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(Bucharest, June 21, 2018), organized by the Institute for South-East
European Studies of the Romanian Academy, the Institute of Ethnology and
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Introduction

The chapters of this volume are mostly written based on the papers presented
at the workshop Uses of the Past in Eastern and South-Eastern Europe in Modern
and Contemporary Period (Bucharest, June 21, 2018). The event has been jointly
organized by the Institute for South-East European Studies of the Romanian Academy,
the Institute of Ethnology and Folklore Studies of the Bulgarian Academy of Sciences
and the Institute for Archaeology and Ethnology of the Polish Academy of Sciences.
The wider framework of cooperation between the three institutions is taking the
form of the bilateral inter-academic exchange projects Ethnicity, People and
Environment on the Danube, implemented by the Institute for South-East European
Studies and the Institute for Ethnology and Folklore Studies of the Bulgarian
Academy of Sciences, and Ethnic Groups and National Minorities in Central- and
South-Eastern Europe (17"-21% c.), implemented by the Institute for South-East
European Studies and the Institute for Archaeology and Ethnology of the Polish
Academy of Sciences. The cooperation between the three institutes goes a while
back in time. After each international workshop collective volumes of papers presented
in international workshops, like the one that took place in June 2018 in Bucharest,
were published. While the themes of the previous events and publications dealt with
classic aspects of ethnology and social anthropology®, this year’s publication comes
with a novel comparative approach for the east and south-east European region,
that is, the ethnological recovery and presentation of the tangible and intangible
past of the respective societies.

The interest in the mechanisms of recovery of the traumatizing past, such
as the two World Wars and the Right and Left totalitarian regimes — the Nazi and
the Communist periods —, along with their integration in a museographic discourse
encompassing a long swathe of history is a relatively recent approach. The
literature originating from these research programs is significant and continues to
be written®. Furthermore, under the influence of the themes generated by the
traumatizing past, the “classic” museographic discourse, based on the gathering of
objects, documents, written testimonies or images, photo and film collections tends

1P, Hristov, A. Kasabova, E. Troeva and D. Demski (eds.) Contextualising changes: Shifting
Borders, Migrations and Identities, Sofia, 2015;, D. Demski, A. Kassabova, I. Sz. Kristof, L. Laineste,
K. Baraniecka-Olszewska (eds.), The Multi-Mediatized Other. The Construction of Reality in East-
Central Europe, 1945-1980, Budapest, 2017.

2D.J. Sherman and 1. Rogoff (eds.), Museum Culture: Histories Discourses Spectacles, London,
1994; S.A.Crane (ed.), Museums and Memory, Stanford, 2000; P. Apor and O. Sarkisova (eds.), Past
for the Eyes: East European Representations of Communism in Cinema and Museums after 1989,
Budapest, 2007.
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8 Introduction 2

to become self-reflexive, problematic and at the same time complex and refined.
This tendency is illustrated, even if limited to the scale of a single country, by
recent works from the space we are referring to, i.e. the eastern and south-eastern
Europe.

It is within this bibliographical framework that the present volume proposes
first and foremost a comparative approach. Second, it lays stress on the link between
the recovery and exposure of the past in the classic and dedicated space of museums
and the type of research this museographic discourse is based on. Putting ethnology
research at the heart of this discourse offers alternative areas of recovering and
exposing the past, a fact which is this volume’s core argument and also the glue
between its two parts.

The chapters of the first section focus on contexts and ways of preservation
and re-signification of the historical heritage in museums. Dagnostaw Demski’s
chapter, the first in the volume, deals contrastively with various kinds of museographic
discourses, i.e. national — local, public — private, classic — postmodern, emphasizing
the conceptual and ideological premises of each such discourse. The chapter draws
on field research in Bulgarian, Latvian, Polish and Romanian museums carried out
between 2015 and 2018 as well as a rich bibliography dealing with the theme.
Demski’s original idea is both interesting and provocative as the interest in the
display of the past at least in Europe is linked to urban development, societal
urbanisation, an early phenomenon that begun when the share of the urban
population was still small. But if the first museums were created somehow naturally in
cities, the emergence of the modern state complicated the process and multiplied
the contexts of the museum discourse; this topic is treated distinctly in the first
chapter. Equally significant is what Demski calls “unwanted past”, that is, the
traumatic experience of the world wars and totalitarianisms which is being
assimilated in the post-modern museum discourse.

Mirroring Demski’s chapter is Maria Mateoniu’s contribution which reviews
the premises in which in the early 20" century the network of ethnographic
museums expanded in the interwar Romania by the creation of four museums, i.e.
the National Art Museum in Bucharest and the Astra Museum in Sibiu, both
opened in the first decade of the 20th century, the Museum of Transylvania in Cluj
and the Village Museum in Bucharest established in the interwar period. Beyond
the political premises and connotations, Mateoniu highlights the various sources of
inspiration of these projects. On the one hand, the import of European ideas on the
organization of museums such as the Skansen model or the Berlin “Kaiser
Friedrich” Museum played an important role. On the other hand, the initiators of
these museums were guided by distinct research conceptions like the history of
traditional art, ethnography and human geography, or rural sociology.

Dominika Czarnecka discusses in her chapter the premises on which the
discourse of military museums was built as well as their timeliness and usefulness
in three countries — Bulgaria, Poland and Romania. The common trait is that they
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were all founded in the interwar period thus reflecting a “national project” funded
entirely by the state and featuring a unidimensional perspective of the historical
past. Furthermore, Czarneeka examines the museographic programs of the three
museums in light of the hypothesis lieux de mémoire (Pierre Nora), and differences
arise. Both Poland and Romania were among the winners of the First World War;
the former regained its statehood, the latter almost doubled its territory and population,
facts which led to a victorious and glittering portrayal of their historical past. For
Bulgaria, however, the historical past is represented rather modestly due to the
status of nation defeated in the First World War. As a matter of fact, the Military
Museum in Sofia was established in the late interwar period. And the Bulgarian military
museum discourse remained unchanged and somewhat outdated, untouched by recent
innovations.

The chapter authored by Kamila Baraniecka-Olszewska highlights an
alternative representation of the military past, namely, the outdoor performances of
different military events that took place during the Second World War in Poland.
Unlike the museographic displays in the military museums described by Czarnecka,
these types of representation enjoyed an enthusiastic public success and rich
attendance. Nonetheless, Baraniecka-Olszewska argues that even these spectacles
are ideologically manipulated and represent a rewriting of the history through the
reinterpretation of the past. Moreover, they are particularly integrated in targeted
policies by the current ruling party in Poland, the ultraconservative, anti-European
and nationalist Law and Justice Party.

The last chapter of the first section, written by Stelu Serban, also deals
with an alternative kind of museum discourse, the case of the Romanian Peasant
Museum in Bucharest reestablished in 1990. It appeared drawing on public success
and emulation of the historical past, while from the very beginning the museum
discourse overlapped the personality of Horia Bernea, the director of the museum.
Bernea was a prominent painter and a member of the anticommunist elite. Following a
complete departure from the communist regime, the supposedly antireligious or
even atheist, he inaugurated a display pattern based on the Christian symbolism of
the cross as present in the peasant art. A portion of the museum items belonging to
the former museum of national art, actually peasant art founded by Alexandru
Tzigara Samurcas in the 1900s, was thus placed in a novel symbolic paradigm,
with its share of ideological influences of interwar national extremism and the
idealization of the peasant world. In the early 2000s, however, without giving up
the initial displays, there appeared alternative exhibitions based on more recent
ethnology and social anthropology research.

The chapters in the volume’s second half change the relation museum —
ethnology/anthropology research. If the narrative in the first section starts from
museums, museum discourses, their premises and relation with a certain conceptual
paradigm, the starting point here is the ethnology and anthropology field research
and it continues with possible paths of museographic models.
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The first two chapters deal with the identity of the migrants from Bulgaria
and Greece and the way in which the historical past helps a new collective identity
coalesce in the host society at the same time maintaining the link with its native
places. Maria Markova’s chapter draws on recent field research (mid-2010s) in
southern Bulgaria within communities built by the Bulgarian-speaking population
migrated from the nowadays northern Greece beginning from the end of the Balkan
Wars throughout the entire interwar timeframe. These communities’ historical
narrative differs from the official discourse with well-defined contexts of some
events being re-signified in a plastic and expressive manner in the locals’ accounts.
Markova highlights the fact that we are dealing with a live history meant to
strengthen the relationship between generations and to convey orally an own type
of history differing from the official narrative. Such narrative is extremely
emotional and nostalgic towards the native places in nowadays Greece.

