, fashion accessories, and jewelry dating from

3 — From Rococo to Art Nouveau—The Culture of Dress and Fashion Accessories—
A Selection from the Holdings of the Collection of Textile and Fashion Accessories, ed.
Darka Perko Kerum. Split: Split City Museum, 2017.

4 — Simonc¢i¢, Katarina Nina. "Uvod u povijest mode: Induktivna, deduktivnai
mnemotehni¢ka metoda." Teorija i kultura mode. Discipline, pristupi, interpretacije, ed.
Zarko Pai¢ and Kresimir Purgar. Zagreb: Sveugiliste u Zagrebu, Tekstilno-tehnoloski
fakultet, 2018: 35-57.
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tako da se predmet interpretira kroz stilsko razdoblje kojem po svojoj kon-
strukciji i materijalima pripada* te da ga se sagleda kroz povijesni i socio-
loski kontekst vremena i prostora. Izlozba je vrlo lijepo odjeknula u javnosti
jer ju je za vrijeme trajanja od svibnja 2017. do sije€nja 2018. godine posjetio
znatan broj posjetitelja. Godine 2018. organizirana je sljedeca izlozba o
odijevanju Koraci, susreti i splitske mijene, a od studenog 2019. do ozujka
2020. Muzej Slavonije u Osijeku ugostio je izlozbu ,,0d rokokoa do secesije.*

NOVI.ZAMAH — 0D MUZEALIZACIE
ODJECE DO MUZEALIZACIJE MODE

Kada je u ljeto 2011. godine modna kreatorica Bozena Martin¢evi¢ odlucila
Mugzeju pokloniti jednu svoju modnu kreaciju pod nazivom Starogradska
splitska nos$nja nitko nije ni slutio da ¢e to biti samo uvertira u muzealizaciju
mode (Sl. 2). Do tog trenutka Zbirka tekstila i modnog pribora uglavnom je
bila usmjerena na prikupljanje povijesne odje¢e, modnog priborainakita od
pocetka 18. stoljeca do danas, a u svrhu ¢uvanja, prou¢avanja, preispitiva-
nja drustvenih, politickih i ekonomskih prilika u Splitu i okolici. Odijevanje je
za Zbirku tekstila i Muzej grada Splita do tada prou¢avano kao kulturoloski
fenomen, a cija su se istrazivanja oslanjala na klasi¢cnu metodu istrazivanja,
odnosno na povijesno umjetnicku analizu odjevnog predmeta, prosirenu
arhivskom, fotografskom i hemeroteénom gradom Muzeja®. Punih osam
godina kasnije, u lieto 2019. godine Bozena Martinéevi¢ ponudila je Muzeju
grada Splita donaciju ostale dvadeset i tri modne kreacije. Uz povremene
modne revije odrzavane zadnjih dvanaest godina, one su nakon zatvaranja
modnog salona Nostalgija bile pohranjene u njenom domu. Uz ovu vrijednu
gradu Bozena Martincevic¢ je takoder donirala i bogatu dokumentaciju: dva
fotoalbuma, jedan s fotografijama tapiserija, a drugi s modnim fotografi-
jama iz Nostalgije u Marmontovoj ulici; dva fascikla s novinskim ¢lancima,
osvrtimaiintervjuima od 1995. do 2009. godine te jedan fascikl s prizna-
njima i zahvalama koje je primila za svoj dugogodi$nji rad.

4 — Simon¢i¢, Katarina Nina. ,Uvod u povijest mode. Induktivna, deduktivna i mnemo-
tehnicka metoda.“ Teorija i kultura mode. Discipline, pristupi, interpretacije, ur. Kresimir
Purgar, Zarko Pai¢. Zagreb: Sveuciliste u Zagrebu, Tekstilno-tehnoloski fakultet,

2018: 35-57.

5 — lbid.
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the early 18th century onwards, while its main aim is to preserve study,
and analyze the social, political, and economic contexts in Split and its
surroundings. The Museum's traditional approach to the culture of dress
had been to address it as a cultural phenomenon, while relying on the clas-
sical research methodology of conducting a historical and artistic analy-
sis of each clothing item, which included the Museum's photo and news-
paper archives.® Some eight years later, in the summer of 2019, Bozena
Martincevi¢ offered her remaining twenty-three fashion creations to the
Split City Museum. When she decided to close her renowned Nostalgija
fashion store in 2007, she took these pieces of artistic fashion to her home,
where they had been stored for the previous twelve years, with the excep-
tion of an occasional display at fashion shows. In addition to this highly
valuable collection, Bozena Martinc¢evic has also donated her immensely
precious private archival records: two photo albums, one containing
photographs of her tapestries and another with fashion photographs

from the Nostalgija store on Marmontova Street in Split; two folders with
newspaper articles, reviews, and interviews dating from 1995 to 2009;

and one folder with recognitions and acknowledgments she received for
alifetime of devoted work.

As the collection's curator | quickly realized that this donation was

an opportunity to modernize the Museum's approach and mission in the
collection of material for the Collection of Textile. This modernization

also opens up the possibility of a future reorganization of the Collection.
The Collection of Textile, as was mentioned earlier, contains a wide variety
of textile materials, but not enough actual items to form an additional,
independent collection, resulting in a discrepancy of data within the

same collection.

What is more important, however, is that BoZzena Martincevic's donation
of her fashion creations created an opportunity for the Split City Museum
to adopt contemporary theoretical approaches in the study of material
culture in fashion, where fashion, according to the fashion historian
Aileen Ribeiro, comes closest to art.® As a gesture of gratitude for this val-
uable donation, the Split City Museum organized a public presentation

of the donation in December 2019, and then for the Night of the Museums

—
5 — Ibid.
6 — Ibid.
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Kao kustosica Zbirke vrlo brzo sam shvatila da je ova donacija prilika da

se osuvremeni pristup i misija prikupljanja muzejske grade u Zbirci tekstila.
Osuvremenjivanje pristupa u daljnjem razvoju i formiranju Zbirke Muzeju
takoder omogucuje da se barem odskrinu vrata mogucéoj, buduéoj reorgani-
zaciji Zbirke. Zbirka tekstila, kao $to je vec¢ ranije navedeno, u svom fun-
dusu ima raznorodnu tekstilnu gradu koja brojéano nije toliko opsirna da bi
se formirale nove zbirke, ali stvara nesklad podataka unutar iste zbirke.

Ono sto je pak vaznije, ovom donacijom modnih kreacija splitske i hrvatske
modne dizajnerice Bozene Martincevi¢, Muzej grada Splita dobio je priliku
da bude ukorak sa suvremenim teorijskim pristupima u izu¢avanju materi-
jalne kulture u modi gdje se moda, prema povjesnic¢arki odje¢e i mode Aileen
Ribeiro, najvise priblizava umjetnosti®. Za zahvalnost na ovoj vrijednoj dona-
ciji Muzej grada Splita uprili¢io je tijekom prosinca prezentaciju donacije
javnosti, a za No¢ muzeja 3. sijeCnja 2020. otvorena je izlozba pod nazivom
Nostalgija u novom ruhu. 1zlozba je popra¢ena istoimenim katalogom. Kao
autorica izlozbe i kustosica Muzeja odlucila sam se za pocetak ipak na jedan
klasi¢niji pristup prezentiranju modnih kreacija. S obzirom na to da je Bozena
Martincevi¢ tijekom svog stvaralackog rada u modnom dizajnu od poéetka
80-ih godina pa prakti¢ki do danas sudjelovala na brojnim modnim revijama,
smatrala sam kako je sazrelo vrijeme da se njen umjetnicki pristup modi pre-
zentira kao fenomen koji je ostavio pecat u povijesti modnog dizajna na tlu
Hrvatske. Cilj ove izloZbe stoga je bio da opus umjetnice i modne kreatorice
Bozene Martincevi¢ predstavimo kao njen nemjerljivi doprinos u brisanju
granica izmedu modnog dizajna i umjetnosti. Modne kreacije, ukupno njih
23, prezentirane su na modnim lutkama. Izlozba je bila postavljena u galeriji
Muzeja grada Splita u Dioklecijanovoj ulicii nastavljala se kroz stalni postav
Muzeja. U galeriji su uz lutke bila izlozena razna muzeografska i likovno
zanimljiva rjeSenja, poput runa i éesljeva za runo, velikih fotografija Bozene
Martincevi¢ uz tkalacki stan gdje je radila svoje tapiserije, te informativni
panoi preko kojih su posjetitelji mogli viSe saznati o razdobljima njenog stva-
ralastva te o njenom kultnom modnom salonu Nostalgija po ¢emu je i izlozba
dobila naziv Nostalgija u novom ruhu. U tom prvom dijelu izlozbe posjetitelji
su mogli steéi bitne informacije o njenom radu te im je prezentirana po jedna
ili dvije modne kreacije iz svih razdoblja njenog stvaralastva, pocevsi od
kaputa nastalih od njenih tkanih tapiserija do suvremene Spli¢anke,
Splicanke iz 2090. godine. Nastavak izlozbe slijedio je zatim kroz stalni

6 — lbid.
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on January 31, 2020, the Museum opened an exhibition titled Nostalgija

u novom ruhu (New Garments of Nostalgia). The exhibition was accom-
panied by a catalogue of the same name. As the creator of this exhibition
and the Museum's curator | opted for a more classical approach to the
presentation of these fashion creations. Since Ms. BoZzena Martincevi¢
took part in a large number of fashion shows throughout her fruitful fash-
ion designing career since the early 1980s, | thought the time was ripe

to present her artistic approach to fashion as a phenomenon which has
left a significant mark on the history of fashion design in Croatia. The pur-
pose of the exhibition therefore was to present the opus of the artist and
fashion designer Bozena Martin¢evi¢ as herimmeasurable contribution
to the breaking down of borders between fashion design and art. The
fashion creations, a total of 23, were presented on mannequins. The exhi-
bition was set up in the Split City Museum's gallery in Diocletian Street,
as well as throughout the Museum's permanent display. Next to the man-
nequins in the gallery, various museographical and visually interesting
elements were displayed, such as wool and wool combs, large photo-
graphs depicting Bozena Martincevic next to her weaving loom where
she worked on her tapestries, and information panels where the public
could find out more about the different phases of her creativity and about
her renowned store Nostalgija, after which the exhibition was titled—
New Garments of Nostalgia. In this first part of the exhibition, visitors
could learn relevant information about her work, while having on display
one or two fashion creations from each phase of her creative work, span-
ning from coats made from her tapestries to the modern woman of Split,
"A Woman from Split's Far Future, AD 2090." The rest of the exhibition
was interspersed throughout the Museum's permanent display. Since
Bozena Martin€evi¢ sought her inspiration from the inexhaustible springs
of tradition found in the Dalmatian hinterland, along the coast, in the

city of Split, as well as among the plains of Slavonia, it was a challenge
toincorporate the fashion creations into the permanent museum display
which chronologically follows the city's development from the times of
Diocletian until the beginning of the 20th century. In addition to the visual
aspect of the display, we used a method of suggestion: a contemporary
shepherd and shepherdess were displayed in the rural ambience of a
Pre-Romanesque house, White and Black Female Equestrians were dis-
played next to holdings thematizing the city's defense system, and a
fashion creation with motifs from Bosnia and Herzegovina was displayed
next to weapons from the Ottoman era (Fig. 3).
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postav Muzeja. S obzirom na to da se Bozena Martincevi¢ za cijelog svog
stvaralastva vise ili manje napajala iz neiscrpnog vrela tradicije Dalmatin-
ske zagore, priobalja, Splita, pa i Slavonije, izazov je bio inkorporirati modne
kreacije kroz muzejski postav koji kronoloski prati povijesni razvoj grada od
Dioklecijana do pocetka 20. stoljeca. Osim likovnog aspekta postava, koristili
smo se metodom sugestije: suvremeni pastir i pastirica izlozeni su u rustikal-
nom ambijentu predromanicke kucéice, Bijela i Crna Alkarica izlozene su uz
dio postava koji govori o obrani grada, modna kreacija s bosanskohercego-
vackim motivima izlozena je uz oruzje iz Osmanskog Carstva (Sl. 3).

Katalog koji je tiskan uz izlozbu podijeljen je na dva dijela’. Prvi dio bavi se
radom Bozene Martincevic, njenim pocetcima s vunenim tkanjem i vunenim
tapiserijama, govori o modnom salonu Nostalgija i njegovom znaéaju za
grad Split u ratnim vremenima te daje razvojni pregled stvaralastva Bozene
Martincevi¢. Drugi dio kataloga analizira modne kreacije koriste¢i pristup
gdje se modni predmet analizira kao primarni izvor materijalne kulture?.
Koristeci se sustavom povijesno umjetnicke analize i deskripcije opisuju se
modne kreacije i materijali, a zatim se metodom dedukcije interpretira
interaktivnost predmeta izmedu tradicije i suvremenosti.

Donacija modnih kreacija Bozene Martincevic¢ znacajan je zaokret u smjeru
prikupljanja, prouc¢avanja i prezentiranja predmeta iz Zbirke tekstila i mod-
nog pribora. To svakako ne znaci da ¢emo se odreci dosadasnjeg pristupa

u prezentaciji i obradi povijesne odjece, jer Muzej grada Splita je prven-
stveno povijesni muzej. Ipak, ovom donacijom i njenom prezentacijom kroz
izlozbu i katalog Muzej je pokazao javnosti da Zeli i¢i u korak sa suvremenim
pristupima u obradi grade i njenoj prezentaciji. Osim toga Muzej, kao mje-
sto sabiranja znanja, duzan je prikupljati, Cuvati i prezentirati suvremene
predmete kao nosioce sadasnjih znanja i time poticati kreativnu i stvara-
lacku energiju sredine u kojoj djeluje, a po moguénostii doprinijeti ekonom-
skom prosperitetu lokalne zajednice potic¢ucije na nove i drugacije kreacije
kao sto su to bile i ostaju kreacije Bozene Martincevic.

*

A—
7 — Nostalgija u novom ruhu: donacija modnih kreacija BoZene Martincevi¢ Muzeju grada
Splita, ur. Darka Perko Kerum. Split: Muzej grada Splita, 2020.

8 — Vene, Lea. “Muzealizacija mode, izmedu kulturne i komercijalne proizvodnje.”
Teorija i kultura mode. Discipline, pristupi, interpretacije, ur. Kresimir Purgar, Zarko Paié,
Zagreb: Tekstilno-tehnoloski fakultet, 2018: 163-181.
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The accompanying catalogue is divided into two parts’. The first part
focuses on Bozena Martincevié's work, her beginnings in wool weaving
and woolen tapestries, her fashion store Nostalgija and its significance for
the city of Split during the Homeland War, and a chronological overview

of her creative work. The second part of the catalogue analyzes the fashion
creations using the methodological approach in which the fashion object
is analyzed as a primary source of material culture.® The fashion creations
and materials are described using the system of historical and artistic
analysis, and the deductive method is then used to interpret the interactiv-
ity of an object between tradition and modernity.

The donation of Bozena Martincevic's fashion creations marks an
important turn in the Museum's approach to collecting, analyzing, and
presenting of objects in the Collection of Textile and Fashion Accessories.
This certainly does not mean that we will give up our traditional approach
of exhibiting and primarily analyzing historical clothes, because the Split
City Museum is primarily a historical museum. Nonetheless, with this dona-
tion, and its presentation through an organized exhibition and publishing
of an accompanying catalogue, the Museum has shown to the public

that it aspires to follow contemporary methodology in the analysis and
presentation of museum items. Besides, the Museum, as a place dedicated
to the collection of knowledge, is also required to collect, preserve, and
present contemporary items as vessels of present-day knowledge and thus
inspire the creative energy of its surroundings and possibly contribute to
the economic prosperity of the local community, fostering it to bring forth
new and different creations such as these by Bozena Martincevic.

L 2

A—
7 — Nostalgija u novom ruhu: donacija modnih kreacija Bozene Martinc¢evi¢ Muzeju grada
Splita, ed. Darka Perko Kerum. Split: Split City Museum, 2020.

8 — Vene, Lea. "Muzealizacija mode: Izmedu kulturne i komercijalne proizvodnje."
Teorija i kultura mode. Discipline, pristupi, interpretacije. Ed. Zarko Pai¢ and Kresimir
Purgar. Zagreb: Tekstilno-tehnoloski fakultet, 2018: 163-181.
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MSc. Aida Brenko
Museum Adyvisor, Ethnographic museum,
Zagreb, Croatia

SUMMARY

Folklore costumes in the Zagreb Ethnographic Museum are among most
collected, interpreted and exhibited artefacts. Ethnographic collecta-
bles are still predominantly associated with rural culture as the embod-
iment of national heritage. Over the course of Croatian history, fashion
was often perceived as the tyrant who undermines features of national
heritage. Therefore we wonder whether there is room for fashion in the
ethnographic museum. By analysing the collections, we can observe
changes in folklore costumes under the influence of different style

eras and urban fashion. In the 19th and 20th centuries, the government
stimulated the production based on traditional rural craftsmanship.

The Museum also played a significant role in encouraging this produc-
tion, whereas the Museum’s collections were a source of inspiration for
designing the clothes for urban population. The connection between the
collections and creative industries was again reinforced with the Muse-
um’s mission in 2015 and the setup of the collection of contemporary
clothing. Placing the artefacts in a new context and their reinterpreting
them within new collections and fashion related practices increases
their significance; a reflexive approach behind these practices lies in the
core of ethnographic methods.
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Mr.sc. Aida Brenko
Muzejska savjetnica, Etnografski muzej,
Zagreb, Hrvatska

SAZETAK

Narodne nos$nje u Etnografskom muzeju u Zagrebu najéesée su sabirani,
interpretirani i izlagani predmeti. Mnogi i danas etnografsku gradu
prvenstveno povezuju sa seljackom kulturom koja utjelovljuje nacionalnu
bastinu. Moda se pak u razli¢itim momentima hrvatske povijesti prikazivala
kao tiranka koja potkopava ta nacionalna obiljezja. Stoga se pitamo: ima li
mjesta modi u etnografskom muzeju? Analizom grade otkrivamo kako su se
nosnje mijenjale pod utjecajima stilova razlicitih epoha i gradanske mode.

S druge strane, vlasti su u 19. i 20 st. poticale gospodarsku proizvodnju
temeljenu na tradicionalnom seljackom i obrtnickom umijecu, pri ¢emu je
muzejska grada bila inspiracija za izradu modnih predmeta namijenjenih
gradanskom sloju, a jedna od zadac¢a Muzeja je poticanje te aktivnosti. Veza
izmedu zbirki i kreativnih industrija potvrdena je i misijom Muzeja iz 2015.
otkad postoji i Zbirka suvremene odjece. Stavljanjem predmeta iz starih
zbirki u novi kontekst te njihovim povezivanjem s novom zbirkom i praksama
u kontekstu mode siri se i obogacuje njihov znacaj, a refleksivni pristup
takvim aktivnostima u samoj je srzi etnografske metode.
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MODERN VS.TRADITIONAL

Economic, social and cultural changes brought on by the French and Indus-
trial revolutions introduced mechanization in manufacturing processes,
which led to the expansion of market and capital, and the availability

and hence consequential higher consumption of products. Progress and
modernization became global goals. The concepts of technological progress
and novel practices in arts and crafts gained prominence with the Great
Exhibition in the Crystal Palace in 1851, and the establishment of the Vic-
toria and Albert Museum the following year, which was also marked by the
opening of Le Bon Marché, the first department store in Paris. The invention
of photography in 1839 enabled a fast reproduction of visual information.

World fairs and international expositions in the second half of the 19th
century became a stage for a sort of an international competition. However,
the need to emphasize the differences and specific features and to define
national culture came along with the demonstration of national power
and achievements. The Age of Enlightenment fostered beliefs that

a nation’s rural culture should be perceived as authentic, autochthonous
and different from the culture of all other nations, and should therefore

be valued as the foundation of national identity. Such notions lead to

the exposition of ethnographic material at the Parisian Exposition Univer-
selle in 1867, which would soon grow into a trend in other expositions

of that kind. The representation of the rural lifestyle through the staging
of the so-called "peasant rooms" equipped with furniture and mannequins
in folklore costumes exerted great influence on the establishment of

first national and open-air museums.