The chapter written by Sebastian Stefinuca treats the reconstruction of the
collective identity of the Balkan migrants through images and representations of
the historical past. The author’s report is underpinned by field research carried out
in northern Greece in the mid 2010s in geographically close communities but
whose populations originating from different areas of Asia Minor were colonized
in Greece after the First World War. Stefanuca adds some ethnographical observations
based on research in the areas from where the Greek-speaking populations came
(the southern shore of the Black Sea and the continental area of Asia Minor). Drawing
on this field experience, the author recognizes a sui-generis collective identity
based both on the glorious Hellenic past (present in documentaries) as well as on a
Christian conception contrasting the Muslim ethos from the place of origin
(exemplified by the burning-of-Judah ritual performed in the Holy Week both in
northern Greece and native Turkey).

Evgenia Troeva describes in her chapter the museographic treatment of the
archaeological findings of Pliska, the first capital of the Bulgarian state. The treatment
was begun in the interwar years and went on in the communist era up to the present
time. The theoretical frame of analysis is historical ethnology, to which various
contemporary sources, fieldtrips, mass-media, internet, are added. The process of
constructing ideas about the first Bulgarian capital depends on the political context
and passes through various stages. While in the national narrative Pliska is mainly
associated with the formation of the Bulgarian state, on a local level, initiatives and
public space shaping in the last decade have been focusing on Knyaz Boris the First
and the adoption of Christianity and the Cyrillic alphabet. On the national level, such
considerations have led to the initiative of rebuilding the Grand Basilica. It reflects
the trend of rebuilding a number of historical sites, motivated both by a desire to
develop cultural and religious tourism and by increasing nationalist tendencies.

While the previous chapters feature a nuanced analysis of the ideological and
influential premises of the portrayal of the historical past, the final two chapters
deal with the mechanism of ideological censorship administered by the state in two
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periods of time, namely, the second half of the 19" century in the Romanian
Principalities and the Ottoman Empire, and the 1970s in communist Bulgaria. The
chapter authored by Virginia Blanda refers to the former timeframe and focuses
on the written press control and censorship laws. Although they are geographically
and historically close, the comparison of the two cases brings forth the strongly
formative outcomes of the emergence and development, even if in its early stages,
of mass culture. Initially being favorable to this type of culture, emerged at the
same time with the modernizing ideologies and programs both states took on in this
period, the political authorities grew rapidly suspicious as they saw in the texts and
images spread through press channels and mass literature subversion to the social
order. Hence the emergence of a special and highly restrictive legislation meant to
hold in check such phenomenon.

Milena Marinova’s chapter is based on the analysis of two “family” comedies
produced in 1976 and 1978 in Bulgaria. Despite the neutral topic, namely, the forming
of young families, accompanied by all the formal and informal happenings the
newlyweds go through, Marinova highlights the fact that throughout the period of
socialism the state undertook a number of measures to control all aspects of the
population’s life. The family, which at that time is looked upon as “a major cell of
society”, is to shape the future generations in keeping with the ideology of the
communist party. The family is kept under control ever since the start of its
formation. A great number of regulations and restrictions are drawn concerning
marriage contraction age, its form (e.g., “comsomol-style” marriage) and the
family’s reproductive function. The report highlights the depiction of those aspects
of state policy in feature films from the “mature socialism” period.

Stelu Serban






ANOTHER PAST, ANOTHER CONTEXT. REFLECTIONS
ON MODERN EUROPEAN DISPLAY

DAGNOSLAYV DEMSKI
(Institute of Archaeology and Ethnology,
Polish Academy of Sciences)

The aim of this article is to present various ways of presenting in museums located in
Eastern European countries, such as Poland, Romania, Bulgaria and Latvia. A common
motive for the selected museums was the past. Exhibiting ways took different methods
depending on factors such as the approach of highlighting the aesthetics of objects or
knowledge about them, or choosing the content of the curator about the object’s history and
its original context more authentic than the origin of the object itself. On the other hand, it
seems to depend on the roles of a museum, recognized as a national, regional or private
museum. It brings general insights into how modern museums visited in 2016-2018 answer
questions that matter the most: who exhibits, what is exhibited, where and for whom.

Keywords: exhibiting, idea of display, objects versus context, museums, state, regional,
private, Eastern Europe.

Questions on urban space generally® involve a wide scope of issues: architecture,
technologies, achievements, variety of mediatization of modernity, each of which
may, on the one hand, be considered as a separate story, on the other, however,
belonging to the same cluster of the modernity channel in the form of the urban
space. One should not forget to take this perspective into consideration. Among
these, diverse other mediums of modernity developed, such as electrification, new
urban architecture, trams, hygiene (the International Hygiene Exhibition in Dresden in
1911%), new forms of communication, photography, theatre, museums, cinema,
color press, and radio. In the urban environment, the idea of exhibiting was born, in
this trend of Western tradition, museums emerged, and then became part of the
metropolitan landscape of the whole Europe, and later also of the world.

| seek to investigate how the idea of display is currently implemented in
various ways. | am interested in the relationship between the object and the context
in which it arose and evolved. Following this train of thought, I draw attention to
the diversity of presentation, and | draw conclusions based on the comparison of

Y A.C.T. Geppert, Fleeting Cities: Imperial Expositions in Fin-de-Siécle Europe, London:
Palgrave-Macmillan, 2013.

2 E. Reichardt, Health, ‘Race’ and Empire: Popular-Scientific Spectacles and National Identity
in Imperial Germany, 1871-1914, Lulu.com, Milton Keynes, 2008.

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 13-26, Bucarest, 2019
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expositions visited in both metropolises as well as small towns in Poland, Romania,
Bulgaria and Latvia. Their common denominator is to present the past, but with
what intent, how, and where affects the final result available to the viewer. A
general question arises as to whether museums serve as the agencies of governance, by
means of which they represent and construct imagined communities (Sherman
1994; Bennett 1995; 1998); or the focus is rather on the political work of museums;
or they represent local regional or minority groups to the broader national audience
(Karp, Lavine, and Kreamer 1992; Macdonald and Fyfe 1996; Simpson 1996;
Sandell 2002; Kreps 2003, Peers and Brown 2003, Witcomb 2003), or presented
from the tourism perspective (Crouch 2008). Perhaps, from the analysis of these
expositions, a different picture of the modern museum reality in the Eastern part of
Europe will emerge.

The article is based on research conducted in 2015-2018, on ethnographic
interviews, participatory observations, informal conversations with the museum staff,
visitors and local tourist guides.

Before | go into the source material, | present the background on which
contemporary museum practices have evolved. The development of the idea of
display has found its new expression in connection to the development of cities in
the second half of the nineteenth century. At the same time, it should be noted that
the history of museums is much older and dates back to the distant past®, although
most of the renowned museums were created in the eighteenth century®. The oldest
museums of Eastern Europe® probably stem from the same century.

Interest in distant countries and cultures dates back to at least the middle of
the nineteenth century in Poland, and in practice a much earlier period. A new kind
of public museum appeared after the French Revolution® along with social changes
emphasizing equality. This social trend has led to many changes, such as
emancipation of other groups of society and granting them civil rights. If we look
at well-known modern museums, a large part of them was created in the nineteenth
century, which can be considered a period of establishing new museums’ in cities
that underwent transformation, often going themselves beyond the old walls and
expanding to open out. The process of urbanization was accompanied by
industrialization, the creation of modern infrastructure, as well as space for the
latest achievements of technology and culture.

3 E.g. the Vatican Museum was founded in 1506.

* E.g. the Kunstkamera in St. Petersburg was founded in 1717, and officially opened in 1727; the
British Museum in London was founded in 1753 and opened to public in 1759; the State Hermitage
Museum in St. Petersburg was founded in 1764 by Catherine the Great, and opened to public in 1852; the
Belvedere Palace of the Habsburg Monarchs in Vienna was opened in 1781.

% E.g. the Brukenthal National Museum in Sibiu — the first collection was completed in 1790, and
the museum was opened to public in 1817; the Museum of the History of Riga and Navigation was founded
and opened to public in 1773, the same as the Himsel Museum.

® The Louvre Museum was founded in 1793.

" Art museums are not included here. It is worth mentioning, that the Ashmolean Museum in Oxford
(1679), and the British Museum (1759) are among the oldest museums in the world.
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The oldest museums in Poland were founded in 1870s, for example, the
Czartoryski Museum (Muzeum Ksigzgt Czartoryskich) was opened in 1876, after
moving the collection from Putawy®, the National Museum in Krakow was established
in 1878 and in 1911 the Ethnographic Museum was created. In 1870, the Lubomirski
Museum (Muzeum Ksigzqgt Lubomirskich) was opened for public use in Lwow, which
is now part of Ossolinski Institute (Zakiadu im. Ossolinskich). In the following
years, the Industrial Museum (1874) and the Historical Museum of the City of
Lwow (Muzeum Historyczne Miasta Lwowa) (1892) were established. In 1907, the
National Gallery was opened, and a year later the National Museum named after
King Jan 11l Sobieski. Under the Russian Partition, in 1860 the collections of the
Society for the Encouragement of Fine Arts in Warsaw were made available to the
general public. During this period, the Museum of Industry (1875) and the Museum
of Fine Arts (Towarzystwa Zachety Sztuk Pigknych) (1862) were also established in
Warsaw, later renamed the National Museum. As we can see, the museums were
founded on the basis of collections that were created earlier at the royal or
aristocratic courts, at the ecclesiastical centers or by wealthy bourgeoisie.