1—Stoklund, Bjarne. “The role of the International Exhibitions in the Construction of
National Cultures in the 19th Century,” Ethnologia Europaea 24,1994: 35-44.
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MODERNO-TRADICI)SKO

Gospodarske, drustvene i kulturne promjene zapocete industrijskomi
Francuskom revolucijom dovele su do strojne proizvodnje, Sirenja trzista
i kapitala, dostupnosti proizvoda, a samim tim i njihove potrosnje. Glavni
je cilj postao progres i modernizacija. Velikom izlozbom 1851. u londonskoj
Kristalnoj palacii otvaranjem Victoria i Albert muzeja naredne godine,
ideje tehnoloskoga napretka i novih umjetnickih praksi i zanata dobivaju
istaknuto mjesto. Te iste godine otvara se i prva robna kuca u Parizu,

Le Bon Marché. Ideje ubrzane reprodukcije vizualnih informacija takoder
su se proSirile otkricem fotografije 1839. godine.

U drugoj polovici 19. stolje¢a medunarodne gospodarske izlozbe postale

su neka vrsta utrke medu nacijama. No, paralelno s dokazivanjem napretka

i moci javlja se potreba za isticanjem razlika u odnosu na druge, za naglasa-
vanjem specificnih karakteristika, za odredenjem nacionalne kulture. Prema
prosvjetiteljskim shvacanjima pretpostavljalo se da je seljacka kultura
izvorna, razlicita od kulture svih drugih naroda te da na osnovi pucke kulture
valja konstruirati nacionalni identitet. Takva su shvaé¢anja dovela do izlaga-
nja etnografskoga materijala na gospodarskoj izlozbi u Parizu 1867. godine,
sto je ubrzo postalo uobi¢ajeno i na drugim izlozbama toga tipa. Nacin
prikaza narodnoga zivota pomocu tzv. seljackih soba opremljenih namjesta-
jem i lutkama obuéenim u narodnu no$nju imao je utjecaja i na postave
prvih narodnih muzeja i muzeja na otvorenom.'

1— Stoklund, Bjarne. “The role of the International Exhibitions in the Construction of
National Cultures in the 19th Century,” Ethnologia Europaea 24,1994: 35-44.
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This era also brought the establishment of European national states

and museums as modern institutions. Ethnology and cultural anthropol-
ogy were constituted as sciences. The role of the museums established
at that time was primarily to define dominant national values®. Although
the placement of an item in a museum depends on different criteria,
they still reside on the predominant ideology rooted in the museum man-
agement practices. The main criteria for the selection and placement
of artifacts in ethnographic collections were the age, esthetic qualities
and the rural origin of the items in question. However, it should be noted
that the items in question were often contemporary, but were perceived
as antique due to traditional manufacturing and decorating techniques.
Folklore costumes were among the most popular collectables, regard-
less of the fact that they were still worn on a daily basis in many parts of
Croatia until the 1950s. The presumptions of the permanent nature of the
elements in traditional culture are reflections of the igth century con-
cepts inspired by the ideas of Romanticism. Idealized depictions of rural
life, as perceived by the urban population, helped foster patriotism and
a sense of national identity. In a world swirled by rapid changes, it was
important to emphasize the permanence and consistency of tradition as
a counterforce to modern lifestyle, extensively shaped by imperatives

of fashion and a sense of modernity.

ON FASHION (IN GENERAL)

Many authors consider fashion a universal principle and a cultural compo-
nent that goes far beyond clothing and is infiltrated into all segments of
human life. Fashion shapes culture as a means of expression and a regulator
of social relations.? Fashion is different from both culture and style as their
specific manifestation. While style implies certain persistence over a longer
period, fashion is a short-lived, inconsistent and dynamic phenomenon.
Robert Konig explains that variations and deviations from the norm that can
lead to the collapse of traditional forms of contemplation, expression and

2 — This function of museums is evident in the contemporary society, where particularly
national museums are still an instrument for expanding knowledge, reinforcing power and
defining national values.

3 — Konig, Robert. The Restles Image, A Sociology of Fashion. London: George Allen and
Unwin Ltd, 1973.
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To je ujedno i vrijeme nastanka europskih nacionalnih drzava, ali i muzeja

kao modernih institucija. U tom se istom dobu etnologija / kulturna antropo-
logija konstituira kao znanost. Uloga tada nastalih muzeja u prvom je redu
bila odrediti i definirati dominantne nacionalne vrijednosti.> Mada kriteriji

za muzealizaciju odredenoga predmeta mogu biti razli¢iti, oni ipak pocivaju
na prevladavajucoj ideologiji na kojoj se temelji rad muzeja. Glavni kriteriji
izbora predmeta za etnografske zbirke bili su starost i estetske karakteristike,
kao i ruralno podrijetlo predmeta. Ipak valja napomenuti da se ¢esto radilo o
suvremenim predmetima koji su se dozivljavali kao starinski zbog tradicijskih
nacina izrade i ukrasavanja. No$nje, koje su u tom vremenu bile omiljeni pred-
met sabiranja, u mnogim su se dijelovima Hrvatske svakodnevno nosile do
1950-ih godina. Shvacanja o nepromjenjivosti elemenata tradicijske kulture
odraz su koncepcija 19. stolje¢a, nadahnutih idejama romantizma. Idealizirani
prikazi seljackoga Zivota bili su slika koju je gradanski sloj imao o toj kulturi

i koja je sluzila izgradniji patriotskih i nacionalnih osjec¢aja. U svijetu koji

se poceo mijenjati sve vecom brzinom bilo je vazno naglasavati nepromjenji-
vost i postojanost tradicije kao opreku suvremenim naéinima zivota cija
jedna od glavnih karakteristika, kako se tada isticalo, postaje modai svijest

o modernosti.

0 MODI

Mnogi autori modu smatraju univerzalnim principom, komponentom
kulture koja podrazumijeva sve segmente ljudskoga Zivota, a ne samo
odjecu. Ona oblikuje kulturu kao izrazajno sredstvo i kao regulator
drustvenih odnosa.® Moda se razlikuje od kulture, alii od stila kao njezine
specificne pojavnosti. Dok je stilu svojstvena nepromjenjivost tijekom
duzeg razdoblja, moda je kratkotrajan, nepostojan i dinami¢an fenomen.
Robert Kénig objasnjava kako u nekoj zajednici ili drustvu uvijek postoje
varijacije i devijantna odstupanja od normi koja mogu dovesti do narusa-
vanja tradicijskih oblika misljenja, izrazavanja i ponasanja. Nagomilane

2 — Ta je uloga muzeja vidljiva i u suvremenom drustvu gdje osobito muzeji nacionalne
razine i dalje predstavljaju instrument za proizvodnju drustvenoga znanja povezanog s moci
i normiranjem nacionalnih vrijednosti.

3 — Konig, Robert. The Restles Image, A Sociology of Fashion. London: George Allen
and Unwin Ltd, 1973.
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behavior are always present in a community or a society. Piled up contra-
dictions cause root changes, which ultimately lead to the reconstitution of
order, allowing fashion to emerge with new forms and interpretations within
the framework of all regulatory systems. Its compulsive character, which

is also inherent to style and customs, leads to the abandonment of previous
forms and acceptance of new ones over a stabilization period, necessary

to its original opponents to adapt to changes. Fashion is simultaneously a
unifier, and an indicator of social stratification. Fashion is hence a universal
phenomenon in time and space.*

French philosopher Gilles Lipovetsky defines fashion as a typically West-
erninvention having emerged in Europe on the decline of the medieval era
for primarily philosophical and religious reasons: secularization, individ-
ualization, abandonment of feudal cults and Christian morality in the
perception of corporeality and sin, along with rebellion against collective
norms. According to Lipovetsky, these changes lead to the emergence of
the fashion phenomenon, whose followers played a significant role in the
establishment of modern democracy, glorification of modern society and
promotion of individuality and hedonism. Lipovetsky believes that fashion
played its historical role by conforming the society to its very self.® This
author also takes credit for the widely accepted periodization of fashion
and clothing, according to which the contemporary notion of fashion
started to ripen after the aristocratic-artisan phase and reached its matu-
rity in the period between mid-1850s and 1950s, with the emergence of
fashion designers, fashion houses and the production of prét-a-porter. In
this period, fashion became homogenous, centralized and international-
ized, reaching its peak in terms of production, consumption and communi-
cation in the present day.®

This paper will further on discuss fashion in the context of clothing. The
manner in which clothing was categorized in ethnographic museums was
reflective of what clothing was considered to be from the ethnographic
point of view. Earlier trends in Croatian ethnology defined the subjects of

4 — Ibid.

5 — Lipovetsky, Gilles. The Empire of Fashion: Dressing Modern Democracy. Princeton:
Princeton University Press, 1994.

6 — lbid.
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proturjeénosti uzrokuju korjenite promjene poslije kojih slijedi ponovno
uspostavljanje reda. Tad se javlja moda koja nudi nove oblike i znac¢enjau
okviru svih regulatornih sustava. Njezin prinudni karakter, svojstven tako-
der stilu i obic¢ajima, dovodi do napustanja prethodnih oblika i usvajanja
novih tijekom vremena stabiliziranja potrebnoga za prilagodbu i onima koji
su prvotno bili njezini protivnici. Ona s jedne strane ujedinjuje, a s druge
pridonosi obiljezavanju drustvene raslojenosti. Zato je ona vremenski i
prostorno univerzalni fenomen.*

Gilles Lipovetsky, francuski filozof, modu definira kao tipicno zapadnjacki
izum, koji je nastao u Europi koncem kasnoga srednjeg vijeka zbog razloga
koji su prvenstveno filozofsko-religijske naravi: sekularizacija, individualiza-
cija, napustanje feudalnih kultova i kr§¢anskog morala povezanoga s tjele-
snoscu i grijehom, kao i suprotstavljanje podredivanju kolektivu i njegovim
normama. Te su promjene po njemu dovele do stvaranja mode, koja je, kao

i njezini sljedbenici, imala vaznu ulogu u stvaranju moderne demokracije,
velicanju drustvene sadasnjosti i promoviranju individualnosti i hedonizma.
Moda je, smatra Lipovetsky, obavila svoju povijesnu ulogu ustrojivsi drustvo
prema vlastitom uzoru.® Taj je autor zasluzan i za Siroko prihvacenu perio-
dizaciju mode odijevanja po kojoj poslije aristokratsko-zanatske faze moda
dostize zrelo doba u razdoblju od sredine 1850-ih do 1950-ih pojavom modnih
kreatora i modnih kuca, ali i konfekcijske proizvodnje koja imitira visoku
modu. Moda u tom vremenu postaje homogena, centralizirana i internacio-
nalizirana, a svoj vrhunac postize nac¢inima proizvodnje, potrosnje i komuni-
kacije u suvremenom dobu.®

U daljnjem ce se tekstu raspravljati o modi u kontekstu odijevanja. Nacin
kako se u etnografskim muzejima kategorizirala odjec¢a bio je odraz onoga $to
se u etnoloskom smislu podrazumijevalo pod tim pojmom. Starija hrvatska
etnologija odredila je predmet etnoloskih prou¢avanja pojmom naroda, $to
jeimalo za posljedicu ograni¢enje prouc¢avanja i sabiranja odjevnih predmeta
na narodnu nosnju (Sl.1). Taj je pojam oznaéavao odjecu seljackoga drustve-
nog sloja, najéesce sve¢anu varijantu izradenu tehnikama i materijalima iz
predindustrijskog razdoblja. Kulturno-historijski pristup, koji je s viemenom

4 — lbid.

5 — Lipovetsky, Gilles. The Empire of Fashion: Dressing Modern Democracy. Princeton:
Princeton University Press, 1994.

6 — Ibid.
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its research as pertaining to folklore, which greatly narrowed the scope
of research and reduced garment collections to solely folklore costumes
(Fig.1). This term denoted clothing of the rural social class, most com-
monly ceremonial varieties manufactured by employing preindustrial
techniques and materials. The cultural-historical approach, which would
later become predominant in the Croatian ethnology, studies folklore
costumes from their functional aspect together with manufacturing
techniques of both textiles and ornaments, establishing correlations with
other cultural influences. After the Migration Period, Slavic culture was
greatly influenced by the already present Balkan heritage, later accom-
panied by a variety of more recent influences from Turkey and the Orient,
Pannonia, the Alps and Apennines, whereas the latest influence was
exerted by urban areas.” Many changes in rural culture can be explained
through the influences coming from higher social classes. These pro-
cesses have been a part of each period in history; however, unlike those
in the more distant past, the changes brought on by modernization

were not an ethnological point of interest. Precisely at that period, rural
clothing underwent a series of transformations and was threatened to
become completely extinct through the influence of fashion, which was
often referred to as the "tyrant" by the then press, since it undermines
the economic, social and national foundations. Folklore costumes were
often exploited for political purposes amidst the battle against foreign
influences in economy and politics. Fashion came to represent what was
considered foreign and cosmopolitan, while folklore costumes would
symbolize what was domestic and our own.

The 1970s brought on the expansion of the scope of ethnographic
research in chronological and spatial context to items pertaining to the
culture the researchers themselves live in, hence calling for the redefini-
tion of ethnographic artifacts. Continued research of the interrelation
between rural and urban clothing styles had further emphasized this
dichotomy. Folklore costume was defined as "a type of clothing wornin
relatively stable segments of the society such as ethnic groups, villages
and regions that are more exposed to their own internal influences, rather
than to everyday impulses of the global, social and communication sys-
tems. Fashion encompasses clothing whose origin resides on the global

7 — Gavazzi, Milovan. “Etnografijski sastav (hrvatskog sela).” Zemljopis Hrvatske 2,
1942: 639-673.
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prevladao u hrvatskoj etnologiji, no$nju je prouc¢avao s aspekta funkcije
predmeta i tehnike izrade materijala i ukrasa, dovodeciih u vezu s utjecajima
iz drugih kulturnih podruéja. Na slavenski je kulturni sloj poslije seoba utje-
cala zatecena balkanska bastina, a na tu osnovu izvrsen je upliv kroz
tursko-orijentalni, panonski, alpski i apeninski utjecaj, dok najnoviji dolazi iz
gradskih sredina.” Brojne mijene seljacke kulture objasnjavale su se takoder
utjecajima koji su dolazili iz visih slojeva drustva, §to su procesi koji su se
odvijali u svim epohama, no za razliku od onih u proslosti, promjene nastale
dolaskom modernizacije nisu bile predmet etnoloskog zanimanja. Odjec¢a na
selu upravo je u tom razdoblju dozivljavala niz transformacija i prijetila joj je
opasnost da je moda, koja se u tadasnjem tisku ¢esto nazivala tirankom, jer
potkopava ekonomske, moralne i nacionalne temelje, u potpunosti unisti.

U duhu borbe protiv stranih utjecaja u ekonomiji i politici narodna se no$nja
cesto instrumentalizirala u politicke svrhe. Moda je predstavljala strano i koz-
mopolitsko, a no$nja ono sto je domace i nase.

Prosirenje predmeta etnografskih istrazivanja od 1970-ih godina u prostor-
nom i viemenskom kontekstu, kao i na ona vezana za kulturu u kojoj Zive sami
istrazivaci, pokrenulo je pitanja o redefiniciji pojma etnografski predmet.
Istrazivanja meduodnosa seoskog i gradskog odijevanja i dalje su naglasa-
vala tu dihotomiju. No$nja se definirala na sljedeci nacin: ,Odijevanjemu
relativno stabilnim segmentima drustva poput etnickih grupa, sela, regija,
koji su jace izlozeni vlastitim unutra$njim pritiscima negoli svakodnevnim
pritiscima globalnog drustvenog i komunikacijskog sustava. Moda obuhva¢a
odijevanije cije je ishodiste u globalnoj razini drustva, u ekonomskim proce-
sima (trziste, potrosnja); kao norma moda nailazi na razli¢ite prijeme u mikro-
organizmima drustvai dozivljava povratne utjecaje”.® Autorica takoder napo-
minje da se i u suvremenim uvjetima stvaraju nove nosnje, na primjer nosnja
tinejdzera, nosnja specifi¢nih suburbanih populacija, umjetnika.®

Mnogi etnolozi/ kulturni antropolozi vie koriste pojam odijevanje nego

moda, jer pod njim podrazumijevaju i fiksirane i modne varijacije. Odijeva-
nje se tako shvaca kao svi razli¢iti vidovi realizacije ili adaptacije modnog

A—
7 — Gavazzi, Milovan. “Etnografijski sastav (hrvatskog sela).” Zemljopis Hrvatske 2, 1942:
639-673.

8 — Rihtman Augustin, Dunja. Etnologija nase svakodnevice. Zagreb: Skolska knjiga,
1988: 110.

9 — Rihtman Augustin 1988: 17-18.
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social level, in economic processes (market, consumption); as a norm,
fashion finds different receptors in the microorganisms of the society
and undergoes feedback influences”.® This author also notes that new
costumes are being created in contemporary living conditions in the form
of outfits, such as outfits specific for teenagers, particular subcultural
groups, artists etc.’

Many ethnologists and cultural anthropologists prefer the use of the

term clothing to fashion, since the former encompasses both fixed and
modish costume. Clothing is therefore observed as an encompassing term
for different aspects of realization or adaptation of fashion standards
within every social group, in accordance with its economic power, social,
ethnic, religious, generational and gender identity, in accordance with
the group’s esthetic and moral values. Clothing also encompasses anti-
fashion styles, which reflect past fashion trends for various reasons."

Fashion becomes the focus of anthropological researches in the 1980s,
when many ethnologists and cultural anthropologists begin to interpret
social, cultural and historical processes and transformations, observed
through the prism of changes in clothing styles and related practices."
The fact is that there is no absolute agreement on what is fashion exactly.
Different disciplines use different interpretations of the term fashion,
often leading to misunderstandings and disturbances in the communica-
tion channel. The search for an all-encompassing, non-Eurocentric defi-
nition and the appropriate analytical framework for the study of fashion
resulted in establishing the subdiscipline of fashion anthropology, pro-
viding some important tools for tackling these questions. The specialty
of anthropological view lies in its intercultural, inclusive, holistic and

8 — Rihtman Augustin, Dunja. Etnologija nase svakodnevice. Zagreb: Skolska knjiga,
1988: 110.

9 — Rihtman Augustin 1988: n7-18.

10 — Prosi¢-Dvorni¢, Mirjana. Odevanje u Beogradu u 19. i pocetkom 20. veka. Beograd:
Stubovi kulture, 2006.

11— Three international congresses on the topic of clothing greatly contributed to

this shift: IXth International Congress of Anthroplogical and Ethnological Sciences,
held in 1973 in the USA, the 1983 conference titled Towards an Anthropology of Dress,
organized by the French National Center for Scientific Research (Centre National

de La Recherche Scientifique), and another 1983 conference organized by anthro-
pologists Annette B. Weiner and Jane Schneider in the state of New York (Taylor 2002).
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obrasca u okviru svake drustvene grupe u skladu s njenim ekonomskim
mogucnostima, drustvenim, etni¢kim, vjerskim, dobnim, spolnim i rodnim
pripadnostima, kao i prema estetskim i moralnim vrijednostima. Odijevanje
podrazumijeva i antimodne trendove, koji iz razli¢itih razloga odrzavaju
nekadasnju modu.'

Moda poginje ulaziti u fokus antropoloskih istrazivanja 1980-ih godina

kad velik broj etnologa / kulturnih antropologa po¢inje razumijevati i tuma-
¢iti drustvene, kulturne i povijesne procese i transformacije kroz istrazi-
vanje promjena u naéinu odijevanja i praksa vezanih za njih." Cinjenica je
da ne postoji suglasje oko toga sto je toéno moda. Razne discipline koriste
razlicite definicije mode koje dovode do medusobnog nerazumijevanja.

U potrazi za sveobuhvatnom, neeurocentriénom definicijom i odgovara-
jucim analitickim okvirom za prouc¢avanje mode nastala je poddisciplina
antropologije koja se naziva antropologija mode i koja nudi neke vazne
alate za bavljenje tom problematikom. Posebnost antropoloskog pogleda
je medukulturalni, inkluzivni, holisticki i relativisti¢ki pristup koji omogu-
¢ava otkrivanje zajednickih i univerzalnih karakteristika kao i cijeli niz vari-
jacija. Prema takvim shvacanjima odbacuju se definicije koje pod modom
oznacéavaju odredeni sustav proizvodnje, marketinga, predstavljanja i nose-
nja odjece koji se pojavio na modernom Zapadu, a potom se prosirio diljem
svijeta globalnim Sirenjem kapitalizma. Antropologija mode takoder
odbacuje pretpostavku da su odjevne prakse u malim predindustrijskim
drustvima viSe simbolicke nego estetske, stati¢ne i nepromjenjive, budugi
da takav stav reproducira neodrzivu i laznu dihotomiju izmedu modernosti
i tradicije, globalnog i lokalnog, Zapada i ostatka svijeta.'> Osim toga, ve¢
je pokazano kako su razli¢ite ,,tradicije za koje mislimo da imaju podrijetlo

10 — Prosi¢-Dvorni¢, Mirjana. Odevanje u Beogradu u 19. i pocetkom 20. veka. Beograd:
Stubovi kulture, 2006.

11 — Tomu su pridonijela i tri medunarodna kongresa na temu odijevanja: Deveti
medunarodni kongres antropoloskih i etnoloskih znanosti (IX International Congress

of Anthroplogical and Ethnological Sciences) odrzan 1973. u SAD-u, potom 1983.
konferencija Prema antropologiji odijevanja (Towards an Anthropology of Dress) u
organizaciji Francuskog nacionalnog centra za znanstvena istrazivanja (Centre National
de La Recherche Scientifique), te iste godine odrzana konferencija u organizaciji
antropologinja Annette B. Weiner i Jane Schneider u drzavi New York (Taylor 2002).

12 — https://www.academia.edu/i3162442/Fashion_Anthropology_Challenging_
Eurocentricity_in_Fashion_Studies (pristupljeno 23. o1. 2020.)
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relativistic approach that enables the tracing of common and universal
characteristics along with their countless variations. These insights inevi-
tably lead to the dismissal of the definitions that characterize fashion asa
system of production, marketing, presentation and consumption of cloth-
ing having emerged in the modern West and spread worldwide on the
wings of global capitalism. Fashion anthropology also rejects the assump-
tion that clothing practices in small preindustrial societies are static,
invariable and rather symbolic than esthetic; this assumption tends to
reproduce an unsustainable and false dichotomy between modernity and
tradition, global and local, the West and the rest of the world."” Besides,
it has been proved that various traditions, falsely believed to have been
established in distant past, have actually emerged rather recently in very
specific circumstances.”™

Both Western and non-Western fashion changes continuously in line
with social, cultural, political, religious and economic development.
This means that different fashion systems operating on different logical
principles and sense of time coexist simultaneously worldwide. Holism
yet assumes that every culture is unique and needs to be observed as
awhole.

Fashion anthropology studies a myriad of different processes, practices
and perceptions of the body which consumers use to choose and define
fashion, taking intricate human need to adorn and express through
fashion as its starting point. If this need is truly universal, so is fashion.
As opposed to dressing, which Ruth Barnes and Joanne Eicher define as
anything a person does with their body or puts on it, Yuniya Kawamura
defines fashion as an added, immaterial value that exists only as anidea.
Fashion can be defined as desirable clothing in given time and place,
whereby its desirability can be based on a wide range of social, political,
economic or religious values, or ideas associated with nostalgia, exclusiv-
ity, creativity, modernity, beauty, youth etc. What is considered fashion
in one place does not have to be valued as such elsewhere. In ethnology

12 — Jansen, Angelika. Fashion Anthropology: Challening Eurocentricity in

Fashion Studies, 2015. Url: https://www.academia.edu/i3162442/Fashion_Anthropology_
Challenging_Eurocentricity_in_Fashion_Studies (accessed January, 23, 2020)

13 — Hobsbawm, Eric. ,,Introduction: Inventing Traditions.“ In: The Invention of Tradlition,
ur. Eric Hobsbawm i Terence Ranger. Cambridge: Cambridge University Press, 1983: 1-14.
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u dubokoj proslosti prilicno novijeg datuma nastale u vrlo odredenim
uvjetima.'

Zapadnjacka i nezapadnjacka moda kontinuirano se stvaraju slijedeci drus-
tveni, kulturni, politicki, vjerski i gospodarski razvoj. To znaéi da na svijetu
postoje razliciti modni sustavi, koji djeluju po principima razli¢itih logika

i pojmova vezanih za vrijeme. Holizam pak polazi od pretpostavke da je svaka
kultura jedinstvena i da ju treba sagledavati u cjelini.

Modna antropologija istrazuje cijeli niz razli¢itih procesa, praksii shvaca-

nja tijela u skladu s kojima ljudi odabiru i definiraju modu polaze¢i od ljudske
potrebe za izrazavanjem pomocu odjece i ukrasavanja. Ako je ta potreba uni-
verzalna, onda je to i moda. Suprotno odijevanju, koje Ruth Barnes i Joanne
Eicher definiraju kao sve $to ¢ovjek radi s vlastitim tijelom ili stavlja na
njega," Yuniya Kawamura definira modu kao dodatnu, nematerijalnu vrijed-
nost odijevanja koja postoji samo u ideji. Moda je zeljena (desirable) odjeca
na odredenom mjestu i u odredenom trenutku, pri ¢emu se njezina pozelj-
nost moze temeljiti na Sirokom rasponu vrijednosti, bilo drustvenih, politi¢-
kih, ekonomskih, vjerskih ili na idejama povezanim s nostalgijom, eksklu-
zivnosti, kreativnosti, modernosti, ljepotom, mladostii dr.” Ono $to se na
jednom mjestu shva¢a modom, ne mora vrijediti i za druga mjesta. Za etnolo-
giju / kulturnu antropologiju zna¢ajna je etnografska metoda promatranja sa
sudjelovanjem koja istrazivacima omogucuje rad i s materijalnom i nemateri-
jalnom kulturom, otkrivanje ne samo svjesnih vec¢ i nesvjesnih oblika po-
nasanja. Vanjskom promatracu se odjeca neke zajednice moze ¢initi jednolic-
nom, no njezini pripadnici uvijek znaju $to se u odredenom trenutku ,,nosi.

14 — Barnes, Ruth i Eicher, Joanne. Dress and Gender: Making and Meaning in Cultural
Context. New York: Berg, 1992.

15 — Kawamura, Yuniya. Fashion-ology: An Introduction to Fashion Studies. Oxford i New
York: Berg, 2004.

16 — Tkalci¢, Vladimir. ,,Etnografski muzej u Zagrebu,” Narodna starina /1, 1922: 73-75.;
Tkalcic, Vladimir. “Etnografski muzej u Zagrebu 1919-1929. Povodom 10-godi$njice njegova
osnutka,” Narodna starina 9/22,1930: 132-148.; Kus Nikolajev, Mirko. Problem hrvatske
kucne radinosti. Zagreb, 1942.; Gjetvaj, Nada. Etnografski muzej u Zagrebu u povodu 7o.
obljetnice. Etnoloska istrazivanja 5. Zagreb: Etnografski muzej, 1989.; Eckhel, Nerina. 80
godina Etnografskog muzeja. Zagreb: Etnografski muzej, 1999.; Muraj, Aleksandra. Tragom
Antuna Jirouseka: etnografija u kulturnim i inim praksama,“ Etnoloska tribina 24, 2001
35-46.; Muraj, Aleksandra. ,Odnos gradanstva spram narodne nosnje i seljackog tekstilnog
umijec¢a,“ Narodna umjetnost 43/2, 2006: 7-40.
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and cultural anthropology, it is important to employ the ethnographic
method of observation and participation, which enables researchers

to work with both material and immaterial culture, and to recognize both
conscious and unconscious behavioral patterns. Clothing of a particular
community may seem monotonous to objective observers, but its mem-
bers always know what is in vogue in a given moment in time.

MUSEUM AND FASHION

In this chapter, | will attempt to apply these different understandings

of folklore costumes, fashion and clothing to the analysis of textile exhib-
its housed in the Ethnographic Museum in Zagreb. | will also outline

the advantages of interpretation and presentation of clothing in the Eth-
nographic Museum once it is set into the context of fashion.

Despite earlier initiatives by noted individuals (F. Racki, I. Kr§njavi, B.
Bogisi¢, J. Puri¢, S. Berger, V. Dezeli¢, A. Jirousek), the Ethnographic
Museum in Zagreb was first established in 1919."° The Museum was
opened in the building of Croatian Museum of Commerce and Crafts in
1904, as the youngest section of the National Museum. Salamon Berger
was named the first director, and Vladimir Tkalci¢ the first curator.”

Salamon Berger had already been familiar to the Croatian public as a
collector, wholesaler and industrialist. Before he was named the director
of the Museum, he had worked on creating a collection of ethnographic
objects and artifacts, while encouraging domestic manufacturing of
textiles and carpentry. In his most productive business era, he employed
1600 women who manufactured luxurious clothing and other textile

16 — Tkalgi¢, Vladimir. ,,Etnografski muzej u Zagrebu,” Narodna starina i/i, 1922: 73-75.;
Tkalci¢, Vladimir. “Etnografski muzej u Zagrebu 1919-1929. Povodom 10-godi$njice njegova
osnutka,” Narodna starina 9/22, 1930: 132-148.; Kus Nikolajev, Mirko. Problem hrvatske
kuéne radinosti. Zagreb, 1942.; Gjetvaj, Nada. Etnografski muzej u Zagrebu—u povodu 70.
obljetnice. Etnoloska istrazivanja 5. Zagreb: Etnografski muzej, 1989.; Eckhel, Nerina. 8o
godina Etnografskog muzeja. Zagreb: Etnografski muzej, 1999.; Muraj, Aleksandra. Tragom
Antuna Jirouseka: etnografija u kulturnim i inim praksama,” Etnoloska tribina 24, 2001:
35-46.; Muraj, Aleksandra. ,Odnos gradanstva spram narodne nosnje i seljackog tekstilnog
umijeca, Narodna umjetnost 43/2, 2006: 7-40.

17 — Gjetvaj, Nada. Etnografski muzej u Zagrebu—u povodu 70. obljetnice. Etnoloska
istrazivanja 5. Zagreb: Etnografski muzej, 1989: 15.
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MUZE) | MODA

Te razlicite ideje o nos$nji, modi i odijevanju pokusat ¢u primijeniti na analizu
tekstilne grade u Etnografskom muzeju. Zatim ¢u pokusati pokazati kakve
su prednosti u interpretaciji i prezentaciji odjec¢e u Etnografskom muzeju
kad se ona stavi u modni kontekst.

Unato¢ ranijim inicijativama pojedinaca (F. Racki, I. Kr§njavi, B. Bogisi¢,

J. Puri¢, S. Berger, V. Dezeli¢, A. Jirousek) Etnografski muzej u Zagrebu
utemeljen je tek 1919. godine.'® Muzej je otvoren u zgradi Trgovacko-obrtnic-
koga muzeja iz 1904. kao najmladi odjel Narodnoga muzeja. Salamon Berger
imenovan je prvim ravnateljem, a Vladimir Tkal¢i¢ kustosom."”

Salamon Berger bio je ve¢ ranije poznat hrvatskoj javnosti kao kolekcionar,
veletrgovac i industrijalac. Prije dolaska u Muzej on je s jedne strane radio
na stvaranju zbirke etnografskih predmeta i umjetnoga obrta, a s druge

na poticanju ku¢ne industrije uglavnom vezane za tkanje i drvodjelstvo. U
vrijeme najboljega poslovanja Berger je zaposljavao 1600 zena koje su izra-
divale luksuznu odjecu i druge tekstilne predmete (stolnjake, podmetace,
zastore, pokrivace za krevet i sl.) namijenjene gradanstvu. Predmeti njegove
kuéne industrije uspjesno su se plasirali na stranom trzistu putem 96 izlozbi
u Europi, Americi i Australiji.’® Svi su nosili oznaku Hrvatske seljacke kuc¢ne
industrije (Croatian peasant house-works) kao vrstu brenda. On je takoder
suradivao s poznatim modnim ku¢ama tog vremena poput Paquin i tvrtke
Rejean, a modna odje¢a ukrasena bordurama ,Industrije Berger* s folklor-
nim motivima izvedenim u starinskoj tkalac¢koj tehnici ,u zijev* objavljivana
je pocetkom 20. stoljeca na naslovhicama modnih ¢asopisa Wiener Mode i
Maitre de Paris. No, ni u doba najboljega poslovanja Berger nije uspijevao
financijski odrzati proizvodnju te je uzaludno trazio drzavne subvencije da bi
je nakoncu ig1o. bio prisiljen zatvoriti. Njegova je moda u suvremeno doba
problematizirana u kontekstu autohtonog orijentalizma.'® Ve¢ na primjeru
Bergera mozemo zapaziti neke od problema koji se i danas vezu za modnu
industriju, a to je rad bezimenih Zena u ¢esto nehigijenskim uvjetima za vrlo

17 — Gjetvaj, Nada. Etnografski muzej u Zagrebu u povodu 70. obljetnice. Etnoloska
istrazivanja 5. Zagreb: Etnografski muzej, 1989: 15.
18 — Ibid.

19 — Simon¢i¢, Katarina Nina. Kultura odijevanja u Zagrebu na prijelazu iz 19. u 20. stoljece.
Zagreb: Plejada, 2012: 144-158.
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products (tablecloths, mats, curtains, bed covers and alike) for the mid-
dle class. The products of his domestic industry were successfully placed
on the international market through 96 exhibitions in Europe, America
and Australia.’ All products were branded as Croatian peasant cottage
industry. He also cooperated with renowned fashion houses of the time,
such as Paquin and Rejean, whereas fashion garments decorated with
recognizable trimmings of the Berger Industry with folklore motifsin a
specific traditional weaving technique in Croatia were published on the
covers of fashion magazines Wiener Mode and Maitre de Paris at the
beginning of the 20th century. Unfortunately, even in the golden age of
his business, Berger could not maintain financial viability. After several
unsuccessful attempts to secure government incentives, he was forced
to shut down in 1910. His fashion is contemporarily problematized in

the context of autochthonous orientalism.' The fate of the Berger Indus-
try addressed some of the core issues still present in the fashion industry,
such as underpaid work of anonymous women in poor working condi-
tions®?, the dissociation of the creative and manufacturing processes

in the fashion industry, rapid saturation of the market with a particular
folklore style, calling for the launch of new motifs several times a year,
which was not feasible at the time.”' Contemporary fashion designers
also often seek inspiration from their respective local cultural heritage.
Certain anthropologists interpret this phenomenon as a form of auto-ori-
entalism, while other believe that creation and product placement of
new, hybrid designs inspired by tradition have rendered once marginal-
ized communities significant stakeholders in global economy.??

18 — Ibid.

19 — Simonc¢i¢, Katarina Nina. Kultura odijevanja u Zagrebu na prijelazuiz1g. u

20. stoljece. Zagreb: Plejada, 2012: 144-158.

20 — Some authors as Berger himself (Frani¢ 1935; Gjetvaj 1989) emphasized the

fact that he fostered the emancipation of women by including them in the production
and giving them employment and earnings to support their families.

21— Kus Nikolajev, 1942.

22 — Niessen, Sandra. “Afterword: Fashion’s Fallacy.” In: Modern Fashion Traditions:
Negotiating Modernity Through Fashion, ed. Angela Jansen and Jennifer Craik.
London: Bloomsbury, 2015: 209-218.
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nisku cijenu?®?, odvojenost proizvodnje od nastanka same mode, brza zasice-
nost trzista odredenim folklornim stilom zbog ¢ega je neophodno nekoliko
puta godisnje plasirati nove uzorke, §to je u danim uvjetima bilo nemoguce.”
I suvremeni modni dizajneri ¢esto traze inspiraciju u svojoj lokalnoj kulturnoj
bastini. Neki antropolozi tu pojavu tumace kao oblik autoorijentalizma, dok
drugi smatraju da su neko¢ marginalizirane zajednice stvaranjem, nosenjem
i stavljanjem na trziste novog hibridnog dizajna inspiriranog tradicijom
postale znaéajni akteri globalne ekonomije.?

Pocetni fundus EMZ-a sastojao se od 20 ooo uglavnom tekstilnih predmeta
iz zbirki Narodnoga muzeja i srodnih institucija. Najvi$e se radilo o tekstilnim
fragmentima i pojedina¢nim dijelovima odjece, a u manjoj mjeri kompletima,
jer u doba kad se ta grada pocela sabirati paznja nije bila usmjerena na
drustvenu, odnosno komunikacijsku ulogu odjece, ve¢ su fragmenti/uzorci
bogatstvom ukrasa i raznoliko$¢u tehnika veza, tkanja i ¢ipke trebali posluziti
kao inspiracija za izradu i ukrasavanje suvremenih predmeta. Ti su predmeti
u tadasnjoj javnosti imali status narodne/nacionalne, pucke ili seljacke
umjetnosti. Najznacajniji dio ¢inila je ranije otkupljena Zemaljska zbirka
Salamona Bergera koja je sadrzavala i predmete , Industrije Berger“.?® Tek-
stilna Zbirka EMZ-a postoji od osnutka 1919. godine do danas. Ona ¢ini jezgru
fundusa, najstarija je i najbrojnija, a u stalnom se postavu nalazi od samog
pocetka muzejske izlagacke prakse. Buduéi da su se dijelovi zbirke oblikovali
od sredine 19. stolje¢a do danas, u njoj dolaze do izrazaja razli¢ite koncepcije
kulturnog i nacionalnog identiteta. Promjenama politika Muzeja mijenjao

se i odnos prema Zbirci tekstila i odjece u smislu novih klasifikacija, nacina
sabiranja, alii interpretacije i prezentacije u skladu s razli¢itim znanstvenim,
ideoloskim i muzeoloskim koncepcijama.

20 — Neki su autori pisuci o njemu (Franic 1935; Gjetvaj 1989), kao uostalomion sam,
isticali ¢injenicu da je zenama, ukljucivsi ih u proizvodnju, omogucio zaradu kojom su mogle
uzdrzavati obitelji ili se emancipirati.

21 — Kus Nikolajev, 1942.

22 — Niessen, Sandra. “Afterword: Fashion’s Fallacy.” U: Modern Fashion Traditions:
Negotiating Modernity Through Fashion, ed. Angela Jansen and Jennifer Craik. London:
Bloomsbury, 2015: 209-218.

23 — Predmeti ,Industrije Berger* bili su poslije smrti S. Bergera 1934. izlozeni u stalnom
postavu Muzeja iz 1936.-1942. njemu u ¢ast. Radilo se samo o posoblju, a ne odjevnim
predmetima. Kasnije se njegova modna odjeca prikazivala na izlozbi EMZ-a ,Zagrebacke
uspomene* iz 1994. u kontekstu zagrebacke mode i naizlozbi MUO-a ,Secesija u Hrvatskoj“
iz2003. kao secesijska stilska odjeca podrijetlom iz Hrvatske.
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The initial archive of the Ethnographic Museum in Zagreb comprised 20
ooo predominantly textile artifacts from the collections of the National
Museum and akin institutions. The artifacts were mainly textile fragments
and individual garments rather than ensembles, since the primary focus
in the first collection was not placed on the social and communicative
function of clothing but the array of weaving, embroidery and lacemaking
techniques that were supposed to inspire the manufacturing and deco-
ration of contemporary objects. The public of that time considered these
objects products of national and folklore art. The artifacts for the most
part came from the previously purchased National Collection by Salamon
Berger, containing many items produced by the Berger Industry®3, The
Textile and Clothing Collection of the Ethnographic Museum in Zagreb
has been a permanent part and the core of the Museum's fundus as one of
the oldest and most extensive collections ever since its establishment

in 1919. The collection features different conceptions of cultural and
national identity, since certain parts of it have been formed from the mid-
1gth century to the present day. The attitude towards Textile and Clothing
Collection changed together with the Museum's management policies

in terms of new collection and classification methods, and manners of

its interpretation and presentation in accordance with various scientific,
ideological and museological concepts.