Regaining independence in 1918 in Poland — and in Central and Eastern
European countries — brought structural changes to the museums®. Old collections
were transformed, or new collections were founded, and they gained a more national
and Polish character. For example, museums were founded in Poznan in 1919,
among them the Greater Poland Museum (Wielkopolskie Muzeum, later transformed
into national) and Greater Poland Military Museum (Wielkopolskie Muzeum
Wojskowe). However, some institutions, such as the Archaeological Museum in
Poznan had been established as early as 1857.

The interest in the past meant exposing not only national themes but, more
broadly, archeology, prehistory and ethnography. In a broader sense the first
ethnographic institutions in Poland are the Anthropological Commission of the
Polish Academy of Arts and Sciences and the Anthropological Department dating
back to 1902 and later transformed into the Anthropological Section of the Warsaw
Scientific Society, as well as the Folklore Society in Lviv, where the Institute of
Ethnology was founded in 1910. Specialist magazines “Wista. Miesigcznik
Etnograficzno-Geograficzny” (1888) and “Lud” (1895) were also published.

The above examples prove that interest in the past, or — in a sense —
otherness, determined by time or space, was widespread and growing. This is also
evidenced by the increasing number of institutions whose function was to gather
knowledge and present it to the public. The exhibitions were undoubtedly an
instrument of conveying knowledge about ‘the other’, a first lesson of world
science open to the broader audience. Objects from the past or distant reality were

® The museum dates back to 1801 and was based on the collection of Princess Izabela
Czartoryska.

® Similar changes can be observed in other countries that appeared on the map of Europe after
World War 1.
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available and existed in the collective imagination. As demonstrated above the idea
of collecting past objects, artifacts, elements of old beliefs, songs and behaviors
was well-known. Excursions and trips outside of the city were not rare, and
overseas expeditions were covered by the press.

IDEA OF DISPLAY, AND DEPENDENCE BETWEEN THE OBJECT
AND THE CONTEXT IN WHICH IT WAS CREATED AND DEVELOPED

Rooted in a changing urban environment, modernity has brought a new look
at reality. On the one hand, colonial expansion widened the contact with the rest of
the world and its diversity, and on the other — goods brought from all over the
world and stored in cities could be shown to the public. The materials became a
testimony to the existence of a world previously unknown to the public. This world
had to be shown.

This activity — showing — took on a new meaning in the urban environment.
Materials and objects became “witnesses” of another era, a distant culture. These
were not copies or images, only elements brought directly from another reality.
Collecting material and non-material artifacts slowly gathered importance in
various circles. Fragments abstracted from distant realities™® stimulated imagination
and fueled curiosity. According to Barbara Kirshenblatt-Gimblett an ethnographic
object is created by the fact of having been abstracted from its context. It becomes
a replica of a distant culture, a part of a story about a foreign culture. All of these
materials were transported to the context of a middle-sized European city. On the
one hand, they were abstracted from their context, through which they became and
ethnographic ‘fragment’, however, on the other hand their presence introduced an
additional dimension of the ‘physical encounter’*".

Peter Burke encouraged us to be aware of the context of images seen today in
museums — “the image [...] needs to be imagined in its original position in a
church or palace”?. In the urban environment new displaying conventions
developed, in which the object was uprooted from its former context. In the context
of this analysis, a “museum object” should be understood as an object of special
scientific, historical, aristic or cultural value, stored and displayed in museums for
educational or commemorative purposes.

Summing up the topic of the display, | want to emphasize that interest in the
world in the 19th century caused the creation of specific institutions in European
cities, that is, places for presenting things, representing reality unknown directly to
the inhabitants. The museum space was a new kind of modern space in which

10 B, Kirshenblatt-Gimblett, Destination Culture: Tourism, Museums, and Heritage. Berkeley:
University of California Press, 1998.

1 Ibidem.

12p Burke, “Interrogating the Eyewitness”, Cultural and Social History, vol. 7(4), 2001, p. 440.
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objects were presented and representations of the old world were created, which
faded into oblivion, or a world too distant to have direct access to it. The exhibiting
place as interaction space, was a field in which different forces were operating, and
they were filled with specific unusual foreign content. Space became manipulated
more often, transforming the first forms of encounters with the objects of the unknown
world into forms of ‘contact’, i.e., a kind of interaction between the audience’s
expectations and the visitors’ repertoire. The exposition as an organized exhibition,
presentation of a subject or a given group of objects, carried out mainly in art galleries,
museums, etc., is characterized by a thoughtful composition, planned lighting points
and appropriately selected background, which aims to highlight the features of the
exhibited objects.

The first museums were expositions of objects unknown to the everyday life
of the city’s inhabitants at that time, however, the idea of display developed in
general, successively placing larger objects under the open sky, etc. Interactions
between exhibition and the visitors occurred in a number of ways. For example,
museum objects influenced the visitors themselves or as part of the museum’s
narrative™. In case of a museal display of the object, even when representing the
character, it was seen in a perspective, and from a distance, with the interest
focused mainly on the features of the object and eventually on the story. The
objects were judged through the prism of ‘telling’ the whole story, and the
character was perceived as detached from the context of the performed story. An
object can be evoking a sense, spirit, time, emotions, in various ways, in the form
of a museum arrangement, and outside the museum it becomes an element of
action, in order to go from object to theatralization.

I am interested in the relationship between the object and the context in
which it arose and evolved. After a short introduction, | will present my reflections
on a dozen or so museum exhibitions that I visited in 2015-2018. These exhibitions
were organized in various museal institutions, which: 1) were located in such
countries as Poland, Latvia, Romania, and Bulgaria; 2) on the one hand, these were
museums located in metropolises, on the other hand in small towns; 3) in terms of
their location in the organizational structure, they were managed by both state
authorities as well as private legal and physical entities. From the comparison of
goals, material possibilities, exhibition forms, as well as the museum measures
used, and finally from the contexts in which exhibitions and museums operate,
I will try to present, in my opinion, the main subjects, elements of composition, and
accents related to the creation of museum representations organized in a similar
way and period in various countries of Central and Eastern Europe. Ultimately,

13 Firstly, in case of live performance, among characters performing a certain story. Secondly,
between the audience and the fictitious characters and their world, thirdly, between the actors and the
audience. In the case of shows of “exotic people” initially the interactions happened between story
characters and the audience, while the actors were perceived as the story of the chief’s family, or the
princess, or the brave or cruel warriors. This is how particular displays were understood. The
boundary between exhibition as a museum or stage and the place for the audience was distinctive.
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| want to formulate some of the emerging comparisons between the object and the
context in which the object is presented. | realize that | am drawing conclusions
based on field material collected in selected countries, so they may not be of a
universal nature.

As | have already mentioned, the common denominator of selected museum
exhibitions is the dependence of an object on the context of displaying. Therefore,
a number of questions arise. Object or context, which is superior? There is no single
answer to this guestion. Anyway, an exhibition has to be regarded as a medium of
and setting for representation, and as a vehicle for the display of objects or a space
for telling a story™.

What then determines the message that the viewer receives, what matters? A
mode of installation, messages through design, arrangement, and assemblage? That
is for sure. Who controls the means of representing, struggles for control over objects
and the modes of exhibiting them? We as researchers are aware that museums
moved from neutrality to instrumentality, if they were ever neutral at all. Historically,
the museums have been instruments for articulating national identity, education
and experience.

Such questions arose while visiting the next museums and exhibitions. Most
of the exhibitions left me with the conviction that display not only shows and
speaks, it also does™, i.e. it affects the viewer’s beliefs. It is therefore important to
consider representational intentions of the makers when analyzing the exhibition.

EXHIBITIONS REPRESENTING IDENTITY

Museums have long been understood as sites of politics and culture, where
studies addressed the process of nation building, constructing imagined communities
on state or regional level. Probably we will also find some examples showing that
some exhibitions or museum institutions may represent other interests than state
and official ones. According to Kirshenblatt-Gimblett ,,exhibitions represent identity,
either directly, through assertion, or indirectly, by implication. When cultural ‘others’
are implicated, exhibitions tell us who we are and, perhaps, most significant, who
we are not. Exhibitions are privileged arenas for presenting images of self and
‘other’.*® The collective identity is built on the level of state, region or minority. To
capture the dependencies between an object and the context in which it is exposed,
I compare exhibitions belonging to different orders. If you presume this assumption,
questions such as the following arise: who is exhibiting? (state/private, regional,
centre versus border area); what is exhibited? (local history, unwanted past, military

14 B. Kirshenblatt-Gimblett, Destination Culture: Tourism, Museums, and Heritage. Berkeley:
University of California Press, 1998.