A section of objects that entered the Museum's fundus upon its establish-
ment were products of household craft or industry, although there was
no strict distinction at the time between products of household crafts-
manship and objects made for personal needs. The Museum initially had
a department for application of rural craftsmanship for artistic and utility
purposes, which played an intermediary role between many museum
collections and different professional categories, since one of the Muse-
um's roles was the stimulation, development and promotion of household
craftsmanship. In cooperation with the Ministry of Trade and Industry

23 — The products of the Berger Industry were exhibited in the permanent exhibition
of the Museum between 1936 to 1942, in the honor of Salomon Berger after his death in
1934. The exhibits in question were only furnishings, not garments. His garment designs
were later showcased in the exhibition titled "Zagreb Memories* at the Ethnographic
Museum in 1994, in the context of Zagreb fashion, and the exhibition "Art Nouveau

in Croatia“ at the Museum of Arts and Crafts in 2003, as Art Nouveau stylish clothing
originally from Croatia.
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Dio predmeta koji je osnutkom Muzeja usao u njegov fundus bio je

proizvod kuénog obrta ili industrije, ali u to se vrijeme jo$ nije povlaéila ostra
granica izmedu predmeta kuénog obrta i onoga kojeg seljaci izraduju za
vlastite potrebe. U prvom razdoblju djelovanja Muzeja postojao je Odsjek

za primjenu seljackoga umijec¢a u umjetnicke i obrtne svrhe, koji je bio
poveznica izmedu postojecih muzejskih zbirki i razli¢itih profesionalnih
kategorija, pri cemu je jedna od uloga Muzeja bila poticanje, razvijanje i
promoviranje kuénoga rukotvorstva kao i skrb o njegovoj kvaliteti. U suradnji
s Ministarstvom trgovine i industrije Muzej je aktivno sudjelovao u organi-
ziranju izlozbi i promoviranju predmeta kuéne industrije na medunarodnim
izlozbama i sajmovima kao i sa Zagrebackim zborom, gdje su ti predmeti

bili definirani kao narodna umjetnost ili narodno rukotvorstvo ili primijenjena
narodna umjetnosti i primijenjeno narodno rukotvorstvo.?*

Za opstanak etnografskih zbirki, ali i etnologije kao znanstvene discipline,
bilo je vazno ustanoviti razliku izmedu umjetnickoga predmeta i artefakata.
Zato je valjalo provesti rekategorizaciju predmeta ,narodne umjetnosti*

u etnografske i dati im dokumentarni status, potiskujuéi u drugi plan njihove
estetske vrijednosti.?® Tijekom 1930-ih godina predmeti nastali u zanatskim
radionicama, udrugama i $kolama poéinju se u Muzeju tretirati kao primije-
njena umjetnost, a oni proizvedeni u seoskoj sredini za vlastite potrebe kao
izvorna narodna umjetnost. Prema misljenju Vjere Bonifacic, koja se bavila
ulogom Muzeja u kanonizaciji ,izvornih“ narodnih no$nji u Hrvatskoj, kano-
nizacija se potkraj 1920-ih godina pocela odvijati na dvjema razinama. Prva
se odnosila na na¢in prou¢avanja tekstila, a druga na dosljedno selektiranje
materijala relevantnoga za proucavanje i prezentiranje. Odjeca i tekstil koji su
se mijenjali u formi, materijalu ili funkcijama nisu bili predmet istrazivanja

i smatrani su ,neautenti¢nim”.?®

24 — Busic, Katarina. “Salamon Berger i poceci izlozbene djelatnosti zagrebackog
Etnografskog muzeja,” Etnoloska istrazivanja 14, 2009: 281-300.; Gjetvaj, Nada. Etnografski
muzej u Zagrebu u povodu 70. obljetnice. Etnoloska istraZivanja 5. Zagreb: Etnografski
muzej, 1989:94.

25 — Kirshenblatt-Gimblett, Barbara. “Reconfiguring museums: an afterword.” U: Die schau
des fremden: ausstellungskonzepte zwischen kunst, kommerz und wissenschaft, ed. Cordula
Grewe. Stuttgart: Franz Steiner Verlag, 2006: 362-375. Url: https://www.nyu.edu/classes/
bkg/web/18%20Kirshenblatt-Gimblett.pdf (pristupljeno 23. 09. 2018.)

26 — Bonifacic, Vjera. ,Etnoloska istrazivanja i kanonizacija ,izvornih“ narodnih nosnji
u Hrvatskoj 1930-ih,“ Etnoloska istrazivanja 12-13, 2007-2008: 9-27.
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and the Zagreb Council, the Museum actively participated in organization
of exhibitions and promotion of household industry products on interna-
tional exhibitions and fairs, where these products were defined as applied
folk art and handicraft.>*

In order to secure the preservation of ethnographic collections and
ethnology as a scientific discipline, it was essential to establish the
distinction between works of art and artifacts. It was therefore necessary
to re-categorize the works of “folk art” as ethnographic and classify them
as documents, pushing their esthetic values to the background.>® During
the 1930s, the Museum started treating objects manufactured in craft
workshops, guilds and schools as applied art, while those crafted in rural
communities for personal use were considered original folk art. According
to Vjera Bonifaci¢, who discussed the role of the Museum in canoniza-
tion of "autochthonous" folklore costumes in Croatia, the canonization
process in the late 1920s started taking place on two levels. The first level
was concerned with the study of textile materials, whereas the second
referred to consistent selection of materials relevant to study and pres-
entation. Garments and textiles that changed in their form, materials

and function were considered “inauthentic” and were thus not included in
the research.>®

Most textile artifacts in the Museum's collection date back to the second
half of the 19th century or the fin de siécle, and belonged to more afflu-
ent rural classes. This clothing was typically worn for festive occasions
and ceremonial puposes. These garments were mainly collected on the
Croatian territory, in particular Croatia proper, Slavonia, Ravni kotari and
Bukovica, but also west Bosnia, Macedonia, Czechia, Slovakia, Roma-
nia, Albania, the Middle and Far East. The fundus comprises clothes and

24 — Busic¢, Katarina. “Salamon Berger i poceci izlozbene djelatnosti zagrebackog
Etnografskog muzeja,” Etnoloska istrazivanja 14, 2009: 281-300.; Gjetvaj, Nada. Etnografski
muzej u Zagrebu—u povodu 70. obljetnice. Etnolos$ka istrazivanja 5. Zagreb: Etnografski
muzej, 1989:94.

25 — Kirshenblatt-Gimblett, Barbara. “Reconfiguring museums: an afterword.” In:

Die schau des fremden: ausstellungskonzepte zwischen kunst, kommerz und wissenschaft,
ed. Cordula Grewe. Stuttgart: Franz Steiner Verlag, 2006: 362-375. Url: https://www.nyu.
edu/classes/bkg/web/18%z20Kirshenblatt-Gimblett.pdf (accessed September, 23, 2018)

26 — Bonifacic, Vjera. ,Etnoloska istrazivanja i kanonizacija ,izvornih“ narodnih nosnji
u Hrvatskoj 1930-ih,“ Etnoloska istrazivanja 12-13, 2007-2008: 9-27.
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Vecina je tekstilnih predmeta u Zbirci iz druge polovice 19. ili pocetka 20.

st., a pripadali su bogatijem seljackom sloju. Pretezno se radilo o no$njama
za svecane ili obredne momente. Predmeta je najvise bilo s podrucja Hrvat-
ske, osobito sredisnje, Slavonije, Ravnih kotara i Bukovice, zapadne Bosne,
Makedonije te Ceske, Slova¢ke, Rumunjske, Albanije kao i bliskoistoénih i
dalekoistoénih zemalja. U fundusu su i gradska odjeca i nakit orijentalnoga
tipa, kakve su nosili muslimani, Zidovi i kr$¢ani na prostoru Balkana. Cesto se
estetski kriterij istice kao najvazniji u oblikovanju zbirki privatnih kolekcionara
koje su osnutkom Etnografskoga muzeja postale dijelom njegova inicijalnoga
fundusa. Estetsko se u tom kontekstu dozivljavalo kao suprotnost znanstve-
nim principima na kojima bi se muzejska zbirka trebala zasnivati. Pomak
prema ,znanstvenom” pokusavao se ostvariti putem sustavnoga istrazivanja
svih regija i ciljanih akvizicijskih kampanja.

Prema statutu EMZ-a iz 1966., Muzej skuplja prvenstveno gradu s podruéja
SR Hrvatske. Do tada, osobito prije Drugoga svjetskog rata, grada se sabirala
s podrucje cijele Jugoslavije i susjednih zemalja te izlagala u stalnim posta-
vima i povremenim izlozbama. U Muzeju su se najcesce isticala juznoslaven-
ska, zatim panslavenska, pa starohrvatska obiljezja pojedinih elemenata u
skladu s aktualnom politickom ideologijom. U prvom razdoblju rada Muzeja
predmeti u tekstilnoj zbirci dijele se na tekstilno posoblje i fragmente ukrasa
te na dijelove nosnji i komplete. Pravilnikom o sistematizaciji radnih mjesta iz
1977. nosnje se klasificiraju po pripadnosti etnografskim zonama i tipologiji.
Prema tim podjelama materijal se prikupljao i razvrstavao u zbirke, $to znaci
da je klasifikacija na neki nacin prethodila sabiranju, a ne obratno.

Prikupljena grada trebala je svjedociti o karakteristicnom tipu odijevanja na
odredenom geografskom podrucju. Zato se prednost davala tipi¢nim pred-
metima, a ne onima koji su odstupali od ustaljenih normi. Vrlo su se rijetko
biljezili biografski podaci vezani za predmet, jer se oni nisu smatrali bitnim

za njegovu interpretaciju. Paznja se nije posvecivala ni osobi koja je izradila
predmet, kao ni onoj koja ju je nosila. Cilj etnografskih istrazivanja bio je utvr-
divanje kulturnih sli¢nosti u razvoju narodnih kultura na odredenom podrucju,
a ne u trazenju razlikovnih elemenata pa se ni etnicke, a ni vjerske karakteri-
stike nisu posebno isticale. Nije se proucavala ni odjec¢a etickih manjina na
podrucju Hrvatske, poput recimo romske. U zbirci je prevladavala zenska nos-
nja, dok sumuska i djecja bile manje zastupljene zbog ranijeg gubljenja tra-
dicijskih obiljezja. Svakodnevna odjeca, ili ona siromasnijeg seljackog sloja,
nije bila predmet interesa. Od konca 1940-ih godina pocela se isticati potreba
za sabiranjem svakodnevne odjece kao otklon prijasnjim praksama po kojima
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jewelry of the oriental type worn in urban areas by Muslims, Jews and
Christians in the Balkan region. Private collectors mostly gave priority to
the esthetic criterion in their collections, which would later build the initial
fundus of the Ethnographic Museum in Zagreb upon its establishment.
Esthetic value in this context was considered juxtaposed to scientific
principles that museum collections are supposed to be based on. The

shift to the more “scientific” approach was attempted through systematic
research of all regions and targeted acquisition campaigns.

According to its statute from 1966, the Museum collected primarily
objects on the territory of then Socialist Republic of Croatia. Prior to the
aforementioned year and World War Il in particular, artifacts had been
collected on the entire Yugoslavian territory and neighboring countries
and presented in permanent or temporary exhibitions. The Museum collec-
tions would accentuate primarily South Slavic, then Pan-Slavic and finally
old Croatian attributes of certain elements in accordance with the current
political ideology. The artifacts in the Museum's textile collections were
initially classified as either textile furnishings and ornamental fragments,
or parts of folklore costumes and outfits. According to the ordinance on
the systematization of workplaces from 1977, folklore costumes were cate-
gorized according to ethnographic zones of their origin and typology. The
material was subsequently collected and categorized, which means that
classification actually preceded the collection, and not vice versa.

Since collected artifacts were supposed to demonstrate typical clothing
in the given geographical region, typical artifacts were chosen over those
which deviated from established norms. Records of biographical data
related to the artifacts were scarce, since they were considered irrelevant
to their interpretation. No attention was paid to either the manufacturer
or the person wearing the garment. The aim of ethnographic research was
to establish cultural similarities in the development of national cultures

in the given region, rather than to seek distinctive features, hence disre-
garding ethnical and religious peculiarities. Clothing of ethnic minorities
on Croatian territory, such as Roma, was hence also not researched. The
collection consisted predominantly of women’s clothing, while men’s

and children’s wear were less represented, since they would sooner lose
traditional features. Everyday clothing or clothes worn by poorer rural
classes was not considered of interest. This first started to change in the
late 1940s, when the trend of collecting everyday clothing emerged as a
deflection from former practices which considered solely folk art worthy
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se vrijednim sabiranja i cuvanja smatrala samo narodna umjetnost. Premda
pojam narod podrazumijeva po nekim definicijama sve nize slojeve stanov-
nistva, radnicka odjec¢a takoder nije bila predmet interesa. Tekstilni pred-
meti izvaneuropskoga podrijetla sabirali su se unutar Zbirke izvaneuropskih
naroda koja je takoder podijeljena po geografskom principu.

Poslije Drugoga svjetskog rata o no$nji se pocelo govoriti kao ,znanstvenom
instrumentu i kulturnom spomeniku“.?” To je vrijeme kad no$nja u seoskim
zajednicama pocinje izlaziti iz svakodnevne uporabe i kad sve vise postaje
sredstvo za izrazavanje odnosa zajednice prema globalnom drustvu. Mnoge
lokalne zajednice dokazuju svoju posebnost stvaranjem vlastitoga identiteta
koji se €esto temelji na revalorizaciji vrednota iz predindustrijskoga vremena.
Takve su aktivnosti pokrenule raspravu oko sabiranja i izlaganja ,svjesno
kreiranih tradicija“ poput predmeta izradenih za folklorne nastupe koji u
Hrvatskoj imaju dugu tradiciju.

Do konca 1970-ih godina, u skladu sa zahtjevima kulturno-historijske skole,
muzejski struénjaci u istrazivanjima usmjeravaju interes u dva glavna
pravca: u pravcu istrazivanja autohtonih elemenata, polazeci od najstarijih
slojeva do nasih dana te u pravcu istrazivanja utjecaja grada ili prohujalih
stilskih razdoblja.?®

Tijekom 1980-ih godina pocinje se govoriti o koegzistenciji staroga i novoga,
pojave se promatraju u Sirem drustvenom kontekstu, neki se elementi, poput
nosnje, pocinju analizirati kao simboli lokalne kulture i lokalnoga identiteta.*®
Tijekom 2000-ih godina teziste istrazivanja u Muzeju postupno se premjesta
prema komparativnim i povijesnim istrazivanjima (ne u smislu kulturno-histo-
rijske $kole, ve¢ socijalne povijesti), koja nisu stati¢na veé prate dinamiku
promjena, ukljuc¢ujuci proces modernizacije kao i suvremene pojave.

0d 2000-ih godina za potrebe razli¢itih izlozbi takoder se istrazuje na
podrucju cijele Hrvatske ukljucujuci urbane sredine ne samo proslost, veé

i sadasnjost. Podjela selo-grad, novo-staro, tradicijsko-suvremeno vise
nije kljuéna, ve¢ znacenje predmeta koje oslikava istrazivanu problematiku.

27 — Gusi¢, Marijana. Tumac grade. Zagreb: Etnografski muzej, 1955: 8.

28 — Benc Boskovic, Katica. “Narodne nosnje okolice Zagreba,” Etnoloska istrazivanja
3-4, 1987: 241-279.; Gusic 1955.; Radaus Ribari¢, Jelka. Narodne no8nje Hrvatske. Zagreb:
Spektar, 1975.

29 — FUS
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of collecting and preservation. Although many definitions of the term

folk imply all lower social classes, work clothes were again disregarded.
Textile artifacts of non-European origin were assembled within the Collec-
tion of Non-European Nations, also divided by geographical principles.

After the World War Il, folklore costumes came to be considered as “scien-
tific instruments and cultural heritage“.”” As people started abandoning
the everyday use of folklore costumes in rural communities, these cos-
tumes started communicating the attitude of a community toward global
society. Many local communities started building their distinctive identity
based on revalorization of preindustrial values. Such practices initiated
the discussion on collecting and presenting the “intentionally generated
traditions” such as artifacts designed particularly for folklore perfor-
mances with a long tradition in Croatia.

Until the end of 1970s, in accordance with the requirements of the School
for Culture and History, museum experts started to focus their research
in two main directions: either the research of autochthonous elements
from the ancient times to present day, or the research on the influence of
urban areas and past style periods.*®

The 1980s brought discussion on the coexistence of old and new and
phenomena were now observed in wider social context; certain elements
such as folklore costumes are now analyzed as symbols of local culture
and identity.? In the 2000s, the focus of research in the Museum shifted
towards comparative and historical research in the context of social
history, where research topics are not static but keep the pace with the
dynamic rhythm of changes, including modernization processes and con-
temporary phenomena.

Since the 2000s, the staging of different exhibitions has caused the scope
of research to expand to both past and present rural and urban areas
throughout the country. The division of rural vs. urban, old vs. new and tra-
ditional vs. contemporary is no longer the key; the key is the significance

27 — Gusi¢, Marijana. Tumac grade. Zagreb: Etnografski muzej, 1955: 8.

28 — Benc Boskovi¢, Katica. “Narodne nosnje okolice Zagreba,” Etnoloska
istrazivanja 3-4, 1987: 241-279.; Gusic 1955.; Radaus Ribari¢, Jelka. Narodne nosnje
Hrvatske. Zagreb: Spektar, 1975.

29 — Muraj, Aleksandra. Tradicijsko odijevanje na Zlarinu,“ Narodna umjetnost 18,
1981:160-219.
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Zato odredenije kriterija odabira postaje novi problem: kako iz suvremenoga
okruzenja izabrati predmete koji su najkarakteristic¢niji za predstavljanje
odredenoga drustvenog fenomena? Pokazalo se da se taj problem najbolje
rjeSava u okviru rada na izlozbama, jer se kroz istrazivanje teme moze bolje
sagledati vaznost odredenih pojava i predmeta vezanih za njih. | prije se na
izlozbama prikazivala odredena pojava u transformacijskim oblicima, no istra-
Zivano je razdoblje najc¢esce zavrSavalo Drugim svjetskim ratom. Jedna od
novosti u Muzeju postaje prikazivanje suvremenoga zivota suvremenim pred-
metima, dok se ,tradicija“ pocela smjestati u historijsko vrijeme. U okviru
pojedinih izlozbi koristila se pomo¢ medija u prikupljanju predmeta vezanih
za temu izlozbe, kao $to je to bio slu¢aj s izlozbom , Koje dobre Suze“, pa su
interpretacije i price vlasnika pratile njihovu dokumentaciju. Takoder su i sami
kustosi poklanjali vlastite predmete kao i ¢lanovi njihovih obitelji i rodbine.
Buduci da je ta izlozba tretirala temu na nacin kojim se Muzej do tada nije
bavio, prikupljeni se materijal nije mogao razvrstati u postojece Zbirke, pa je
rad na toj izlozbi na koncu rezultirao i otvaranjem Zbirke suvremene odjece
koja sadrzi modne predmete, konfekciju i predmete popularne kulture.

Nove teme i pristupi ne znace da se tradicija i selo vi$e ne istrazuju, ve¢ da se
pred etnolozima / kulturnim antropolozima otvaraju neogranic¢ena podrucja
bavljenja razli¢itim temama i pristupima. Upravo tu dolazi do izrazaja antro-
pologija mode koja pomaze da se i zbirke tradicijskih nosnji reinterpretiraju u
tom kontekstu.

MODA U MUZEJU

Sagledavanjem praksi koje su postojale u Muzeju u prethodnim razdobljima
mozemo ispraviti one koje smatramo problemati¢nim u 21. stoljec¢u. Prou-
¢avanje nacina odijevanja i ukrasavanja poseban je doprinos razumijevanju
kulturnih fenomena. Kulturno-historijski pristup proucavanju tekstila kao

i onaj unutar komunikacijskih orijentacija najéesci su nacini interpretiranja
tekstilne grade u Muzeju. Znacajne doprinose prouc¢avanju te problematike
dali su antropolozi, sociolozi, povjesnicari, ekonomisti, zenski studiji i razli-
¢iti interdisciplinarni pristupi. No, mozda se moze otici i korak dalje od takvih
objektivno usmjerenih pristupa pa obratiti paznju i na nematerijalni aspekt.
Na primjer, kakav je bio odnos Zena prema odjeci koju su nosile, kako im je ona
davala osjecaj njih samih, jesu li sebe zamisljale u njoj, na koji je nacin obliko-
vala njihova tijela, jesu li uz nju vezale uspomene? Ti nematerijalni aspekti
odijevanja vazni su elementi u okviru prouc¢avanja mode.
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of an artifact and the way it reflects on the subject of research. For this
reason, setting the selection criteria poses the question on how to select
artifacts from the contemporary environment that best reflect a social
phenomenon. It has been shown that this problemis best tackled in the
course of exhibition design and arrangement, while research of a topic
offers a better insight into the importance of certain phenomena and
related artifacts. Earlier exhibitions had also attempted to present certain
phenomena in their transformational versions, but the researched period
usually ended with the onset of the World War II. One of the novelties in
the Museum was presentation of contemporary lifestyle with its objects,
while “tradition” was being pushed back to historical periods. The Museum
also used the help of media to collect objects for thematic exhibitions,

as was the case with the exhibition “What a Good Pair of Shoes”, where
exhibits were documented with owners' recounts and interpretations.
Even curators with their friends and family donated their items for the
exhibition. Since this exhibition interpreted items in a novelty manner
inconsistent with the Museum's traditional practices, collected items
could not be allocated to existing collections, which finally resulted in the
opening of the Collection of Contemporary Clothing, containing fashion
accessories, ready-to-wear garments and items pertaining to popular
culture. Novelty topics and approaches do not mean that tradition and the
countryside are no longer researched; these practices actually broaden
the scope of topics and introduce infinite fields and new approaches for
ethnologists and cultural anthropologists. This is precisely where fashion
anthropology comes into play to help reinterpret traditional folklore cos-
tumes in a new context.

FASHION IN MUSEUM

By reevaluating the common practices in the Museum over the periods
past, we can attempt to amend those which have been proven inadequate
for the 2ist century. The research of clothing and ornamental styles makes
a significant contribution to understanding cultural phenomena. The
cultural-historical approach oriented on communication is most commonly
employed in interpreting textile artifacts in the Museum. Anthropologists,
sociologists, historians, economists, women’s studies and various interdis-
ciplinary approaches have made significant contributions in this matter.
Perhaps we can take a step further from these objective approaches and
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Kad se na izlozbama u Muzeju odjeca stavlja u kontekst identiteta i pred-
stavljanja Drugih, uvijek se radi o vrlo jasnim drustvenim ulogama i naglasa-
vaju se elementi koji jasno odreduju status, dob, vjeru, etnicku pripadnost

i sl. Modni pristup mogao bi pokazati kako odjeca sluzi i za stvaranje fluidnih
identiteta. Cin stvaranja identiteta ostvaruje se kroz svakodnevni ritual
odabira i stavljanja odjece na tijelo. Stil odijevanja pridonosi nasoj prepoznat-
ljivosti kao osobe.

Etnografska grada u muzejskim postavima i povremenim izlozbama djeluje
bezvremeno i stati¢no. Stavljanje predmeta u odredeni povijesni kontekst
omogucuje njegovo bolje razumijevanje, ali nezeljena posljedica moze biti
njegovo fiksiranje uz odredeni stil. Pokazivanje promjena, isticanje transpo-
vijesnog i prolaznog karaktera mode moze pridonijeti dinami¢nijem shvaca-
nju narodne kulture. Nac¢inom izlaganja trebalo bi sugerirati da je to samo
jedna od mogucéih percepcija tog predmeta, kako bi se izbjeglo zamrzavanje
njegovoga znacenja u proslosti. Kustosi predstavljaju povijest iz danasnje
perspektive i zato bi svi povijesni narativi trebali podrazumijevati autor-
stvo na nacin da se u koncipiranju prezentacije znanja, ideje i vizije kustosa
povezu s vizijama i praksama dizajnera muzejskog postava.

Nosnja je u Muzeju cesto sluzila za utvrdivanje rasprostranjenosti odre-
denog tipa kulture pa se u tom kontekstu i izlagala. Zato se predmetima s
nekim individualnim karakteristikama ili odstupanjima od ustaljenih obra-
zaca nije posvecivala paznja. Inovacije, kreativnost, stvaranje vlastitog
stila dio sumodnog ponasanja. U ovom nam slu¢aju moda moze biti poticaj
da viSe pozornosti posvetimo osobi koja je izradila odjecu, njenom osob-
nom ukusu, raskoraku izmedu moguénostii zelja da iskaze individualnost

s obzirom na ¢injenicu da je u seoskim zajednicama ponasanje zena, a
time i odijevanje, bilo podvrgnuto strogoj kontroli.

Distribucija i potrosnja robe dio su modnog lanca. Mnogi su predmeti putem
trgovine postali dijelom seoskog odjevnog inventara. Seoske zajednice

nisu nikad pasivno prihvacale takve proizvode pa istrazivanje nacina njihova
koristenja moze pruziti zanimljive podatke o tome kad je i u kojim uvjetima
nesto postalo moda.

Jednom kada odjec¢a ude u muzej, ona se najéesce vise nikada nece obladiti.
Nosena odjeca zadrzava oblik i mirise tijela koje ju je nosilo. Zato je odje¢au
muzeju simbol ljudskoga Zivota. Privlaénost odjec¢e kao izlozbenoga predmeta
pociva upravo na toj o¢iglednoj bliskosti s tijelom. Odsustvo Zivoga tijela u
Muzeju pokusavalo se nadomijestiti na razli¢ite nacine, najces¢e muzejskim

29



pay attention also on the immaterial aspect. For example: what was the
relationship between women and the clothes they were wearing, how
did the clothes reflect on their perception of self, how did they envision
themselves in these clothes, how did the garments shape their bodies,
did they associate memories with particular clothes? These immaterial
aspects of clothing are considered important elements in fashion theory.

When clothing in museums is set into the context of identity and repre-
senting the Others, this is always the story about very clearly defined
social roles, with the emphasis on elements that clearly determine status,
age, denomination, ethnicity and alike. The approach to fashion may
indicate that clothing can be used as a tool in creating fluid identities.
The act of creating an identity is actualized by the ritual of selecting and
wearing clothes on a daily basis. Personal style contributes to our
personal identity and individuality.

The ethnographic material in permanent and temporary exhibitions

may seem timeless and static. The observation of an artifact in a particular
historical context enables a better understanding of it, however often

with an undesired consequence of coupling the artifact with a particular
style. The accentuation of changes in trends, and the trans-historical,
ephemeral nature of fashion can lead to a better, more dynamic under-
standing of folklore and traditional culture. The manner of exhibiting the
artifacts should suggest their many possible interpretations, in order

to prevent the fixation and limitation of their significance in the past. Since
curators always present the past from the contemporary standpoint, his-
torical narratives should imply a joint authorship of the exhibition by fusing
the ideas and visions of the curator with those of the exhibit designer.

Folklore costumes were often used to determine the prevalence of a par-
ticular culture and thus staged in this context. Many artifacts with individ-
ualistic features or deviations from standard patterns were disregarded
for this reason. Innovations, creativity and the development of personal
style are important aspects of fashion behavior. In this case, fashion can
encourage us to pay more attention to the tailors, their personal taste,
and the discord between the desires and available options to express per-
sonal identity, especially considering the fact that women’s behavior and
clothing were subjected to rigorous scrutiny in rural communities.

The distribution and consumption of goods are significant parts of the
fashion chain. Many garments had become a part of the rural clothing
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manekenima koji su varirali od realisti¢nih do apstraktnih, reflektirajuci razli-
¢ita historijska shvacanja tijela i reprezentacije Drugoga. Tijelo je srediste
svake izlozbe posvecene odjecii modi. Moda i odjevni predmeti ne postoje bez
njega, a ni obrnuto. Nadomjestanje njegove odsutnostiili do¢aravanje prisut-
nosti pruzaju moguénosti za razli¢ita promisljanja i koristenje novih tehnolo-
gija koje omogucuju da predmet bude u prvom planu. Osvjestavanje problema
vezanih za predstavljanje ljudskoga tijela pridonosi kriti¢nijem promisljanju

i kreativnijim nacinima njegova prikaza na izlozbama u 21. stoljecu.

Stalni postav narodnih nosnji star je preko 50 godina. No$nje su prikazane

po etnografskim zonama kako se najéesée i kategorizirala tradicijska grada

u Hrvatskoj ili po zemljopisnom kljuéu u slu¢aju grade iz Zbirke izvaneurop-
skih naroda. Globalna perspektiva mode mogla bi pomoc¢i u prosirenju njihova
znacenja izvan lokalnih, regionalnih i nacionalnih okvira, dovodeéiih u vezu s
migracijama, raznoliko§¢u, mobilnosti, razmjenama i hibridnosti. Muzej posje-
duje niz tekstilnih predmeta koji mogu ilustrirati takve promjene. Tematske
izlozbe trebale bi prevladati podijeljenost zbirki na one s podrucja Hrvatske,
Europe i Zbirke izvaneuropskih naroda, prikazujuciih u kontekstu medukultur-
nih susreta na nacin da se zajedno izlazu, $to donedavno nije bila praksa.

Neke od spomenutih ideja realizirane su naizlozbi ,Kapa dolje!“ Prica o
(ne)pokrivanju glave, koja je postavljena u Muzeju povodom njegove 100.
Obljetnice (Sl. 2).2° Temi pokrivanja glave pristupljeno je s dva aspekta. Prvi
pokazuje znacenje pokrivala za glavu s muzeoloske strane, dok drugi otkriva
znacenja koja pokrivala imaju u ljudskom Zivotu, odnosno njihovu ulogu u
zajednicama otkuda potjecu. Predmeti su iz cijelog fundusa, izloZzeni prema
funkcijama kako bi u prvi plan dosla njihova univerzalna znac¢enja. Tu se
narocito uspjeSnom pokazala suradnja s dizajnericama izlozbe koja je kre-
nula od promisljanja uloga identiteta. Tako se na izlozbi razlikuje identitet
»ogoljene" osobe (liene karaktera, ekspresije i emocija) od ,funkcionalnog"
identiteta koji joj namece pokrivalo za glavu (mladenka, udovica, musliman,
Dalmatinac, sportski navija¢...). Naizlozbi se koriste glave bez fizionomije
¢ija su lica prekrivena reflektirajuéom plohom, naglasavajuci ulogu pokrivala
kao pokazatelja razli¢itih drustvenih uloga. Ogledala posjetiteljima omo-
gucuju da prividno ,isprobaju“ izlozene predmete. Stavljajuc¢i se na mjesto
osobe koja je pokrivalo za glavu nosila simbolicki se povezuju s njezinom/nje-
govom ulogom. Eksponati prestaju biti samo izloci i postaju ,osobe* koje

30 — Autorice izlozbe bile su kustosice Aida Breno, Muzeja Mareta Kurtin i Vesna Zori¢.
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inventory through trade. Rural communities never accepted such products
passively; the research on their use can offer interesting information on
when and how these garments became fashion.

Once the garment is staged in a museum, it will most likely never be worn
again. Worn clothes maintain the shape and scents of the person who
wore them last. This is why clothing in museums represents human life.
The appeal of clothing as exhibited artifact lies in its obvious relationship
to the human body. There had been many attempts to compensate for the
absence of a live body with either realistic or more abstract museum man-
nequins, staged to reflect different perceptions of the human body over
different historical periods. The body is the focus of every clothing or fash-
ion exhibition. Fashion and garments cease to exist without their direct
correlation to the body, and vice versa. The attempts to compensate for its
absence or create an illusion of it open up possibilities for different inter-
pretations and the use of new technologies which allow for the artifact to
be in focus. Revisiting the problem of representation of the human body
stimulates critical thinking and creative approaches to its representation
in the 21st century exhibitions.

The permanent exhibition of folklore costumes is over 50 years old. The
costumes are displayed according to ethnographic zones, as traditional
collectables from Croatia were most commonly categorized, or according
to the geographical key, as in the case of the collection of non-European
nations. The global perspective of fashion might help expand their rele-
vance beyond local, regional and national framework, by associating them
with migrations, diversity, mobility, exchange and hybridity. The Museum
holds a series of textile artifacts which illustrate such changes. Exhibi-
tions should be curated in a manner that transcends geographical borders
between Croatia and the rest of the world, turning them into an intercul-
tural encounter by exhibiting all artifacts together, which was not a com-
mon practice until recently.

Some of the aforementioned ideas were actualized in the exhibition

titled "Hats off! A story about (un)covering the head", which was staged in
the Museum for its 100th anniversary (Fig. 2).2° The topic of headgear was
approached from two aspects. The firs one investigates the significance

30 — The exhibition authors were Aida Brenko and curators Mareta Kurtin and
Vesna Zoric.
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su klasno/drustveno/spolno/rodno/dobno/vjerski definirane izlo§cima

iz razli¢ith vremena. Premda su predmeti izlozeni u vitrinama, pa je mogu¢-
nost senzornog dozivljaja svedena na vid, nacinom izlaganja koji potice
mastu ponisten je jaz izmedu onih koji su odjecu dozivljavali osjetilno i gleda-
telja koji je vide kao muzejski predmet.

Muzej od samoga pocetka djelovanja suraduje s obrtnicimai dizajnerima,
a ta je suradnja potvrdena i misijom Muzeja iz 2015., gdje je jedan od ista-
knutih muzejskih ciljeva povezivanje s kreativnom industrijom. Suvremeni
dizajneri predstavljeni u izlozbi vise se ne zadovoljavaju samo aplikacijom
likovnog predloska kao u slu¢aju ,,Industrije Berger*, ve¢ polaze od dekon-
strukcije koja proizlazi iz sveobuhvatnog dizajnerskog istrazivanja, analize
i eksperimenta.®

Kao dionici fenomena kreativne industrije muzeji su jednako kao i dizajneri
postali pozicionirani izmedu kulturne i komercijalne proizvodnje. Pri postavu
izlozbe kustoski je odabir pod stalnim pritiskom profesionalne etike, kritike
struke, ali i o¢ekivane isplativosti. Premda etnologija i kulturna antropolo-
gija kao znanost ne postavljaju granice podrucju svoga istrazivanja, izlaga-
nje suvremenosti u etnografskim muzejima konstantno zahtijeva opravda-
nja (isto). Fenomen mode danas je sve vise u fokusu drustvenih znanosti i
gotovo da nema muzeja koji ne prireduje izlozbe na tu temu. No, moda je kao
i u ranijim razdobljima izvrgnuta kritikama s razli¢itih aspekata.

Na izlozbi smo osim proslostii predmetaiz fundusa zeljele pokazatii suvre-
mene trendove. U tom smo dijelu izlozbe suradivale sa DPurdom Tedeschi,

za koju su Sesiri dio svakodnevnoga zivota i odjevnoga rituala koji je (p)ostao
njezin osobni izraz (Sl. 3). Uz mnoga modna priznanja dokazuje to i ovogodis-
nja nagrada Elle style u kategoriji ikona stila. Kao $to kaze autoricaizlozbe
Mareta Kurtin: ,Ta je suradnja dobar primjer ve¢ usvojenih trendova u svjet-
skim muzejima, koji na taj nacin izlaze iz uobic¢ajenih praksi tumacenja pred-
meta i drustvenih pojava u komunikaciji s publikom. Njezina je zelja bila

da pravi protagonist izlozbe bude $esir kako bi se potaknuo njegov povra-
tak u modu, alii ocuvali tradicijski i umjetnicki obrti. Impresivni $eSiri na prvi
pogled potvrduju kako ih je odabirala jedna osoba, alii ¢injenicu kako stil

31— Prikazizlozbe pod nazivom ,Memories Are Made Of This—Sesiri iz privatne
kolekcije Burde Tedeschi“ oslanja se na tekst iz kataloga ¢ija je autorica Mareta Kurtin.
Kurtin, Mareta. ,Memories are made of this...“ U: Katalog izloZbe ,Kapa dolje!“ Pri¢a

o (ne)pokrivanju glave, ur. Mareta Kurtin. Zagreb: Etnografski muzej, 2019: 272-274.
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of headgear from the standpoint of museology, while the other reveals

the significance of headgear in people's lives, and their function in the
communities of their origin. The artifacts were gathered from the entire
museum, and showcased according to function to highlight their univer-
sal symbolism. The successful collaboration of the three authors started
with the reflection of the role of identity. The setup of the exhibition
distinguishes the identity of a person "laid bare" (devoid of character,
expression and emotions) from the "functional" identity imposed on it by a
particular headgear (bride, widow, Muslim, Dalmatian, sports fan...). The
mannequin heads used at the exhibition lacked any physiognomic features,
with the faces covered in reflective surfaces, implicating the function of
headgear as an indicator of different social roles. These reflective surfaces
functioned as mirrors, enabling the visitors to virtually "try these exhibits
on", and thus symbolically connecting to the role of the person wearing
the headgear in question. The artifacts are no longer solely exhibits, but
become "persons" who are defined by class, sex, gender, age and religion
in a given period in time. Even though the artifacts are exhibited in show-
cases, limiting the sensory experience only to vision, the manner of exhi-
bition fuels imagination and bridges the gap between those who actually
wore them and visitors who can only observe them as museum exhibits.

The Museum has fostered collaboration with artisans and designers

since its beginnings, and this collaboration was once again reaffirmed

with the Museum’s mission from 2015, establishing stronger connections
with creative industries. Contemporary designers presenting their work in
exhibitions are no longer content with mere presentation of their artwork
as was the case with the artifacts supplied by the Berger Industry. The
designers will now go step further and start with the deconstruction which
ensues from comprehensive research, analysis and experiment in the
creative process.®

Museums and designers have become equally positioned stakeholders in
creative industries, fluctuating between cultural and commercial produc-
tion. Curators’ choices in setting up an exhibition are made under constant

31— The description of the exhibition titled "Memories Are Made Of This—Durda
Tedeschi's private collection of hats“ relies on the catalog text written by Mareta Kurtin.
(Katalog izlozbe ,Kapa dolje!“ Pric¢a o (ne)pokrivanju glave, ur. Mareta Kurtin. Zagreb:
Etnografski muzej, 2019: 272-274.)
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ne dolazi s potpisom. Gospoda Tedeschi ne odnosi se prema $esirima na
strogo kolekcionarski nacin. Ona ih kroz Zivot nosi, gubi u selidbama, posu-
duje ili pak poklanja. Svaki $esir u njoj proustovski potice odredena sjecanja
te je postao simbol i dio intimne antologije datuma, osoba, mjesta, iluzija

i prica. Tijekom pripreme izlozbe $esiri nisu datirani prema dizajnerskim
kolekcijama, ve¢ prema sretnim, bitnim ili pak tuznim dogadajima u njezi-
nom zivotu. Upravo stoga je kao dio naslova odabran citat pjesme Deana
Martina Memories....“®?

Povezivanje etnoloskih / kulturno-antropoloskih teorija, istrazivanja mode
i kustoskih praksi pokazuje se kao kreativan i refleksivan pristup koji
moze pomoci Muzeju da od institucije nastale na principima modernizma
postane suvremen.

L 2
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pressure from professional ethics, critique and expected viability. Even
though ethnology and cultural anthropology have a virtually endless scope
of research, exhibitions of contemporary artifact in ethnographic muse-
ums always need a strong case. The fashion phenomenon, although still
exposed to various criticisms, is becoming an ever stronger focus of social
sciences, and almost all museums are now setting up exhibitions to honor
the topic.