15 Ibidem.

1 |bidem, p. 15.
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occupation, favorite past or great past, recent victims or other meaningful events);
where the exhibition is held? (museum, dark place, commemorating place); who is
a target, ours or foreign? The adoption of these categories is crucial to my analysis
and serves to organize the material, and the attitude to the past and reaction to the
unacceptable parts of our past. Do reactions at the state level always coincide with
reactions at lower levels; whether the process of identity forming works at any
level, and maybe not always.

By presenting exhibitions from several selected museums, operating in
different countries and belonging to various institutions, | try to answer two basic
questions. First of all, do they always focus on telling stories? And secondly, to
what extent objects become representations, where the thin boundary between the
object remaining and the constructed representation lies? What kinds of exposure
causes the transformation of objects into representations?

Our past is presented both in national, historical and other museums, both in
metropolises as well as in regional cities. The exhibitions present the point of view
of state central authorities as well as local communities. Such a difference was
seen, among others, in expositions devoted to World War 1.*" 1 do not present the
exhibitions in chronological or geographical terms, and my choice does not exhaust
the richness of possibilities.

OUR PAST - STATE CONTEXT

Our past can be presented in a state context. An example is the temporary
exposition dedicated to the First World War National Museum of Romanian History in
Bucharest. | omit here the permanent exhibition, in which objects and columns from
Roman times are presented. It makes a huge impression — focusing on the objects
that represent this very era — showing the size of the Roman civilization as well as
its connections with territory of today’s Romania.

For the viewer, it contains an interesting factual part and can arouse the curiosity
of visitors interested in the theme of war, | must admit that the set of information
on the course of fighting in Romania was exhaustive. The exhibition was created
on the occasion of the hundredth anniversary of the war, hence the wealth of
information. The narrative focuses on telling about the participation of Romanians
in military operations, accentuating various manifestations of war, images of
heroism and the courage of the Romanian army, and war victims are noticed, not
only the killed enemy soldiers or the own soldiers, but also the civilian casualties.

7 About WWI in Polish context, see D. Czarnecka, “World War | «Cartographies»: Mapping
the Polish Landscape of Forgetting in Legnica”, Traditiones, vol. 47, n° 1, 2018, p. 135-151; D. Demski
“Dispersed World, Dispersed Legacy. Photographic Narratives of the First World War on the Basis of
Polish «Archives»”, Traditiones, vol. 47, n° 1, 2018, p. 153-165. | visited exhibitions on WWI also
during field research in 2017 in Bucharest and Riga.
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There are objects, in not very large numbers, accompanied by photographs, maps,
texts explaining individual episodes. In a separate room on the floor, a mock-up of
the battlefield is constructed. There are mostly photographs and maps, which in
their entirety create an interesting story about the first war activities in the region of
present-day Romania. The museum objects have been woven and are clearly part
of the story here, they serve the narrative more than they interact with each other.
Certainly, the reception of the story depends on the knowledge and perception
abilities of the viewer, in this case, the viewer leaves the exhibition more with the
memorized history than with the memory of individual objects.

National museums accept the tasks of promoting culture and presenting the
past of the community in which they function. This aspect to promote relationships
between museums and source communities, where the source communities were
positioned as authoritative and often controlling agents (Clifford 1997; Ames 2000;
Kreps 2003; Peers and Brown 2003) is emphasized in literature about museums.

State Museum context can be a part of identity forming, presenting a great
past state context in Sofia. The exhibition entitled “Treasures of Thracia” was opened
in this museum in Sofia. The discovered treasures of Thracian culture present
themselves as extraordinary examples of a refined culture, visible in the richness of
artefacts, evoking admiration among contemporary viewers. On the one hand, gold
products, richly decorated jewelry, testify to the extraordinary past of this land
(Thrace), on the other hand, they themselves constitute a source of delight. The
exhibition presents extraordinary objects belonging to the distant past, and refers to
the outlines of the reconstruction of the life of residents belonging to the Thracian
culture. There are no direct references to the connections of this community with
the modern inhabitants of Bulgaria. However, in the discussions of scientists, as
well as in the press, the topic of certain connections of Bulgarians not only to the
nomadic Bulgarians who came to these lands in the seventh-eighth century, but
also cultural heritage with existing sedentary peoples is suggested. The story and
the level of the Thracian culture offered by the museum has caused discussions
about contemporary identities. The discussion takes place at the elite level, creating
the image from the state’s position®.

In the case of the exhibition of the treasures of the Thracian culture, the past
has been exposed and, as a result, transformed into a presentation of unusual artefacts.
In this case, the objects themselves were in the foreground. The culture to which
they refer is so distant that it does not create many associations, but the objects
themselves remain in the memory. The way objects are arranged in the context
focuses more on the objects’ details, than on their wider cultural background.

8 E. Troeva, “Representations of the Medieval Past in Socialist Bulgaria”, in D. Demski, A.
Kassabova, 1. Sz. Kristof, L. Laineste, K. Baraniecka-Olszewska (eds.), The Multi-mediatized Other. The
construction of reality in East-Central Europe, 1945-1980, Budapest, 2017, p. 556-569.
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Another case is exposition in The National History Museum of Latvia in Riga
entitled “Exhibition of «ethnographical exhibition» in Riga 1896 (1-31 August)”. It
was an ethnographic exhibition, but for the Latvians the exhibition also has national
connotations. It tells the story of the preparation of the first anthropological and
ethnographic exhibition in Riga. On the one hand, it shows the interests of the
city’s inhabitants at that time, and thus the level of civilization and craftsmanship,
and on the other, the ethnographic exhibition presenting the Latvian culture, songs,
and artefacts referring to the national awakening of Latvians who did not have their
own country at the time.

Objects collected at the exhibition, such as clothes from that period, newspapers,
announcements, posters, objects from housing equipment, etc., were just as important
as the story told. Narration created a way of arranging objects, but also mock-ups,
notes explaining what individual objects are, and what they meant in the context at
the time. In my opinion, objects and stories about the past were equivalent.

The museums described here are located in capital cities and represent the
part of the discourse at the state level. Even though the past is also presented in smaller
towns and villages, | present only one example that belongs to this category.

An example of a past and regional context was the museum in Cg&sis, in which
the castle, tower and castle ruins were also included. There is no chronology in
individual rooms, and exhibitions in the style of 19th century cabinets of curiosities
have been set up. They tell separate local stories, for example in a room about
blowing up a castle so that it would not fall into the hands of Ivan the Terrible, 300
people killed, but also the story of a woman and two children who hid under the
basement that buried them. Skeletons were found, they have been reconstructed,
which is innovative, and at the same time marks the place. The organizers put a lot
of imagination in creating the exhibition, which should be considered a modern
approach to the display, so that during the visit the viewer could use different
senses. This is confirmed by various small elements — for example a lamp with a
candle at the descent to the underground. Among other threads, you can find the
history of the Latvian national flag, contemporary and old times appear together, as
well as the proprietor’s office and library.

History breaks through, as do the threads of struggle and sacrifice. For the
Latvian viewer, the individual scattered episodes create a whole, and in this sense,
they might play a role in building a sense of nationality, social cohesion, and improved
citizenship (Message 2006; Newman and Selwood 2008). On the regional scale, an
example of which is the museum in Cg&sis, one gets the impression that these local
stories, broken up into more or less detached fragments, make up the Latvian
puzzle. For the viewer from outside of this culture the exhibition and objects
remain more kaleidoscopic images than concise history lectures. In my opinion, in
this way, they creatively combine local and state perspectives.
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UNWANTED PAST - STATE OR REGIONAL CONTEXT

As Kirshenblatt-Gimblett puts it, “museums perform knowledge they create™".

What, however, is created when the past is not treated as a basis of pride? Moreover, if
the past is unwanted, then for whom is it unwanted? We try to forget about it,
marginalize it, but in any case we face a dilemma how to refer to this fragment of
our past. Many museums face such a problem.

The Krustpils Castle and Jekabpils History Museum in Latvia in Krustpils
(former castle and then headquarter of Soviet Army) is an example of the collision
of two pasts, its own Latvian history related to the cultural predominance of the
Baltic barons in most Latvian territories. The palaces have been renovated and are
now part of the cultural heritage of Latvia. At the same time, in the area of the
estate, in the surrounding buildings, there are barracks of the Soviet Army, and in
the castle at one time also the headquarters of the Army staff and the headquarters
of the local KGB (the Committee of State Security). As part of the exhibition, one
room is being kept in the original Soviet style, the rest are devoted to the family of
the past long-time castle owners. The “Soviet epoch” belongs for the Latvians to
the unwanted past, which adequate formula is still being sought for in Latvia. In the
latest approaches to the period of being part of the Soviet Union (1944-1993), it is
considered as an invented Soviet tradition. The period of the Soviet Union is
presented as unwanted past also in the regional context. According to Ilze Boldane-
Zelenkova, the Soviet legacy® — either material or intangible — has been perceived
by most members of society as a burden, as something that society has to learn to
deal with and that has negative associations: pollution, unwanted neighbours,
changes in Latvian landscape, and unimpressive architecture.

The main exposed building is the castle building, which has survived and is
being restored. Rooms do not have many objects, large space is striking. This space
and the building itself testify to a difficult past. One can see overlapping clearances
of two realities, a layer from before World War Il (palace, remnants of objects),
and a post-war layer with a room that housed the staff of the Soviet Army (1944—
1993). In the Staff Room there are numerous objects preserved from this period, a
desk, wardrobes, chairs, flags, and paintings. The space of the headquarters of the
KGB staff filled with objects from the period contrasts with the almost empty halls
of the palace from the previous era. This contrast tells the story of the place.
Destroyed, stripped of old details, but the renewed building of the palace with the
emptiness inside on one hand, and the fullness of the KGB room on the other hand
becomes a representation of history. Objects testify to the passage of time and tell
about the difficult, tragic turn of the city’s history.

19 B, Kirshenblatt-Gimblett, Destination Culture: Tourism, Museums, and Heritage. Berkeley:
University of California Press, 1998, p. 3.

271 Boldane-Zelenkova, “Marciena — between legacy and nostalgia”, Folklore, vol. 71, 2017,
p. 149-170.
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Tunbridge and Ashworth (1996, 21), considering the issues of heritage, claimed
that heritage is dissonant because the messages, values, and meanings that different
people create about heritage and the pasts it represents are always going to be
interpreted and understood differently by individuals and groups with different
backgrounds, experiences, interests, and agendas®. There are many such places in
Central and Eastern Europe.

Another example unwanted is Karosta Prison Museum and former Navy port
(Karosta) in Liepaja/Latvia’®. The port was built at the end of the 19th century by Tsar
Alexander 11 as the main military port on the non-freezing part of the Baltic Sea. But it
was also used by the Soviet Army. It is a tourist attraction, not fully developed, just
because or only in this part of the building erected in the period before the Soviet. Here
is a similar situation as in Krustpils, where the objects built before the Soviet times are
treated as heritage, and those created after World War 11 are left to themselves.

An example of an unwanted past is the local museum in the former naval
prison, founded in the tsarist years, but it also functioned during the Soviet period.
These focus on telling stories. The former military port, a closed space until
recently, is located in a large area overgrown with forest, with a residential part,
like barracks, a strictly military part, fortified buildings along the shore. Among the
remnants of the buildings, those built in the time of Tsarist Russia, the Orthodox
church of Alexander Nevsky, the ruins of the barracks, and finally the building of
the prison for sailors deserve attention. This is a museum that tells the story of
prisoners, both seafarers from before the First World War and soldiers from the
period of the Soviet Army stationing here. There are not many objects in the
prison, rather empty cells and the prison director’s office with maps, wardrobes,
and portraits of Soviet leaders, which are building a story in a climate of horror.

This is a specific selective approach to the material past. The Soviet military
objects built in Latvia during the years of the communist regime do not have any
cultural-historical value in the eyes of the Latvian state. They are not classified as
state-protected historical monuments®.

UNWANTED PAST AND SUBJECTIVE CONTEXT

I will not describe here the cases of city museums, which emphasize other
than state values. 1 am going to turn to the last category of presentations of the

2L JE. Tunbridge, G.J. Ashworth, Dissonant Heritage: The Management of the Past as a
resource in Conflict, London, 1996, p. 21.

22 Military facilities that were built before the Soviet occupation and represented architecture
of other epochs had higher status in the independent Latvian state. |. Boldane-Zelenkova, “Marciena —
between legacy and nostalgia”, Folklore, vol. 71, 2017, p. 160.

2 A different situation involves the Daugavgrivas fortress, the Daugavpils fortress, Liepajas Karosta
(‘War Port’), and other complexes used by the Soviet army, which were built during previous historical
periods: when Latvia was a part of the Russian Empire, and during the twentieth century inter-war period. I.
Boldane-Zelenkova, op.cit., p. 150.
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unwanted past in the subjective context — and therefore different, if often not
opposed to, the official state context.

A separate category are places related to the presence and activity of the
Soviet Army in Latvia — in several Central and Eastern European countries — the
former Soviet military bases (nuclear missile launchers). Most of these places are
not protected, and they are deteriorating. They are an attraction for tourists who
find them through private contacts. | would call this category an unwanted past and
subjective context because it has no institutional form. There are no official guides,
no programs, no marked places on the map. They exist only in pictures in private
albums, and nowadays also in tourism advertisements on the Internet.

There are no objects, you can see only the traces left by rockets with nuclear
warheads. There is only open space, the forest separating the place from the city
and the village, the various quarters of the forest have preserved the remnants of the
former military infrastructure, mainly in ruins. The lack of objects tells a remarkable
and dangerous tale, and its horror is marked by the ruins.

The question remains whether in this case the facilities have an agency on us.
There is no institution, there is no framework for visiting these places, no written
information and guides, that is, there is no museum context, and yet presence in
such places — sometimes without in-depth information — evoke emotions in us,
scare us, surprise us. Who creates knowledge? Does this also indicate the need to
go beyond the usual experience of looking at objects and matters offered by museum
frames? Perhaps we are able to open ourselves to other meanings than those
usually offered in museums by display. In this case, the sole materiality of places
or landscapes — ruins or object traces, for instance missile storage facilities rather
than missiles themselves — leads to associations, feelings and interpretations. The
museum context leads and is not open for ambiguity.

These objects in a sense remained in place, they were not removed out of
their context in order to be shown. These type of remnants of the past that do not
have the status of museums, but which enjoy a certain interest of tourists, still
cause Latvia more problems than buildings from the Tsarist period. The notion
“legacy” is a proper term and discursive practice referring to the remnants of the
Soviet past. However, in the view of Latvian researchers, the difficulty is expressed
by another definition used by Boldane-Zelenkova,* who says that “legacy is what
you keep on life support because you can’t afford to kill it off”.%

The same unwanted past can be portrayed from subjective perspectives. An
example of this is a private museum located in the garage, where you can find
exhibits from the Nazi Army (1933-1945) and Soviet Army (1945-1993). The
owner’s approach is purely subjective and focused on the expectations of tourists,
including Poles and Germans.

2 Dorothy Noyes (2016: 388) as cited by I. Boldane-Zelenkova, 2017, op.cit., p. 149-170.
5, Boldane-Zelenkova, op. cit.,, p. 152.
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The owner arrived in Borne Sulinowo shortly after the previously restricted
area reopened to the general public. Responding to the demand of the tourism
industry, he came up with the idea of opening a private museum chamber after the
year 2000, which became the first place of that kind in Borne Sulinowo. Most post-
German military exhibits were retrieved from the neighboring forests and the remnants
of the Red Army collected from the abandoned buildings of the former military
base. This quasi-museum offers military-style excursions and shares his own narratives
of the place’s past, which do not always adhere to historical facts. We had a chance
to experience this while visiting the museum and having a conversation with its
owner, who plays the role of a guide there. What appears most important in this
guasi-museum, though, are the artefacts themselves and how powerfully they affect
the visitors, and not the actual history ascribed to them?.

The local subjective context is also represented in the exposition of the local
state museum in Migdzyrzecz (Muzeum Ziemi Migdzyrzeckiej). There are examples of
archeology, references to Slavs partly from the position of the current state
narrative, but also pictures from the period of German occupation and the interwar
period (the city belonged to Germany). It is an attempt to show the history of the
city including the unwanted or uncomfortable past.

Some expositions or even museums focus on telling stories, while others
present objects, either ordered in chronological or in thematic terms. An example is
a private museum in Borne Sulinowo. As a result, it is difficult to say what focuses
the viewer’s attention, the viewer is not guided by anyone (hints, logic), so is he
guided by his own logic, his own attitude? Objects become representations,
however, without the story told, they interact only depending on the knowledge and
imagination of the viewers. A large part of objects is not associated with anything
specific except generalizations that belong to a given era. Where lies the thin line
between the object remaining and the object that is not objects? In this case, the
viewers themselves enliven the objects by searching for stories in their memory.

New forms of performances appear and are discussed in the literature devoted
to museums. There is a trend to go beyond governmentality, and museums emerge
not as discursive, but rather affective in character. Whether private museum in
Borne Sulinowo can be included in this type of category, it is difficult to say,
certainly it is in the perspective of research on tourism.