The exhibition was aimed at showcasing not only historical artifacts from
the archives, but also contemporary trends. For this section of the exhibi-
tion, we collaborated with Burda Tedeschi, multiply awarded fashion icon,
whose love of hats made them a part of her daily clothing rituals and her
personal signature (Figure 3). The exhibition author Mareta Kurtin said:
“This collaboration is a good example of already common trends in muse-
ums worldwide, which step outside traditional exhibition practices by
establishing communication with the audience about artifacts and social
phenomena. Her desire was to make the hat a true protagonist of the
exhibition, in order to encourage its revival in fashion and preserve tradi-
tional craftsmanship and artisan. At the first glance, one can tell that these
impressive hats were chosen by the same person, but they also speak for
the fact that style is not always the product of renowned labels. To Ms.
Tedeschi, hats are far more than just collectables. She wears them, loses
them, lends and gifts them all the same. Every hat evokes certain memo-
ries in a Proustian fashion, becoming a symbol and a part of an intimate
anthology of dates, people, places, illusions and stories. The order of the
hats was not set up according to designer collections, but with regard to
happy, relevant, or sad events in the owner’s life. That is why we chose the
line from Dean Martin’s song Memories Are Made Of This for the exhibi-
tion’s title.”3?

The merging of ethnological/cultural anthropological theories, fashion
research and curating practices appears to be a creative and reflexive
approach, which can turn museums from those founded on the principles
of modernism into contemporary institutions.

*
A—
32— Ibid.
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Ethnographic Museum in Belgrade, Serbia

TETAK

z obzira na probleme s kojima su se muzeji u Srbiji suocili i suoc¢avaju
vom radu od devedesetih godina proslog veka, tema mode i modnih
aZivanja nije zaobisla ni specificne muzejske institucije koje svoj rad pre-
minantno zasnivaju na konceptu kulture nacionalnog identiteta. Autor
matra muzejsku praksu Etnografskog muzeja u Beogradu od polovine
edesetih godina XX veka do danas ostvarenu kroz realizaciju nekoliko
abranih istrazivackih i izlozbenih projekata, ili samo na nivou Projekta,
oji su se bavili temom mode i kulturom odevanja u periodu od polovine
do prve decenije XXI veka. Zbog velikog obima grade i preduzetih
Itidisciplinarnih istrazivanja, naglasak je stavljen na kustoski rad na
oslovenskoj modnoj produkciji iz druge polovine XX veka.

SUMMARY

Regardless of the challenges that museums in Serbia have been add
ssing in their work since the 1990s, the topic of fashion and fashion

research has not bypassed specific museum institutions that predo

nantly base their work on the concept of national identity culture. Th
author discusses the museum practice of the Ethnographic Museum
Belgrade from the mid-1990s to present, realized through implement
tion of several selected research and exhibition projects, or only at t
Project level, dealing with topics of fashion and clothing culture fro
1950s to 2000s. Due to the extensive amount of material and use of

multidisciplinary research, the emphasis was placed on curator wor
Yugoslav fashion productions in the second half of the 20th century.
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NEW CONCEPTUALIZATION
OF MUSEUM WORK

Through a series of lectures, symposia, congresses, individual and group
trainings, the museum community in Serbia in the mid-i9gos addressed
some key issues for its further development: is it ready for new improve-
ments and a new conceptualization of museum work? Regardless of
allidentified (and undetermined) challenges, both public and expert opin-
ions agreed at the level of understanding the importance of preserving
one's own elite expertise and training, as opposed to the main course of
cultural degradation that continues today.

Itis also important that in the stated period there was already a devel-
oped understanding that museums have experienced a historical

shift of their missions and concepts from exhibitors and exhibition galler-
ies to places where experiences are lived, and that the material presence
of objects serves only to mediate its meaning (which is often multi-
faceted). Museologists in Serbia also understood that the theoretical
concepts and practical elaboration of advanced Western museology are
not always automatically applicable to museums in Serbia, which have

a different history of their development and operate in an atmosphere of
constant deprivation due to lack of state and national cultural strategy.

Nevertheless, despite all the challenges, the museums in Serbia
managed to achieve a continuous process of curator training in various
forms and with very different results and success levels, and to introduce,
sporadically and unsystematically, new concepts of museum work.

In this context, museums have shown great receptivity to topics related
to fashion and culture of costume, for the first time offering their inter-
pretations of development of fashion details, fashion eras, fashion design
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NOVA KONCEPTUALIZACIJA
MUZEJSKOG RADA

Nizom predavanja, simpozijuma, kongresa, pojedina¢nih i grupnih obuka,
muzejska zajednica u Srbiji polovinom devedesetih godina proslog veka
otvorila je kljuéna pitanja za njen dalji razvoj: da li je spremna za nova usavr-
Savanja i novu konceptualizaciju muzejskog rada? Bez obzira na sve utvrdene
(i neutvrdene) teskoce, saglasnost u stru¢noj i $iroj javnosti postignuta je

na nivou razumevanja vaznosti o¢uvanja vlastite elitne stru¢nostii obuceno-
sti, a nasuprot glavnom toku degradacije kulture koji traje i danas.

0Od vaznosti je i ¢injenica da se ve¢ tada kristalisalo shvatanje da su muzeji
pretrpeliistorijsko pomeranje svojih misija i koncepcija, od izlagaonicaii pri-
kazivaca predmeta, do mesta gde se dozivljavaju iskustva i da materijalno pri-
sustvo predmeta sluzi samo za posredovanje njegovog znacenja (€esto vise-
strukog). Muzealci u Srbiji razumeli su i da teoretske koncepcije i prakti¢na
razrada napredne zapadne muzeologije nisu uvek i automatski primenjivi

na muzeje u Srbiji, koji imaju drugaciju istoriju svog razvoja i deluju u atmos-
feri stalnog osec¢anja uskracenosti usled nedostatka drzavne i nacionalne
kulturne strategije.

Pa ipak, i uprkos svim tes§ko¢ama, muzeji u Srbiji uspeli su da na razlicite
nacine i s vrlo razli¢itim uspehom i rezultatima, ostvare i kontinuiran proces
usavr§avanja kustosa i uvedu, sporadi¢no i nesistemati¢no, nove koncepte
muzejskog rada. U tom kontekstu, veliku prijeméljivost, muzeji su iskazali
za teme vezane za modu i kulturu odevanja, nudeéi, po prvi put, tumacenja
vezana za razvoj modnih detalja, modnih epoha, modnog dizajnai dizajnera.
Ukoliko je sistemati¢nost u opstemradu i izostajala, teme, posebno

modne, nisu nedostajale.
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and designers. If systematic work was lacking in general work, the topics,
especially those related to fashion, were definitively not lacking.

Based on their own curatorial experience, the Ethnographic Museum in
Belgrade has developed a series of partnerships since the 19g9os that have
resulted in a long-term program of cooperation and training, primarily of
professors and students of Belgrade University, Faculty of Applied Arts and
Faculty of Philosophy, Department of Ethnology and Anthropology. Thus

in 1994 the exhibition dedicated to the culture of urban traditional clothing
already included as its integral part a large-scale exhibition by professors
and students of the Faculty of Applied Arts in Belgrade, the Department of
Textiles and the Department of Costume Design. The creations were based
both on production of a series of individual fabrics inspired by structure
and design of traditional materials used to make clothes in the late 1gth
and early 2oth century in towns of Serbia, and the interpretation and
production of fashion details based on clothing of oriental and European
origin.' Regular training of students at the Faculty of Applied Arts has

been improved by organizing workshops where could learn various old
techniques of embroidery and ribbon-making, as well as the more modern
knowledge on how to make applications, setups, etc. Within such coopera-
tion, the specificity of ethnographic material was used to improve the level
of knowledge which students and future young designers had on topic of
formal and artistic characteristics of traditional clothing and the possibili-
ties of their reinterpretation and reintegration into a modern, fashionable
product of a clothing item. The role of the Museum's curator was primarily
educational and, indirectly, interpretive. Interpretation of traditional
fashion and design of ethnographic objects from the 1g9th and the first

half of the 20th century was developed by students through various
creations (sketches, drawings, fabrics, details, objects, accessories).
Since then, no major exhibition of the Ethnographic Museum in Belgrade
dedicated to culture of clothing was organized without an accompanying
exhibition of creations by students and professors of the Faculty of
Applied Arts in Belgrade.

The improvement of this type of cooperation in fashion design was
achieved at the beginning of the 2000s, when the Ethnographic Museum

1— Menkovi¢, Mirjana. Kostim grada i sela na razmedu dva veka: Prizren i okolina od
1880-1918: Katalog izlozbe. Beograd: Etnografski muzej, 1994: 1-135.
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Na bazi vlastitog kustoskog iskustva, Etnografski muzej u Beogradu od deve-
desetih godina XX veka, razvio je niz partnerskih saradnji koje su rezultirale
dugoroénim programom saradnje i obuke, pre svih, profesora i studenata
Beogradskog univerziteta, Fakulteta primenjenih umetnostii Filozofskog
fakulteta, Katedra za etnologiju i antropologiju. Pa se tako, ve¢ 1994. godine,
uz izlozbu posveéenu kulturi gradskog tradicionalnog odevanja, i kao njen
sastavni deo, pojavila velika izlozba profesora i studenata Fakulteta primenje-
nih umetnosti u Beogradu, Odsek za tekstil i Odsek za kostimografiju. Radovi
su bili posveceni, kako izradi niza pojedinacnih tkanina inspirisanih struktu-
rom i dizajnom tradicionalnih materijala koris¢enih za izradu odece u periodu
s kraja XIX i poc¢etka XX veka u varosima u Srbiji, tako i interpretaciji i izradi
modnih detalja baziranih na odevnim predmetima orjentalne i evropske pro-
venijencije istog perioda.' Redovna obuka studenata Fakulteta primenjenih
umetnosti, unapredena je i organizovanjem radionica u kojima su se mogli
obugiti raznim starim tehnikama veza, izradi gajtana, nacinu izrade aplikacija,
postavai sl. U ovako ostvarenoj saradniji, specifi¢nost etnografskog materi-
jala koris¢ena je za unapredenje znanja studenata i buducih mladih dizajnera
o formalnim i likovnim karakteristikama tradicionalnog odevnog predmetaii
mogucénostima njegove reinterpretacije i reintegracije u savremeni, modni,
odevni proizvod. Uloga kustosa Muzeja bila je prevashodno obrazovnai,
posredno, interpretativna. Tumacenje tradicionalne mode i dizajna etnograf-
skog predmeta iz XIX i prve polovine XX veka, studenti su razvijali kroz razli-
cite radove (skice, crteze, tkanine, detalje, predmete, aksesoar). Od tada,
nijedna veca izlozba Etnografskog muzeja u Beogradu koja je bila posveéena
kulturi odevanja nije organizovana bez pratece izlozbe radova studenata i pro-
fesora Fakulteta primenjenih umetnosti u Beogradu.

Unapredenje ove vrste saradnje na modnom dizajnu, ostvareno je pocetkom
dvehiljadite godine, kada je Etnografski muzej po¢eo da razvija saradnju sa
mladim srpskim dizajnerima. Sticajem okolnosti, tih godina Muzej su posetili
i Zan Pol Gotje (Jean-Paul Gauthier), kao i bliski saradnici Kavalija (Cavalli),

u cilju interesovanja za tradicionalni odevni predmet sa balkanskih prostora.
Takode, kao odgovor na ozivljavanje srpske tekstilne i modne industrije, poja-
vile su se i prestizne Modne agencije. Sa jednom od njih, Modni Studio Click,
Muzej je ostvario i ostvaruje veoma bogatu saradnju u cilju promocije srpskih
modnih dizajnera, ali, i promocije kulturnog nasleda Srbije. Ovaj vid saradnje,

1— Menkovi¢, Mirjana. Kostim grada i sela na razmedu dva veka: Prizren i okolina od
1880-1918: Katalog izlozbe. Beograd: Etnografski muzej, 1994: 135.
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began developing teamwork with young Serbian designers. Due to the
circumstances, in those years the Museum was visited by Jean-Paul
Gauthier as well as close associates of Cavalli, as they were interested in
traditional clothing items from the Balkans. Prestigious fashion agencies
have also appeared in response to the revival of the Serbian textile and
fashion industry. The Museum has been achieving very rich cooperation
with one of them, Fashion Studio Click, in order to promote Serbian fashion
designers as well as the cultural heritage of Serbia. This type of cooper-
ation, for example, was achieved during the realization of the curatorial
exhibition dedicated to one of the impressive and important clothing items
in the traditional culture of the Serbian people from the 1gth and the first
half of the 20th century, which is known as zubun or sadak.? This is an upper
garment of the long vest type, usually sleeveless, made of white cloth.
Although it is also related to men's costume, zubun is predominantly a
women's clothing item. In the artistic and aesthetic sense, zubun is one of
the most representative clothing items in the Serbian folk costume.

In this cooperation, Serbian fashion designers and the Agency introduced
a completely new fashion concept in the curatorial educational interpreta-
tion, very up-to-date at the time of realization of the exhibition: recycling
and environment (Fig.1, Fig. 2).

This interaction between the Museum and the young designers culminated
during the organization of the regular annual meeting of the ICOM Costume
Committee, which took place at the Ethnographic Museum in Belgrade in
2011. The largest number of exhibitions organized at that time throughout
museums in Serbia (a total of 31 exhibitions) was accompanied by appropri-
ate fashion answers to given topics.® In the context of this collaboration, it is
important to note that Modni Studio Click (http://click.co.rs/) embarked on
a fashion version of a number of elements related to the intangible cultural
heritage of Serbia. Also, through one of the exhibitions realized at that time*

2 — Menkovi¢, Mirjana. Zubun Chemise : Belgrade's Ethnographic Museum's nineteenth
to mid-twentieth century collection. Belgrade: the Ethnographic Museum, 2009: 138.

3 — In Between: culture of dress between the East and the West: proceedings of
the 64th Annual Conference, September 25-30, 2011, ed. Mirjana Menkovic. Belgrade:
The Ethnographic Museum in Belgrade, 2012: 149-154.

4 — Menkovi¢, Mirjana. Dress in Serbia in the Twentieth Century: a Personal Story.
The Ethnographic Museum in Belgrade, September-October 2011.Belgrade: Ethnographic
Museum, 2011: 6.
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na primer, ostvaren je tokom realizacije kustoske izlozbe posveéene jednom
od upecatljivih i vaznih odevnih predmeta u tradicionalnoj kulturi srpskog
naroda iz XIX i prve polovine XX veka koji je poznat kao zubun, sadak.> U pita-
nju je gornji odevni predmet tipa dugog prsluka, najéesce bez rukava, izra-
divan od sukna bele boje. lako se vezuje i za muski odevni asortiman, zubun
je dominantno zenski odevni predmet. U likovno estetskom smislu, zubun je
jedan od najreprezentativnijih odevnih predmeta u srpskoj narodnoj nosnji.
U ovoj saradniji srpski modni dizajneri i Agencija, u kustosku edukativnu inter-
pertaciju uneli su potpuno nov modni koncept koji je bio aktuelan u momentu
realizacije te izlozbe: reciklazu i ekologiju (Sl. 1i 2).

Ova interakcija Muzeja i mladih dizajnera kulminirala je tokom organizovanja
redovnog godi$njeg sastanka Icom-ovog Komiteta za Kostim koji je odrzanu
Etnografskom muzeju u Beogradu 20i1. godine. Najvedi broj tada organizova-
nih izlozbi §irom muzeja u Srbiji (ukupno 31 izlozba) pratili su prigodni modni
odgovorina zadate teme.® U kontekstu ove saradnje, vazno je napomenuti da
se Modni Studio Click (http://click.co.rs/) upustio u modnu interpretaciju niza
elemenata vezanih za nematerijalno kulturno naslede Srbije. Takode, sa jed-
nom od tada realizovanih izlozbi* u Muzej je pristigla i prva ve¢a akvizija mo-
dne odece iz sedamdesetih godina XX veka koju je ustupila jedan od vodeéih
kustosa Muzeja u oblasti tradicionalne kulture odevanja. Vazno je dodati da
Etnografski muzej prakti¢no od svog osnivanja bastinii elemente gradanske
kulture u Srbiji i to u okviru vise tematskih celina (kulture stanovanja, kulture
odevanja i nakita i kulture drustvenog i duhovnog Zivota). Svakako najobimnije
su zbirke i kolekcije posvecene kulturi odevanja koje pored svog odredenja
kao ,tradicionalne®, sadrze obilje modnih elemenata koji su razmatrani kroz
razli¢it kustoski rad u duzem vremenskom periodu. Takode, od osamdesetih
godina proslog veka Muzej je sakupio znatan broj predmeta vezan za modne
detalje i savremeno odevenje iz perioda izmedu dva svetska rata. Ali, prva akvi-
zicija vezana za savremeno modno odevanje iz druge polovine XX veka pristi-
glaje 2011. godine iako, Muzej jo$ nije zvani¢no doneo odluku o osnivanju zbirki
savremenog odevanja. Jer, to su vrlo zna¢ajna pitanja vezana za misiju i viziju
Muzeja u XXI veku. U tom smislu, vazno je konstatovati da postoji odredena
trenutna dihotomija u radu na kolekcijama odevanja i mode.

8 — Izmedu: kultura odevanja izmedu Istoka i Zapada: zbornik 64. godis$nje konferencije, 25-30.
septembar 2011., ur. Mirjana Menkovi¢. Beograd: Etnografski muzej u Beogradu, 2012: 149-154.

4 — Menkovic¢, Mirjana. Odevanje u Srbiji u XX veku : jedna li¢na pri¢a : Etnografski muzej
u Beogradu septembar-oktobar 2011. Beograd: Etnografski muzej, 2011: 6.
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Sl.1.— Izlozba ,Zubun. Kolekcija Etnografskog

muzeja u Beogradu iz XIX i prve polovine XX veka*,
autor M. Menkovic, rukavice Evice Milovanov-Penezi¢,
Srpski kulturni centar u Parizu, 2010. (Etnografski
muzej u Beogradu) / Fig. 1.— Exhibition “Zubun.
Collection of the Ethnographic Museum in Belgrade
from 1gth and the first half of 20th century”, author:

M. Menkovi¢, gloves created by Evica Milovanov-
Penezi¢, Serbian Cultural Center in Paris, 2010. (The
Ethnographic Museum in Belgrade).
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Sl. 2. — Ljiljana Petrovi¢, prof. Fakulteta primenjene umetnosti, kraj svog modela.
Izlozba ,Zubun. Kolekcija Etnografskog muzeja u Beogradu iz XIX i prve polovine XX
veka“, autor M. Menkovi¢, Etnografski muzej u Beogradu, 2009. (Etnografski muzej
u Beogradu) / Fig. 2. — Ljiljana Petrovi¢, professor at Faculty of Applied Arts, with
her creation. Exhibition “Zubun. Collection of the Ethnographic Museum in Belgrade
from 19th and the first half of 20th century”, author: M. Menkovi¢, the Ethnographic
Museum in Belgrade, 2009. (The Ethnographic Museum in Belgrade).
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the Museum received the first major acquisition of fashion clothing from the
1970s, which was donated by one of the leading curators of the Museum in
the field of traditional culture of dress. It is important to add that practically
since its establishment the Ethnographic Museum has been preserving
heritage elements of civic culture in Serbia, within several thematic units
(culture of housing, culture of clothing and jewelry and culture of social and
spiritual life). Certainly the most extensive collections are those dedicated
to the culture of clothes, and in addition to their definition as "traditional",
they also contain an abundance of fashion elements that over a long period
of time have been studied by numerous curators. Since the 1980s the
Museum has also collected a significant number of items related to fashion
details and modern clothing from the period between the two world wars.
However, the first acquisition related to contemporary fashion clothing from
the second half of the 20th century arrived in 2011, although the Museum has
not yet officially made a decision to establish a collection of contemporary
clothing. However these are very important issues related to the mission
and vision of the Museum in the 2ist century. In that sense, it is important to
state that there is a certain current dichotomy in work with on collections of
clothing and fashion.