CONCLUSIONS

Putting culture into display. What does it mean to us today? The examples of
exhibitions that I give you are only a fragment of the multitude, certainly worth a
visit. Due to the lack of space, | did not include here the analysis of the expositions

% D, Demski, D. Czarnecka, “A Site Shaped by Discontinuity: The Practices of Place-Making
in a Post-Soviet Military Base in Poland”, Suomen Antropologi, 2018.
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of the city museums, in which metropolitan aspects appear, referring to values
other than the state ones.

Setting up museums belongs to the category of practices of displaying the past.
My attention was drawn to the aspect of the contemporary exhibiting politics of
museums. Presented case studies are a contribution to the discussion to
understanding and challenging ideas about the interrelationships between display
and politics. Museums are a kind of resonant places, and in them, as in a lens, the
image of current reality is focused, corresponding to the objectives of the
institution, its class, belonging, and “the other” depends on the location, the city,
employees and the public who visits these centers.

Perhaps museums in small towns present the regional point of view, but you
can also talk about ‘sense of place’. The metropolitanism of the big cities is
expressed in the display the great past; the nation, the state, and the contents
become objects selected from the position of the state. Small towns present their
own point of view. A sense of place in the case of small towns focuses more on
specifics than in forms®’. They do not have urban or metropolitan rules, where the
form should correspond to the form of civilization, modernity. The term “senses of
place” herein is understood as products of the creative imagination of the
individual and of the society. Different people at different times and for different
reasons create different narratives of belonging; thus heritage is as much about
forgetting as about remembering the past (Ashword & Graham 2005: 3), about the
potential and the missed opportunities.

As we have seen, the practice of display is different. Showing this diversity
based on the selected subjectively material also reveals various practices of
achieving the purpose of the exhibition. The viewer is confronted with examples of
exciting imagination, unusual stories important for the nation, serving identity projects,
as well as individual extraordinary stories. The viewer is unable to determine what
has not been said, what has not been exposed, and what remains the invisibilized
parts of the visited community and place. Not to mention why and by whom.

As to the question about what is important — the object or the context, what is
superior — there is no unambiguous answer. As we can see, the possibilities to
answer this are many. The choice between the object and the context depends on one’s
intentions. And yet the examples given here confirm that the object may have more
meaning than the presented context, sometimes equivalent, and in the case of
anniversaries or the presentation of specific events, the object may become part of
the narrative.

d.demskiz@gmail.com

2 Gorodok continues to exist in the memories of Marciena residents as a symbol of a certain space
of time. I. Boldane-Zelenkova, op.cit., p. 164.



LES MUSEES « ETHNOGRAPHIQUES » DE ROUMANIE
DANS LA PREMIERE MOITIE DU 20° SIECLE.
DES MOMENTS FONDATEURS AUX PROGRAMMES
MUSEOGRAPHIQUES
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(Musée National du Paysan Roumain)

Cet article porte sur la fagon dont les plus importants musées « ethnographiques » de
Roumanie sont apparus et développés dans la premiére moitié du XX° siécle, ne
rappelant qu’en passant les moments survenus a la fin du XIX® siécle ou aprés la
Seconde Guerre mondiale. 11 s’agit de la période d’affirmation maximale des valeurs
nationales, qui affectera également la mission des musées et leur mode de
fonctionnement, les programmes de collection et I’exposition d’objets. Au-dela de la
tendance centralisatrice et uniformisant du nouvel Etat national, se remarque pourtant
une relative diversité des initiatives muséographiques. Ce sont des actes fondateurs
appartenant aux certains intellectuels fortement ancrés dans 1’environnement culturel et
politique de 1’époque, préparés dans les plus prestigieuses institutions occidentales.

Mots-clés: musées, collections, culture populaire, ethnographie.

INTRODUCTION

Nous avons choisi le terme de musée « ethnographique » pour désigner les
institutions ayant pour mission la préservation et la représentation du milieu paysan
traditionnel, soumis aux transformations inhérentes de la modernisation. Le choix a
été dicté par la nécessité d’un terme générique qui nous aide a délimiter les musées
paysans des autres institutions muséales, le terme « ethnographique » s’avérant,
finalement, extrémement pauvre pour englober la diversité relative des initiatives
muséales.

Il est pertinent de noter que méme ce terme d’« ethnographique » apparait
parfois méme a la désignation de certains musées qui valorisent les artefacts paysans,
mais il est habituellement accompagné de termes tels que « national », «de 1’art
national », « social » ou « social du village ». Cela nous a montré, depuis le début, que
nous avons affaire a une diversité de fagons de comprendre le role de ces musées dans
le programme d’affirmation national, mais aussi de la perception du cadre de référence
qu’est le monde paysan, du role assigné au paysan et au village roumain.

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 27-38, Bucarest, 2019
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A une premiére analyse, on peut distinguer deux types de musées, les musées
de pavillon et les musées de plein air. Parmi les musées de pavillon figurent le
Musée de « 1’Association » a Sibiu, fondé par 1’Association ASTRA en 1905, le
Musée ethnographique d’art national, d’art décoratif et industriel a Bucarest, fondé
en 1906 par Alexandru Tzigara-Samurcas, qui sera nommé plus tard le Musée d’art
national et le Musée ethnographique de Transylvanie a Cluj, fondé par Romulus
Vuia en 1923. Dans la deuxiéme catégorie, de musées de plein air, se trouvent le
Parc ethnographique a Hoia, Cluj, créé a I’origine par le méme Romulus Vuia en
1929 et le Musée du village de Bucarest, fondé en 1936, par Dimitrie Gusti, dans le
parc « Carol Il » de Herastrau.

Nous allons donc essayer de détailler la maniére dont ces musées apparaissent et
se développent dans 1’espace public, la ressemblance et la différenciation de leurs
programmes muséographiques, le role des fondateurs dans les courants de pensée
de I’époque. Parmi les aspects particuliers, il y a la relation entre les musées
nationaux et ceux régionaux, la relation des fondateurs avec les plus hautes autorités de
’Etat, la prépondérance des stratégies créatives individuelles au détriment des
stratégies collectives.

Le contexte politique et culturel de la fin du XIX® siécle au début du XX siécle.

A la fin de la Premiére Guerre mondiale, la Roumanie élargissait considérablement
son territoire en rejoignant le territoire de la Transylvanie, la Bucovine du Nord et
la Bessarabie. La proclamation de ’Etat roumain, unitaire et indépendant, par le
biais du rassemblement populaire d’Alba Iulia, le 1 er décembre 1918, constituait
la réalisation de toute une série de réalisations politiques: I’unification des Principautés
roumaines, de Valachie et de la Moldavie en 1859, la sécularisation des domaines
monastiques en 1863, 1’émancipation des paysans par la réforme agraire de 1864,
I’obtention de I’indépendance nationale en 1877, la proclamation de la Roumanie
comme royaume en 1881.

Les réalisations politiques s’accompagnent également d’une relative prospérité
économique, mais surtout d’une élévation du niveau culturel a ’appui de 1’affirmation
nationale. Le mouvement national d’affirmation englobera tous les domaines culturels,
de la littérature, la philosophie aux créations artistiques et architecturales.

Dans cette tourmente culturelle plus large, est née I’idée d’un musée national
en tant que lieu de préservation et de représentation des valeurs matérielles spécifiques.
Les musées « ethnographiques » semblent incarner ces valeurs, apparaissant des
contacts des intellectuels roumains avec les milieux universitaires et culturels
occidentaux.

Alors qu’en France et en Angleterre, vers la fin du XVIII® siécle, s’affirment
les musées d’objets d’art de «I’ancien régimey, ainsi que les musées d’antiquités ou
ceux qui valorisent 1’art des populations dites primitives, des futures colonies, en
Allemagne, les musées des antiquités et de I’art populaire seraient I’aboutissement
de la valorisation de la culture propre et de la recherche d’origines ancestrales
(Volkskunde).

Y Voir F. Choay, L ‘allégorie du patrimoine, Paris, 1992.
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Le domaine de la culture populaire est apparu avant les musées, comme une
préoccupation constante de la recherche de « I’ame » du « peuple allemand », en
rassemblant et en capitalisant les diverses manifestations culturelles, des chants et
danses aux traditions et coutumes spécifiques’. Ce domaine évolue d’une vision
herderienne romantique de I’environnement paysan, avec une attention accrue portée
a la nature et au naturel, a la mythologie folklorique et au paysage pittoresque de la
campagne, Vvers une vision organique et évolutive de la société, contenant également
I’approche positiviste de la préservation et de la muséification d’objets de 1’art
populaire (Volkskunst)®. Il existe, a partir de la fin du XIXe si¢cle, une tendance a
« I’objectivation matérielle » de ce que 1’on n’avait jusqu’alors affirmé que sous la
forme immatérielle de contes et de chansons folkloriques.*

A une époque ol les peuples étaient majoritairement représentés par des paysans,
la culture populaire se réfere exclusivement a cette catégorie, pergue comme étant
la porteuse de valeurs ancestrales.