SUPPORT TO THE INTERDISCIPLINARY
CURRICULUM THROUGH MATERIAL CULTURE

In 2013, further developing the partnerships aimed at fashion and interpre-
tation of this social phenomenon, the Ethnographic Museum launched a
special Cooperation Program together with the Department of Ethnology
and Anthropology at the Faculty of Philosophy of Belgrade University, under
the title The Emerging Museologist. The goal of this program was based on
the developed cooperation with the Department and the long-term Borivoje
Drobnjakovi¢ Award, which used to be awarded by the Museum for the

best Bachelor’s Thesis in the previous year. The program was enhanced

by adding a prize for the best Master's Thesis and the Museum's offer that
the awarded student, together with his professor-mentor, or a group of
students, should develop an exhibition on the topic of Thesis. Another goal
of the Program was that the curators of the Museum were to inform, consult
and apply new theoretical concepts from development of their discipline in
close cooperation with the Department. Thus the first scientific and the-
oretical interpretations of fashion and contemporary fashion phenomena
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PODRSKA INTERDISCIPLINARNOM
KURIKULUMU KROZ MATERIJALNU KULTURU

U daljem razvijanju partnerskih saradnji koje su usmerene ka modii tuma-
cenju ovog drustvenog fenomena, Etnografski muzejje 2013. godine pokre-
nuo poseban Program saradnje sa Katedrom za etnologiju i antropolo-

giju Filozofskog fakulteta u Beogradu koji je nazvan Muzealac u nastanku/
povoju. Cilj ovog programa bio je na tragu razvijene saradnje sa Katedrom

i viSegodisnjom Nagradom Borivoje Drobnjakovié¢ koju je Muzej dodeljivao
za najbolji diplomski rad u prethodnoj godini. Program je unapreden dode-
lom nagrade za najbolji Master rad i ponudom Muzeja da nagradeni stu-
dent, zajedno sa svojim profesorom mentorom, ili grupa studenata, realizuju
izlozbu na temurada. Cilj Programa je bio i da se kustosi Muzeja u bliskoj
saradnji sa Katedrom informisu, konsultuju i primene, nove teorijske kon-
cepte iz razvoja same discipline. Tako su u Muzej stigle i prve nauéne i teorij-
ske interpretacije mode i savremenih modnih fenomena kakva je na primer
bilaiizloZzba grupe autora realizovana 2014. godine sa temom Glamur na
»Srpski nacin“: maturski balovi (1991-2014) (Sl. 3).

U ostvarivanju ove saradnje Muzej se rukovodio ¢injenicom da jeste i moze
da bude naucniistrazivacki resurs i depozitorijum materijalnih rezultata

tih istrazivanja kao i da su nau¢no obrazovne institucije prirodni partnerii
saveznici Muzeja. Etnografski muzej je prakti¢no pokazao kako moze da se
»koristi“ u visoko §kolskom obrazovaniju, ali i kako stvorirti okvir za integri-
sanje Muzeja u fakultetski kurikulum koji je tradicionalno baziran na tekstu.
Takode, Muzej je realizovao izlozbu koja je ponudila objasnjenja o novostvo-
renoj hiperpotrosackoj kulturi XXI veka koja nudi sve ve¢i broj usluga i pro-
izvoda pomocu kojih potro$aci mogu da postignu svoj zamisljeni ,savr§eni
izgled“. Klju¢nu ulogu u prenosenju ovih ideja imaju mediji koji omogucavaju
prakse postaju noviizraz ,glamuroznog* Zivotnog stila. Moda je jedan od
presudnih faktora glamura.
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appeared at the Museum, including the exhibition by a group of authors
realized in 2014, with the theme Glamour in the "Serbian way": prom dance
events (1991-2014) (Fig. 3).

In order to achieve this cooperation, the Museum was guided by the fact
that it is and can be a resource for scientific research and a depository of
material results of these studies, while scientific-educational institutions
are natural partners and allies of the Museum. The Ethnographic Museum
has shown in practice how it can be "used" in higher education, but also
how to create a framework for integrating the Museum into the faculty
curriculum which was traditionally based on text resources. The Museum
also realized an exhibition presenting clarifications about the newly-cre-
ated hyper-consumer culture of the 21st century, which offers an increasing
number of services and products that the consumers may use in order to
achieve theirimagined "perfect look". The key role in transmitting these
ideas is played by the media, which enable an increasing number of people
to get acquainted with the world of "celebrities" whose lives and practices
are becoming a new expression of a "glamorous" lifestyle. Fashion is one
of the crucial factors of glamour.

MIRJIANA MARIC: PRET-A-PORTER
DE LUXE OF YUGOSLAV FASHION

In 2013-2014 the curators’ work at the Museum included the first inde-
pendent research project on the topic of Yugoslav fashion production,
realized through a special exhibition and a monograph.® Together with the
exhibition, Mirjana Mari¢'s gift also arrived to the Museum—namely, the
evening dresses developed for that exhibition were permanently donated
to the Museum (Fig. 4). The goal of the project was, for the first time in the
Serbian public but also in the region, to view and present the entire work
of Mirjana Mari¢, one of the most important Yugoslav fashion designers

in the second half of the 20th century, and at the same time determine
the essential details of the development of Yugoslav fashion, textile and
factory-based clothing industry. Another goal of the Project was to expose
the issue of clothing culture in the socialist period, as well as the issue

5 — Menkovi¢, Mirjana. Fashion & design Mirjana Maric. Belgrade: Ethnographic
Museum in Belgrade, Mnemosyne Center, 2014: 207.
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MIRJANA MARIC: DE LUX PRET-A-PORTER
JUGOSLOVENSKE MODE

Tokom 2013-2014. godine kustoski rad Muzeja obezbedio je prvi nezavistan
istrazivacki projekat na temu jugoslovenske modne produkcije realizovan kroz
posebnu izlozbu i monografiju.® U Muzej je sa izlozbom pristigao i poklon Mir-
jane Mari¢. Naime, vecernje haljine realizovane za potrebe te izlozbe, trajno su
ustupljene Muzeju (Sl. 4). Cilj Projekta je bio da se, po prvi put u srpskoj jav-
nosti, aliiu regionu, sagleda i predstavi celovit rad Mirjane Mari¢, jedne od
najznacajnijih jugoslovenskih modnih dizajnera iz druge polovine dvadesetog
vekaida se na taj nacin utvrde i specifi¢nosti razvoja jugoslovenske mode, tek-
stilne i konfekcijske industrije. Takode, cilj Projekta je bio i da se otvori pita-
nje kulture odevanja u socijalistickom periodu, kao i pitanje kulture odevanja i
muzejskih kolekcija iz druge polovine dvadesetog veka. Kona¢no, pored odgo-
vora o specifiénostima jugoslovenske mode i uloge Mirjane Mari¢ u nastanku

i razvoju, izlozba je trebala da ponudi odgovor i na pitanje - da li je u Srbiji
moguce/potrebno formirati Muzej mode?

Mirjana Mari¢ je diplomirala na Akademiji primenjenih umetnosti u Beogradu
1963. godine, a od 1966. punih deset godina radic¢e i kao profesor u Skoli za
industrijsko oblikovanje, odsek za tekstil, u Beogradu. Ve¢ 1968. godine ponu-
dice svoje prve modele i kolekcije jednoj od najveéih i najznacajnijih izvoznih
firmi u Jugoslaviji, Jugoexport-u. Ali, ono §to ce presudno obeleziti njen nacin
rada jeste Skolovanje u Engleskoj, u Manéesteru, gde je i magistrirala 1964.
godine. Sa iskustvom, talentom i stvaralackom energijom, rad Mirjane Mari¢
pospesice i obeleziti u najboljem smislu najznac¢ajniji period u razvoju jugoslo-
venskog modnog dizajna od 1968-1991. Njeni modeli i kolekcije oznaceni su kao
de lux Pret-a-porter jugoslovenske mode. Mirjana Mari¢ je otelotvoravala pro-
stor izmedu umetnostiiindustrije, brizljivo vodeci racuna o vrednosti robne
marke koju je stvarala. Ona je balansirala izmedu imperativa o¢uvanja svoje
umetnicke osobenostii potreba trzista. Njena ciljna grupa bila je socijalisticka
srednja klasa Zeljna prestiznih estetizovanih proizvoda. Omogucavajuci pripad-
nicima te klase da se razlikuju u masi zahvaljuju¢i mastovitim modnim doda-
cima, smelim krojevima i upadljivim bojama i dezenima, te tekstilom i kozom
vrhunskog kvaliteta, ona je realizovala davnasnje zahteve ovog drustvenog
sloja za usavr§enom proizvodnjom i istan¢anim detaljima.

5 — Menkovi¢, Mirjana. Moda i dizajn Mirjana Maric. Beograd: Etnografski muzej u Beogradu,
Centar Mnemosyne, 2014: 207.
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Sl.5.— Drugarica Jovanka Broz u poseti Zagrebackom velesajmu

i izlozbi ,Porodica i domacinstvo*, Zagreb, 06. 09.1958. (Muzej Jugoslavije,
signatura 1958_o95_10g) / Fig. 5. — Comrade Jovanka Broz visiting

the Zagreb Fairgrounds and exhibition “Family and household”. Zagreb,
September o6th 1958. (Museum of Yugoslavia, sig. 1958_095_109)
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Sl. 4.— Izlozba ,Mirjana Mari¢—Moda i dizajn“, autor M. Menkovi¢, Etnografski muzej
u Beogradu, 2013. (Etnografski muzej u Beogradu) / Fig. 4. — Exhibition “Mirjana Mari¢
—Fashion and design”, author: M. Menkovi¢, the Ethnographic Museum in Belgrade,
2013. (The Ethnographic Museum in Belgrade)

Sl.6.— DModna revija Jugoexport-a/Mirjane Mari¢ u ¢ast kralja i kraljice
Belgije, Bela vila, Brioni, 22.06.1973. (Muzej Jugoslavije, signatura
1973_521_035) / Fig. 6.— Fashion show organized by Jugoexport/Mirjana
Mari¢ in honor of King and Queen of Belgium, White Villa, Brijuni,

June 22nd 1973. (Museum of Yugoslavia, sig. 1973_521_035)
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of culture of dress and museum collections in the second half of the

2oth century. Finally, in addition to the answer to the specific details of
Yugoslav fashion and the role of Mirjana Mari¢ in its creation and develop-
ment, the exhibition was supposed to offer an answer to the question—

is it possible/necessary to establish a Fashion Museum in Serbia?

Mirjana Mari¢ graduated from the Academy of Applied Arts in Belgrade

in 1963, and starting in 1966 worked for ten years as a professor at the
School of Industrial Design, Department of Textiles, in Belgrade. In

1968 she already offered her first creations and collections to one of the
largest and most important export companies in Yugoslavia, Jugoexport.
However, her way of working was most decisively marked by her education
in Manchester, England, where she received her master's degree in 1964.
The experience, talent and creative energy of Mirjana Marié's work were
the greatest incentive and representation of the most important period

in the development of Yugoslav fashion design, from 1968 to 1991. Her
models and collections were marked as “Pret-a-Porter de luxe of Yugoslav
fashion”. Mirjana Mari¢ embodied the space between art and industry,
carefully taking into account the value of the brand she created. She
balanced between the imperatives of preserving her artistic identity and
the needs of the market. Her target group was the socialist middle class,
eager for prestigious aestheticized products. Enabling members of this
class to stand out in crowd thanks to imaginative fashion accessories, bold
cuts and striking colors and patterns, as well as top quality textiles and
leather, she brought to life the long-standing demands of this social class
for improved production and refined details.

JOVANKA BROZ: FIRST LADY COLLECTION

The fact that such complex projects of fashion musealization are not
reaching fertile ground in “thematically traditionally” designated
museums in Serbia is also indicated by the last large and, unequivocally,
exclusive Project Jovanka Broz: First Lady Collection, already launched
by the Ethnographic Museum through curators’ work in the early 2000s.

Every new encounter with photographs of Jovanka Broz (Pe¢ane, Lika,
Croatia 1924-Belgrade, Serbia 2013), especially from the period of the
1950s and 1960, when the state of South Slavs and all its peoples experi-
enced rise and growth and when absolute beauty and domination of
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JOVANKA BROZ: KOLEKCIJA PRVE DAME

Da ovako sloZeni projekti muzealizacije mode ne nailaze na plodno tlo

u ,tematski tradicionalno* opredeljenim muzejima u Srbiji, pokazatelj je

i posledniji veliki i, nedvosmisleno, ekskluzivni Projekat Jovanka Broz:
Kolekcija prve dame koji je Etnografski muzej pokrenuo kroz kustoski rad
jos pocetkom dvehiljaditih godina.

Svaki novi susret sa fotografijama Jovanke Broz (Pecane, Lika, Hrvatska 1924
-Beograd, Srbija 2013), posebno, iz perioda pedesetih-s§ezdesetih godina XX
veka kada drzava Juznih Slovena i svih njenih naroda dozivljava usponirasti
kada se apsolutna lepota i dominacija ove neobi¢ne Zzene nalaze na vrhuncu,
izazivaju pomes$ana osec¢anja. Razloga za takav osecaj je vise, ali se ¢ini da bi
u ovom momentu dva mogla biti vazna: prvi, nesporna lepota, prefinjenost i
istan¢an modni ukus Jovanke Broz koji ni¢im ne ukazuju da se radi o najzna-
¢ajnijoj i najuglednijoj predstavnici, na Zapadu tako omrazenog komunistic-
kog rezima, i drugi, uporna i, nazalost, istrajna i do kraja dosledna visedecenij-
ska Sutnja prve dame koja je uskratila svaki, iole ozbiljniji istrazivacki pokusaj
da se jugoslovenska modna desavanja iz nazna¢enog perioda, nepobitno
vezana za nju, protumace na viseslojan i sadrzajan nacin. Jer, bez te duboke,
liéne, uzbudljive ljudske pri¢e koja stoji iza svake ikada snimljene fotografije,
ostao nam je samo prostor za konstrukcije (vizuelne, komunikacijske, kul-
turne, drustvene, politicke) koje pocivaju na pretpostavci o njenom velikom
uticaju koji je morala imati na hiljade Zena u Jugoslaviji i nacin njihovog odeva-
nja. Ali, i na pretpostavci o odredenoj nuznoj drustvenoj i politickoj simboliza-
ciji koju je noSenje tako odabrane modne ode¢e moglo imati.®

I, tek sada, nedavno, polovinom 2017. godine, ¢etiri godine posle smrti
Jovanke Broz, stekli su se uslovi za pokretanje i realizaciju sigurno jednog

od najprestiznijih muzejskih modnih projekata u Srbiji i regionu: odlukom
naslednika, na obradu, konzervaciju i prezentaciju ponudeno je 669 pred-
meta iz zaostavstine Jovanke Broz, odevnih predmeta, obuce i akseso-

ara (objektivno, daleko veci broj pojedinacnih predmeta koji nisu mogli biti
detaljno popisani u trenutku izlu¢ivanja) i koje je evidentirao strucni tim
Etnografskog muzeja u Beogradu. Predmeti koje je preuzela porodica Jovanke
Broz privremeno su ustupljeni na obradu i, pre svega, publikovanje

6 — Menkovi¢, Mirjana.“Jovanka Broz i moda: kolekcija prve dame,” Etnoantropolski
problemio, br. 4, 2015: 873-892.
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this unusual woman was at its peak, provokes mixed feelings. There are sev-
eral reasons for such a feeling, but it seems that at this moment two may

be the most important: the first, the indisputable beauty, sophistication

and refined fashion taste of Jovanka Broz that do not indicate that she was
the most important and most prominent representative of the Communist
regime, which is so hated in the West, and second, the determined and unfor-
tunately persistent and to the very end consistent several decades of silence
by the First Lady, who denied any even a bit more serious research attempt
to interpret Yugoslav fashion events from that period, undeniably related

to her, in a multilayered and meaningful way. Without that deep, personal,
exciting human story behind every photograph ever taken, we are left only
with space for constructions (visual, communication, cultural, social, and
political) that are based on the assumption of her supposed great influence
on thousands of women in Yugoslavia and the way they dressed. And there
was also an assumption of a certain necessary social and political symboliza-
tion that wearing such carefully chosen fashionable clothes could have had.®

And, only recently, in the mid-2017, four years after the death of Jovanka
Broz, the conditions have been created for the launch and realization of one
of the certainly most prestigious museum fashion projects in Serbia and the
region: 669 items from the legacy of Jovanka Broz, clothing, footwear and
accessories (objectively, a far larger number of individual items that could
not be listed in detail at the time of exclusion) and which were recorded by
the expert team of the Ethnographic Museum in Belgrade. It was agreed
that the objects taken over by Jovanka Broz's family should be processed
and, more importantly, published, as they provide a good foundation for a
broader interpretation of clothing culture in Serbian museology in the sec-
ond half of the 20th century and, finally, provide space for defining, process-
ing and presenting the First Lady Collection, which would be the first of its
kind among the former socialist countries of Southeastern Europe. In addi-
tion, the cooperation of the descendants, the professional team and the
potential partner (cultural institution, public company, private company or
agency) at the presentation of the Collection would be the first public-pri-
vate partnership in Serbia in the field of protection and evaluation of cul-
tural heritage which does not necessarily have to be deposited in cultural
heritage protection institutions in Serbia in its entirety.

6 — Mirjana Menkovi¢. “Jovanka Broz i moda: kolekcija prve dame,” Etnoantropolski
problemi o, no. 4, 2015: 873-892.
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jer daju dobru osnovu za $ira tumacenja kulture odevanja u srpskoj muzeolo-
giji u drugoj polovini dvadestog veka i, konaéno, daju prostor za definisanje,
obradu i prezentaciju Kolekcije prve dame, koja bi bila i prva takve vrste

u bivsim socijalistickim zemljama Jugoisto¢ne Evrope. Takode, saradnja
naslednika, struénog tima i potencijalnog partnera (kulturnainstitucija,
javno preduzecée, privatna firma ili agencija) na prezentaciji Kolekcije bila bi
prva javno privatna partnerska saradnja u Srbiji na zastiti i evaluaciji kultur-
nog nasleda koje ne mora, nuzno, da u celosti bude deponovano u ustano-
vama zastite kulturnog nasleda u Srbiji.

Cilj tog kustoskog rada na muzealizaciji izuzetno zna¢ajne modne Kolekcije
jeste dugoroéna zastita korpusa predmeta i grade koji bi bili izlu¢eni i katego-
rizovani. Znac¢aj tog muzejskog materijala sasvim sigurno prevazilazii regio-
nalnne okvire, te je ciljiizlozbena i edukativna prezentacija oc¢ekivanih rezul-
tata na evropskom i svetskom nivou. Takode, cilj je i formiranje dugoroc¢ne
operativno informacione osnove za planiranje staranja o ovom korpusu
muzejskog materijala, kao i formiranje Kolekcije predmeta vezanih za prvu
dame socijalistickog perioda (1948-1979), kasnije, i za prve dame koje pripa-
daju demokratskom periodu nakon promena dvehiljadite godine.

Vremenska distanca nalaze da se ova izuzetna grada vrednuje i obradiu
skladu s najvis§im svetskim standardima u oblasti zastite muzejskog nasleda
jer se, nesporno, radi o kulturnom dobru najvise kategorije. U skladu s tim,
cilj Projekta je i kori§¢enje i primena pozitivnog i najviseg iskustva svetskih
muzeja u zastiti, o€uvanju i promociji muzejske grade sli¢nog sadrzaja

(npr. iskustvo Muzeja Americke istorije u Vasingtonu, ili Danske kraljevske
Kolekcije iz Kopenhagena). Istrazivanja u domenu kulture odevanja u drugoj
polovini dvadesetog veka, ali i prou¢avanja Siroke lepeze drustvenih pojava
koje prate odevanje i modu, Zivot i aktivnosti prvih dama, spadaju u kljuéni
cilj predlozenog Projekta. To ¢e biti i prvi put u kulturi u Srbiji (ali i u regionu)
da se proceni mogucnost i u¢inak formiranja Kolekcije prve damei da se
razvije muzejska interpretacija ove(ih) vazne(ih) zene(a) i njenog(ih) dopri-
nosa kulturi u Jugoslaviji (Srbiji). Korpus muzejske grade, pored izuzetne
materijalne zaostavstine, kojom ovaj Projekat moze da se bavi broji jos deset
vrlo vaznih segmenata komplementarnih materijalu i koji su deponovaniu
drugim muzejima u Srbiji, pre svih, Muzeju Jugoslavije. Onaj klju¢ni, Kolek-
cija prve dame zapravo je Kolekcija u osnivanju i ona ka kojoj se tezi u ovom
istrazivackom Projektu.