En Roumanie, ou la population rurale été majoritaire (plus de 80% de la
population vivait dans des villages), le champ de la culture populaire s’imposerait a
lui seul comme fondement de 1’idée nationale.

Pour I’intelligentsia roumaine, qui crée le discours national, le paysan apparaitra
comme « I’autre » a I'intérieur’, le gardien de I’archaisme et de I’authenticité culturelle,
et la communauté paysanne comme le noyau, I’unité¢ fondamentale de la nation.
Comme dans les pays germaniques, 1’image archétypale du paysan sera tirée d’abord,
en capitalisant, sur les créations folkloriques immatérielles, pour s’affirmer, plus
tard, vers le début du 20e siécle, sous la forme de la collection d’objets et la création de
musées.

LES DEBUTS DE LA MUSEOGRAPHIE « ETHNOGRAPHIQUE »

Les premiers musées roumains ne sont pas d” « ethnographie », mais d’antiquités
et sciences naturelles. Le 25 novembre 1864, un décret princier signé par Alexandru
Ioan Cuza a créé le Musée national des antiquités, situé au sein de 1’Université, qui
commencera progressivement a recueillir des objets ethnographiques, en plus des
antiquités®.

Malheureusement, le Musée national des antiquités se maintiendra tard a
I’image d’un cabinet de curiosités. Des objets de différentes époques et origines ont
été exposés dans un désordre qui conduirait le jeune conservateur Alexandru

2|. Chiva, ,,Avant-propos” & Hermann Bausinger, Volksunde ou [’ethnologie allemande. De la
recherche sur 'antiquité a I'analyse culturelle, Paris, 1993, p. XI.

3 H. Bausinger, Volksunde ou ’ethnologie allemande. De la recherche sur I'antiquité a ['analyse
culturelle.

* Ibidem, p. 50.

® 0. Hedesan, V. Mihiilescu, “The Making of the Peasant in Romanian Ethnology”, in Martor, 11,
2006, p. 188.

® p. Popovit, Muzeul de la Sosea, supliment de Martor, 4, 1999, p. 18.
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Tzigara-Samurcas, fraichement rentré d’études a 1’étranger, a conclure dans un de
ses premiers arguments que « la grande Babylone ne peut pas exister, ni un amalgame
plus monstrueux. »'. Cela semble étre le début de I’affirmation d’Al. Tzigara-Samurcas
dans I’espace public en tant que spécialiste de 1’art et de la muséographie.

En 1893, Tzigara-Samurcas obtint une bourse d’études qui lui permet
d’effectuer son premier stage a I’étranger, a Munich, « dans le but de se spécialiser
dans la partie technique des ceuvres muséographiques »°. Cette bourse lui permettra
de suivre les cours de Wilhelm Heinrich Riehl.’

Ces détails sont importants pour comprendre la vision sur la culture que Tzigara-
Samurcas embrassera. L’historien de I’art et directeur du musée national de Munich,
Wilhelm Heinrich Riehl, est le fondateur de la culture populaire comme « conception
organique de la société »'°, corrélant les origines mythologiques de la nation avec
la ferveur positiviste de la collection d’objets. L’idée nationale, telle qu’elle apparait
dans les écrits du professeur allemand, ne réside pas dans la recherche des abysses
du passé, mais s’inscrit maintenant dans une structure de ce qu’il appelle la
« personnalité du peuple »™.

Riehl est le premier a élever le champ de la culture populaire au rang de
« science vécue », grace a laquelle il sera possible d’examiner, « SOUS un angle
différent et dans un contexte ecclésiastique, religieux, artistique, scientifique, la politique
de la nation qui se réfléchit dans la tradition populaire méme (Volkstum) »*2. C’est
la vision que Samurcas partagera et que nous retrouverons partout dans ses écrits.

Aprés avoir suivi les cours des professeurs allemands, y compris ceux de Riehl,
en 1896, Tzigara-Samurcas est titulaire d’un doctorat en histoire de I’art de la
méme université & Munich. De retour dans son pays, le jeune Tzigara-Samurcas ne
peut manquer d’observer la dérive du Musée des antiquités nationales. Il saisit
I’occasion de publier un plaidoyer en faveur d’un autre type de musée, organisé sur
des critéres scientifiques, qui mettra en valeur les connaissances acquises a
I’étranger. Mais, en conflit ouvert avec le directeur du Musée national des
antiquités, son chef hiérarchique, 1’archéologue professeur G. Tocilescu, Tizigara-
Samurcas a choisi de quitter son poste dans le musée et de retourner a 1’étranger, pour
compléter sa formation.

Apres des études en Italie et en France, il s’est installé, quelque temps, a Berlin,
ou il travaille comme volontaire dans les plus grands musées allemands, participant
a la nouvelle organisation de leurs collections™.

" Al Tzigara-Samurcas, ,Muzeul nostru national”, Convorbiri literare, mai 1907, in Scrieri despre
arta romdneasca, Bucuresti, 1987, p. 171.

8 Al. Tzigara-Samurcas, Memorii, vol. 1, p. 105.

® Al Tzigara-Samurcas, ,,Lupta pentru Muzeul National”, in Scrieri despre arta romdneascd, p. 158.

10°H, Bausinger, Volksunde ou I’ethnologie allemande. De la recherche sur I'antiquité @ I'analyse
culturelle, p. 54-64

1 W.H. Riehl, Land und Leute (Pays et peuples), 1853, in H. Bausinger, Volksunde ou I’ethnologie
allemande. De la recherche sur I’antiquité a I’analyse culturelle, p. 54-53.

12 |bidem, p. 59.

B Al. Tzigara-Samurcas, ,,Lupta pentru Muzeul National”, in Scrieri despre arta romdneascd,
p. 163-194.
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A son retour dans le pays, Tzigara-Samurcas sera professeur suppléant,
d’abord de frangais, puis d’histoire de I’art et de 1’esthétique a I’Ecole des beaux-
arts de Bucarest, qui était en tout état de cause inférieur a son niveau de formation.
Cela ne I’empéchera pas d’afficher ses connaissances en publiant ses plaidoyers en
faveur d’un renouveau artistique, notamment d’art populaire, et notamment en
faveur de la création d’un musée national sur le modele des musées étrangers, tout
d’abord selon le modéle des musées allemands.

Il sera nommé, finalement, le directeur du Musée ethnographique, national,
décoratif et industriel.

MUSEE D’ART NATIONAL

Ce musée a été créé, par décision du ministre des Affaires religieuses et de
I’Instruction publique, le professeur Mihai Vladescu, le ler octobre 1906, dont le
sidge est dans le batiment de I’ancien Etat monétaire™. Par la suite, le nom du
musée sera abrégé en musée d’art national, considérant que la qualification d’« art
national » englobe toutes les autres™.

Peu de temps apres la fondation, Samurcas ouvre trois salles d’exposition,
réservées a I’art paysan « que jusqu’a présent, personne n’a pensé a le collectionner »™,
dit-il: une salle pour les ceuvres artistiques en bois ayant pour piéce de résistance la
maison paysanne Antonie Mogos du village de Ceauru, dans le comté de Gorj, une
salle en étoffes avec écorce, tapis, et costumes et une autre salle en céramique.

Les objets sont donc systématisés, en fonction du matériau dont ils sont
constitué¢s, provenant de différentes parties du royaume, mais aussi des autres
provinces historiques roumaines situées hors des frontieres de la Roumanie,
notamment de Transylvanie et de Bessarabie. La grande surprise est I’exposition du
public a la maison des Mogos, une construction intégrale, exposée dans un musée
du pavillon. Pour ce type d’exposition, Samurcas a pour modéle « 1’exposition
précieuse de tout 1’autel de Pergame et des portes monumentales romaines et
assyriennes du nouveau musée de Berlin »". C’est le célébre Musée « Kaiser-
Friedrich » que Samurcas a trés bien connu lors de son stage a Berlin.

Selon les plans de Samurcas, les trois salles déja aménagées ne représentaient
qu’une des sections du Musée d’art national, celle de la culture populaire, le musée
devant «regrouper, en un méme lieu, toutes les manifestations artistiques du
peuple roumain »*.

4 Monitorul Oficial, nr. 88, 18/31 iulie 1906, p. 3537; P. Popovit, Muzeul de la Sosea, p. 37.

15 Par le Décret royal n. 201, le 31 janvier 1915, il se décide le dénominatif de Musée d’art national
,Carol I”; voir Al. Tzigara-Samurcas, ,,Lupta pentru Muzeul National”, in Scrieri despre arta romdneasca,
p. 164.