Nesporan i ogroman kustoski rad na tom Projektu kao krajnji rezultat mogao
bi, izmedu ostalog, da podrazumeva:
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The goal of that curatorial work on musealization of an extremely impor-
tant fashion Collection is long-term protection of a corpus of objects

and materials that would be separated and categorized. The significance
of this museum material certainly exceeds the regional framework, and
the goalsinclude both exhibiting and educational presentation of the
expected results at the European and global levels. Another goal is creat-
ing a long-term operational information base for planning the care of
this corpus of museum material, as well as formation of the Collection
of objects related to the First Lady of the Socialist period (1948-1979), and
later also including the first ladies belonging to the democratic period
after the changes in year 2000.

The temporal distance dictates that this exceptional material should be
evaluated and processed in accordance with the highest world standards
in the field of protection of museum heritage, as this is indisputably a cul-
tural asset of the highest category. Accordingly, the Project aims to use and
apply the positive and highest experiences of world museums in fields of
protection, preservation and promotion of museum material of similar con-
tent (e.g. the experience of the Museum of American History in Washing-
ton, or the Danish Royal Collection in Copenhagen). Research in the field of
costume culture in the second half of the 20th century, but also the stud-
ies of a wide range of social phenomena that accompany clothing and fas-
hion, life and activities of the first ladies, are among the key goals of the
proposed Project. This will be the first time in culture in Serbia (but also in
the region) to assess the possibility and effect of forming the First Lady Col-
lection and to develop a museum interpretation of this important woman
(women) and her (their) contribution to culture in Yugoslavia (Serbia). The
corpus of museum material, in addition to the exceptional material legacy
that this Project can deal with, includes ten other very important segments
of complementary material that have been deposited in other museums

in Serbia, and particularly in the Museum of Yugoslavia. The key one, the
First Lady Collection, is actually the Collection in the making and the one
that is being pursued in this research project.

The end result of the undisputed large-scale curators’ work on this
Project may, among other things, include:

¢ Development of conservation and documentation cards for the needs
of permanent , of information.

@ Conservation, processing and publication of the Collection.
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¢ Izradu konzervatorskog i dokumentacionog kartona za potrebe trajnog

deponovanja informacija.
@ Konzervaciju, obradu i publikovanje Kolekcije.

@ Objavljivanje reprezentativne monografije Jovanka Broz: Kolekcija
prve dame.

@ Objavljivanje posebnog Zbornika radova koji bi se Sire bavio epohom.
& Pratece publikacije i stampani materijal.

® Realizaciju odredenog broja pratecih aktivnosti.

® Realizaciju izloZbe Jovanka Broz: Kolekcija prve dame.

@ Postavljanje virtuelenog Muzeja Jovanka Broz: Kolekcija prve dame.

MUZEALIZACIJA MODE:
| DALJE LICNI IZBOR KUSTOSA?

Shodno bastinskom kapacitetu deponovanom kroz zbirke i kolekcije, kustosi
Etnografskog muzeja u Beogradu prepoznali su, od osamdesetih godina
proslog veka na nivou prikupljanja, a od devedesetih godina i na istraziva¢-
kom i izlozbenom nivou, zna¢aj modnih fenomena za muzejski rad i razvoj
kolekcija uopste. Muzeoloski odgovorno, ali i spontano, razvijali su partner-
ske koncepte saobrazene likovhom i i estetskom sadrzaju zbirki izdomena
kulture odevanja. Od obrazovnih i posredno interpretativnih, prihvatili su i
smele modne koncepte i intervencije mladih dizajnera na odevnom etnograf-
skom predmetu. To je rezultiralo, kako novim kvalitetom u interdisciplinar-
noj saradnji, tako i boljim pozicioniranjem Muzeja u javnosti. Jer, javnost je, iz
svih poznatih razloga, od pocetka dvehiljaditih godina predominantno foku-
sirana na modne i glamurozne dogadaje.

U daljem trazenju vlastitog mesta u primeni novih tema i metoda, prosirenje
i usavrsavanje kustoskog rada ostvareno je kroz partnersku saradnju sa
visoko obrazovanim institucijama, posebno, Katedrom za etnologiju i antro-
pologiju. Uzajamnost procesa saznanja i razmene iskustva i znanja donela je
u Etnografski muzej 2014. godine potpuno nove teme i tumacenja na planu
muzealizacije mode. Studentii profesori Fakulteta uneli su nauénii metodo-
loski kurikulum u muzejski materijalni predmet. Otvoreno je i pitanje osniva-
nja Muzeja (kulture) mode u Srbiji.
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¢ Publishing a representative monograph Jovanka Broz:
First Lady Collection.

@ Publishing special Proceedings that would deal with the epoch
in more detail.

& Accompanying publications and printed material.
¢ Implementation of a number of accompanying activities.
@ Realization of the exhibition Jovanka Broz: First Lady Collection.

& Installation of the Virtual Museum Jovanka Broz: First Lady Collection.

MUSEALIZATION OF FASHION: STILL
A PERSONAL CHOICE OF THE CURATORS?

According to the heritage capacity deposited in assemblages and collec-
tions, the curators of the Ethnographic Museum in Belgrade have recog-
nized, since the 1980s at the level of collection, and since the 1990s at the
research and exhibition level, the importance of fashion phenomena for
museum work and collection development in general. In a museologically
responsible but still spontaneous manner, they developed partner con-
ceptsin line with the artistic and aesthetic content of collections from the
domain of costume culture. In addition to educational and indirectly inter-
pretative, they also accepted bold fashion concepts and interventions by
young designers on objects of ethnographic costume. This has resulted in
both new qualities in interdisciplinary cooperation and in better position-
ing of the Museum in the public. For all the well-known reasons, since

the beginning of the 2000s the public has been predominantly focused on
fashion and glamorous events.

In the further search for its own place in application of new topics and
methods, the expansion and improvement of curatorial work was achieved
through partnership with highly educated institutions, in particular with the
Department of Ethnology and Anthropology. In 2014, the reciprocity of the
process of cognition and exchange of experience and knowledge brought to
the Ethnographic Museum some completely new topics and interpretations
regarding the musealization of fashion. Students and professors of the Fac-
ulty have introduced the scientific and methodological curriculuminto the
museum material subject. The issue of founding the Museum of fashion (cul-
ture) in Serbia is also revisited.
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I konaéno, kustosi Etnografskog muzeja u Beogradu i sami su usli u vrlo slo-
Zene projekte istrazivanja i tumaéenja mode i modnih proizvoda iz jugoslo-
venskog perioda. Do duse, zaobilazno i posredno, vie kao primer na nivou
statisticke greske sto i potpuno neinteresovanje za posedovanje Kolekcije
Jovanke Broz, nazalost, potvrduje. Neprilagodeni i nestandardizovani osnovni
programski konceptualni dokumenti, i dalje, rigidno, ograni¢avaju pun kreati-
van rad kustosa i pokusaje da se neki od izazova savremene evropske muzeo-

logije, ipak implementiraju u realnoj muzejskoj praksi. Stice se utisak, tako, da

je kvalitetan rad na muzealizaciji mode, viSe odgovor na pritisak savremene
hiperpotrosacke kulture, nego projekcija dugoroénog i ozbiljnog muzejskog
rada. I, naravno, to onda nikoga i ne obavezuje. Pa tako, i one koji su obavezni
da za potrebe kulture i razvoja muzejske prakse u Srbiji, obezbede znacajna
sredstva. Ali, to je ve¢ neka druga tema.

*
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And finally, the curators of the Ethnographic Museum in Belgrade have
themselves entered some very complex projects of researching and int:
preting fashion and fashion products from the Yugoslav period. To be h
est, this was done in a roundabout, indirect way, more as an example at
the level of statistical error, as is unfortunately confirmed by the compl
lack of interest in owning the Collection of Jovanka Broz. Unadjusted an
non-standardized basic conceptual program documents are still rigidly
iting the full extent of creative work by the curators, as well as the atte
to implement some of the challenges of contemporary European muse
ogy in real museum practice. Therefore, one gets the impression that g
work on the musealization of fashion is more a response to the pressure
modern hyper-consumer culture than a projection of long-term and seri
museum work. And, of course, then no one feels obliged, including thos
who are responsible for providing significant funds for the needs of cult
and development of museum practice in Serbia. But that is another top

*
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Maja Aréabi¢ diplomirala je povijest umjetnostii bohemistiku. Visa je
kustosica i voditeljica Zbirke mode, modnog pribora i tekstila te Zbirke
namjestaja, satova i drugog posoblja Muzeja grada Zagreba. Istrazuje
povijest mode i odijevanja 20. stolje¢a. Realizirala je autorske studijske
izlozbe: Moda i odijevanje u Zagrebu 1960-ih godina, Zuzi Jelinek—amba-
sador mode, Grand Prix u kosi: Umijece ¢e$ljanja u frizerskom salonu
Kincl, Mo¢ cvijeca—85 godina zagrebackog salona cvijeéa Herzmansky,

te je koautorica izlozbe Milka Trnina—svjetska operna diva. ¢ Maja
Arcabi¢ graduated history of art and bohemian studies. She is the senior
curator and manager of the Fashion, Accessories and Textiles Collection
and Furniture, Clocks and other Furnishings Collection at the Zagreb City
Museum, Zagreb. She explores the history of fashion and clothing of

the 20th century and she is the author of the following exhibitions: Fash-
ion and clothing in the 1960s Zagreb, Zuzi Jelinek—fashion ambassador,
Grand Pix in the hair: The art of combing in the Kincl hair salon, The
power of flowers—8s5 years of the Zagreb flower salon Herzmansky and
co-author of the exhibition Milka Trnina—world opera diva.

Mr. Sc. Aida Brenko diplomirala je etnologiju i polonistiku te magistrirala
s temom iz podruéja antropologije odijevanja. Visa je kustosica, muze-
jska savjetnica i voditeljica Zbirke narodnih nosnji s podruéja sredisnje
Hrvatske (Posavine, Moslavine, Banovine i Turopolja), Zbirke narodnih
no$nji u Etnografskom muzeju u Zagrebu, Hrvatska. Podruéja interesa

su antropologija tekstila i antropologija medicine. Autorica je brojnih
izlozbi s kojima je gostovala diljem Hrvatske i Europe te struénih i znan-
stvenih tekstova. ¢ MSc. Aida Brenko gholds a degree in ethnology
and Polish studies and a master's degree in anthropology of clothing.
She is the senior curator, museum advisor and manager of the Collection
of Folk Costumes from Central Croatia (Posavina, Moslavina, Banovina
and Turopolje) and the Collection of Folk Costumes at the Ethnographic
Museum in Zagreb, Croatia. Areas of her interest are textile anthropology
and medical anthropology. She is the author of numerous exhibitions
which she has presented throughout Croatia and Europe, as well as a
large number of professional and scientific articles

Andrea Klobucéar, diplomirana povjesni¢arka umjetnostiiarheologije,
vi§a kustosica, voditeljica Zbirke tekstila i modnog pribora i Zbirke devo-
cionalija u Muzeju za umjetnost i obrt u Zagrebu, Hrvatska. Znanstveni
interes usmjeren je na istrazivanje povijesti dizajna tekstila, odijevanja

i mode u Hrvatskoj. Autorica je tri samostalne izlozbe iz podrucja kulture
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odijevanja i suvremene mode. Aktivno sudjeluje na domaéim i inozemnim
struénim skupovima. Clanica je medunarodnog odbora International Confer-
ence on Oriental Carpets (ICOC). ¢ Andrea Klobucar graduated history
of art and archeology. She is the senior curator and manager of the Collec-
tion of Textiles and Fashion Accessories and the Collection of Devotionals at
the Museum of Arts and Crafts in Zagreb, Croatia. Her scientific interest is
focused on researching the history of textile design, history of clothing and
fashion history in Croatia. She is the author of three solo exhibitions in the
field of clothing culture and contemporary fashion. She is an active partici-
pant in domestic and foreign professional conferences. She is a member of
the International Conference on Oriental Carpets (ICOC).

Dr. Sc. Katja Mahni€ docentica je na Odsjeku za povijest umjetnosti Filo-
zofskog fakulteta Sveugilista u Ljubljani. Nositeljica je kolegija iz podruéja
povijesti umjetnosti i muzeologije. Bila je suradnica znanstveno-istraziva¢-
kog programa Predmet kot reprezentanca: okus, ugled, moé—raziskave
materialne kulture na Slovenskem (2014.-2017.), u kojem je njezin rad bio
usredotoéen na istrazivanje materijalne kulture. Od 2018. godine ¢lanica je

na znanstveno-istrazivackom projekta Nacionalno samozavedanje in nadna-
cionalna znanost: vpliv nacionalnih diskurzov na raziskovanje srednjeveske

in zgodnjenovoveske umetnosti v Sloveniji. Uz materijalnu kulturu njezina
istrazivacka podrucja su kulturna bastina, povijest muzeologije, muzejske
izlozbe i slika kao povijesniizvor. ¢ Katja Mahni¢, PhD is Assistant Profe-
ssor at the Department of Art History, Faculty of Arts, University of Ljubljana,
Slovenia, where she teaches introductory course on art history and two
courses on museology. Between 2004 and 2017 she was a member of a joint
research group formed by the researchers from the Faculty of Arts, University
of Ljubljana and National museum of Slovenia, that focused on the research of
material culture in Slovenia. From 2019, she is a participant in a research pro-
ject National Self-Assertion Versus Transnational Scholarship: the Impact of
National Discourses on the Medieval and Early Modern Art History in Slovenia
which focuses on Slovenian national art historiography. Her research interests
are images as a historical source, interpretation of material culture, history
of heritage research and preservation, especially the early development of
museums in Slovenia and museum exhibitions.

Draginja Maskareli, diplomirana povjesni¢arka umjetnosti, visa kustosica,
voditeljica Zbirke tekstila i kostima u Muzeju primenjene umetnosti u Beo-
gradu, Srbija. Njen znanstveniinteres je usmjeren na istraZivanje povijesti odi-
jevanja i mode u Srbiji. Kustos je muzejskih izlozbi medu kojima su Vencéane
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haljine u Srbiji (2011.), Ah, te cipele! (2013.) Tasnice (2015.) i Moda u moder-
noj Srbiji (2019.). Bila je koordinatorica muzejskog tima na medunarodnom
projektu digitalizacije modnog nasljeda Europeana Fashion (2012.-2015.).
Clanica je medunarodnog odbora ICOM Costume. ¢ Draginja Maskareli
graduated history of art. She is the senior curator and manager of the
Textile and costume collections in the Museum of Applied Art in Belgrade,
Serbia. Her scientific interest is focused on researching the history of
clothing and fashion in Serbia. She is the author of several exhibitions in
the field of clothing culture and fashion, Wedding dresses in Serbia (2011),
Ah, the shoes! (2013), Bags (2015) and Fashion in Modern Serbia (2019).

She coordinated the museum team on the international project of digitiza-
tion of fashion heritage Europeana Fashion (2012-2015). She is a member of
the ICOM Costume International Committee.

Dr. Sc. Mirjana Menkovié znanstvena suradnica, muzejska savjetnica
Etnografskog muzeja u Beogradu. Doktorirala je 2013. godine na Katedri

za etnologiju-antropologiju Filozofskog fakulteta u Beogradu s temom
Savremena Zena. Odnos medu polovima u Srbiji u 20. veku u svetlu antro-
poloskih istrazivanja odevanja i Zenske stampe. Bavi se istrazivanjima
kulture odijevanja balkanskog prostora u devetnaestomi dvadesetom
stoljec¢u, zastitom kulturne bastine i muzeologijom. Posebnu paznju u svom
radu posvetila je muzeologiji mode kroz razvijanje razlicitih partnerskih
odnosa, realizaciju samostalnih istrazivackih projekata, izlozbi i radionica.
Autorica je znatnog broja znanstvenih i struénih radova. ¢ Mirjana
Menkovié, PhD is a scientific associate and museum advisor at the Eth-
nographic Museum in Belgrade, Serbia. She received her PhD in 2013 at
the Department of Ethnology-Anthropology at the Faculty of Philosophy in
Belgrade with the topic Contemporary Women. Gender relations in Serbia
in the 20th century in the light of anthropological research on clothing
and the women's press. Her scientific research is focused on the clothing
culture of the Balkans in the 19th and 20oth centuries, the protection of
cultural heritage and museology. In her work, she devoted special attention
to the fashion museology through the development of various partnerships,
the realization of independent research projects, exhibitions and works-
hops. She is the author of a significant number of scientific and professio-
nal papers.

Darka Perko Kerum, diplomirana povjesni¢arka umjetnosti, kustosica i
voditeljica Zbirke tekstila i modnog pribora u Muzeju grada Splita. Osim
toga vodii Zbirku namjestaja i Zbirku igracaka. Autorica izlozbe Nostalgija
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u novom ruhu posvecene splitskoj modnoj kreatorici Bozeni Martincevic¢
(2020.). U svom znanstvenom i struénom radu posvetila se izu¢avanju povi-
jesti mode Splita i splitskog podrucja. ¢ Darka Perko Kerum graduated
history of art. She is the curator and manager of the Collection of Textile
and Fashion Accessories, Collection of the Furniture Collection and Toy
Collection at the Split City Museum. She is the author of the exhibition New
Garments of Nostalgia, dedicated to Split fashion designer Bozena Martin-
¢evic¢ (2020). In her scientific and professional work, she dedicated herself
to studying the history of fashion in Split and the Split area.

Dr. Sc. Katarina Nina Simoncic izvanredna je profesorica na Tekstilno-
tehnoloskom fakultetu, Sveucilista u Zagrebu, gdje predaje kolegije Povi-
jesti tekstila i odjece, Antropologija mode, Moda XX. stoljeca, Muzealizacija
mode. Njezin znanstveni rad usmjeren je na prouc¢avanje poveznica izmedu
povijesti odijevanja i drustveno-kulturalne reprezentacije odjece u vizual-
nim izvorima kao §to su slikarstvo, grafika i fotografija. Bavi se fenomenom
odjece kao simbola pripadnosti, povijesnim zaokretima te istrazivanjem
modno-odjevnih artefakata kao memorijskog zapisa duha vremena. Autorica
je nekoliko publikacija posvecenih istrazivanju povijesti mode, odnosu mode
i tradicije te ulozi odjevnih predmeta kao muzejskih artefakata. ¢ Katarina
Nina Simong¢i¢, PhD is an Associate Professor of Fashion History, Fashion
Anthropology, Fashion of 20th century and Fashion Museology on the Faculty
of Textile Technology, University of Zagreb. Her scientific research is focused
on the correlation between fashion history and sociocultural representation
of clothing in visual sources such as paintings, graphics and photography.
She deals with the phenomenon of clothing artefacts as a symbol of belon-
ging and as symbol of memorial inscription of past times. She is the author
of several publications dedicated to the research of Croatian fashion history,
the relationship between fashion and tradition, and the role of fashion
artefacts as historical documents.

Spomenka Tezak, muzejska savjetnica, zamjenica ravnatelja Gradskog
muzeja Varazdin, Voditeljica je nekoliko muzejskih zbirki od kojih je i Zbirka
militaria u kojoj se ¢uvaju i vojne odore. Autorica je vie desetaka tematskih
povijesnih izlozbi, od kojih je Narod u nevolji izabran za najbolju izlozbu 2014.
godine u Hrvatskoj. U svojem radu bavi se istraZivanjem razli¢itih povijesnih
tema vezanih uz Varazdin i varazdinsko podrucje te je tako izlozba Stoljece
tekstila (2019.) nastala kao rezultat istrazivanja 0o godisnjeg djelovanja
varazdinske tekstilne industrije Varteks. ¢ Spomenka Tezak is a museum
advisor and deputy director of the Varazdin City Museum. She is the manager
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of several museum collections, including the Military Collection.

She is the author of dozens of thematic historical exhibitions, of which
The People in Need was awarded as the best exhibition in 2014 in
Croatia. In her scientific work, she researches various historical topics
related to Varazdin and the Varazdin area, so the exhibition A Century
of Textiles (2019) was created as a result of research of the 100 years
of operation of the Varazdin textile industry Varteks.
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