18 Al Tzigara-Samurcas, Memorii, vol. I, p. 225.

Y7 Al. Tzigara-Samurcas, ,,Muzeele in aer liber”, in Scrieri despre arta romdneascd, Bucurest,
1987, p. 324.

*® Ibidem.
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L’effort de Samurcas de collectionner et d’exposer est colossal en raison des
difficultés financiéres et du manque de personnel employé dans le musée'®. Nous
ne le comprenons que si nous examinons les mesures prises pour acquérir la
maison de Mogos. La maison est démantelée et transportée avec des chariots
jusqu’a la gare de Tg-Jiu, puis par train jusqu’a Bucarest, puis reconstruite dans le
musée par le paysan artisan lui-méme, qui I’avait possédée et construite de ses
propres mains.

Au-dela des difficultés lors de 1’achat d’objets, la construction d’un nouveau
siége pour le Musée pose des difficultés encore plus grandes. Bien que les autorités,
depuis la création du musée, aient pris conscience de la nécessité de construire un
nouveau batiment, spécialement congu a cet effet, désignant Nicolae Ghica-Budesti
avec I’exécution des plans architecturaux, les travaux ont été retardés.

En janvier 1908, Alexandru Tzigara-Samurcas, dans 1’'un des plus beaux
discours, intitulé d’une maniére trés suggestive, « Sommes-nous dignes d’un musée
national? », attire I’attention sur la nécessité de construire un nouveau siége pour le
musée d’art national, étant donné que des musées de sciences naturelles et de
géologie avaient déja été construits et que nos voisins hongrois et bulgares se
vantaient déja des musées d’art national®.

A la demande de Samurcas, il faudra encore cinq ans avant que la construction
du batiment commence. La premiére pierre du Musée sera le 17 juin 1912 a la
présence des rois de Roumanie™. Sur la base des plans architecturaux de Ghica-
Budesti, le batiment devait étre construit dans un style néo-roumain, rappelant
I’architecture ecclésiastique byzantine. Le choix de ce style était en accord avec les
objets exposés, ecclésiaux et populaires.

Mais au moment de I’ouverture des travaux, personne n’aurait imaginé qu’ils
ne seraient pas finis méme aprés 40 ans. Le Musée naitra difficilement, traversant
de nombreuses syncopes, son destin s’avérant symptomatique pour I’ensemble de
I’histoire récente de la Roumanie.

Le 1 er octobre 1930, cependant, le musée du corps sud a été ouvert au public,
avec trois sections: céramique, tissus et bois, qui ne manquait pas de la célebre
maison des Mogos. Les objets exposés sur une surface de 480 metres carrés ne
représentent que 4% de la collection existante, soit 14 000 objets.?

L’une des priorités de Samurcag, au début, a été la collecte et 1’acquisition
d’objets. Pourtant, le succés de la collection d’objets paysans et la promotion de
I’art populaire a I’extérieur du pays ne seront pas assez puissants pour convaincre
les décideurs politiques de fournir les fonds nécessaires a 1’achévement des travaux
de construction du Musée d’art national. Les raisons du retard de ces travaux sont
diverses : des difficultés causées par ’engagement de la Roumanie aux guerres des

¥p, Popovat, Muzeul de la Sosea, p. 50-55.

2 A Tzigara-Samurcas, ,,Suntem vrednici de un muzeu national?”, Viata romdneascd, janvier
1908, in Scrieri despre arta romdneascd, p. 203-212.

2L petre Popovat, Muzeul de la Sosea, p. 63.

22 petre Popovat, Muzeul de la Sosea, p. 73.
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Balkans et a la Premiére Guerre mondiale a la personne controversée que devient
Alexandru Tzigara-Samurcas.

Descendant de boyards par la lignée paternelle et de la lignée maternelle,
Alexandru Tzigara-Samurcas est un germanophile, appartenant au groupe politique
et culturel conservateur. Pendant I’occupation allemande, Tzigara-Samurcas accepte la
fonction de préfet de la police de la capitale. En dépit de son rdle actif dans le
sauvetage du patrimoine de la capitale contre le vol et la destruction, cette fonction
apportera, aprés la guerre, 1’opposition et les critiques de ses opposants politiques®.

Malgré les accusations de collaborationnisme, Samurcas n’abandonne pas au
poste de directeur du Musée d’art national. Le prix payé correspond au retard Sine-
die des travaux de construction. Il est difficile de croire, cependant, que la situation
aurait été différente s’il avait démissionné de son poste de directeur, si la construction
du musée avait été terminée, ou au contraire s’il avait ét¢ abandonné, quoi que ce
soit un projet d’ériger un musée d’art national.

La destinée du musée national d’art est symptomatique des conflits et des
malentendus entre les élites roumaines de 1’entre-deux-guerres, des polémiques
virulentes qui ont caractérisé 1’appartenance non seulement a différents courants de
pensée, mais aussi a des groupes de pouvoir opposés.

Sinon, les choses semblaient étre différentes au-dela des Carpates, en
Transylvanie, comme 1’avait remarqué méme Tzigara-Samurcas>".

MUSEE DE L’« ASSOCIATION »

Le premier musée roumain d’ethnographie n’a pas été celui de Bucarest,
inauguré en 1906, mais le musée de Sibiu qui a ouvert ses portes le 19 aofit 1905.
Initiative de 1’association « Astra » — 1’ Association de littérature roumaine et de la
culture populaire roumaine, il restera dans I’histoire sous le nom abrégé du Musée
de I’« Association ».

Fondée le 23 octobre 1861, I’association « Astra » est I’organisation la plus
active des Roumains en Transylvanie, qui était a cette époque sous domination
austro-hongroise. Les actions qu’il a organisées sont parmi les plus diverses, allant
d’encourager 1’éducation en roumain et les traditions, en organisant des expositions
et des fétes, et en passant par les revendications politiques sur la reconnaissance
des Roumains de Transylvanie. Le musée apparait comme le couronnement de ces
actions, ayant pour modéle les musées déja établis de Saxons et de Hongrois®.

La proposition de créer un musée de 1’Association se tiendra lors d’une
assemblée générale tenue a Medias en 1897. Le projet consistait a créer une

2 A|l. Tzigara-Samurcas, Memorii, vol. 111, p. 31-117.

24 Al Tzigara-Samurcas. ,,Cultul trecutului si muzeele provinciale”, in Scrieri despre arta roméaneascd,
p. 315

% Ana Grama, Etomuseografie transilvand. Muzeul ,, Asociatiunii”, 1905-1950, Sfantul Gheorghe,
2010, p. 51-55; Delia Voinea, ,,Astra si activitatea muzeografica”, in Cibinium, 2011, p. 74-80.
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« Maison nationale » comprenant «un musée historique », «un musée
ethnographique », une bibliothéque, les bureaux de 1’Association, une salle des
fétes et 6 autres salles pour les autres besoins de 1’ Association. Des dons rapides
seront faits pour construire le batiment et acheter des objets.

Il convient de noter la rapidité avec laquelle le musée est construit. Le 9
février 1903, le concours de conception architecturale est ouvert. Le projet de
I’architecte Tosif Schuschnigg et Gustav Maetz est choisi. A I’automne 1904, le
nouveau batiment abrite déja les bureaux et la bibliothéque.?

La maniére dont les travaux pour la construction du musée de Sibiu se sont
déroulés a été a ’opposé de la situation des travaux pour le Musée d’art national de
Bucarest, une différence que méme Alexandru Tzigara-Samurcas aurait remarquée.
Remarquable est la rapidité avec laquelle le batiment du musée a été construit, mais
pas aussi remarquable, du point de vue de I’historien de 1’art Samurcas, 1’action de
rassembler et d’exposer des objets®’.

La muséographie « ethnographique » de Transylvanie sera pleinement
affirmée, scientifiquement, aprés 1’union de la Transylvanie avec la Roumanie,
passant des revendications nationales a la professionnalisation de la collection, de
la recherche et de 1’exposition.

LE MUSEE ETHNOGRAPHIQUE DE TRANSYLVANIE
ET LE PARC ETHNOGRAPHIQUE DE HOIA

Le ler janvier 1923, le premier musée ethnographique de Roumanie, a été
créé a Cluj par Romulus Vuia, a partir d’un ensemble d’objets et d’un programme
de recherche scientifique sur le terrain. Né dans un village du Banat, fils de
professeur et créateur de manuels scolaires roumains, Romulus Vuia suit des études
a Orastie, Timisoara et Budapest et se spécialise plus tard en ethnographie et en
anthropologie a Berlin, ou il suivit les cours du professeur Felix von Luschan en
1910. 1l devint I’assistant du géographe George Vilsan et titulaire d’un doctorat en
géographie a Cluj, en 1924,

11 sera influencé par le géographe Emmanuel Marton qui I’a accompagné sur
le terrain au printemps 1921, en s’attachant en particulier a la collection d’objets
pour la création d’un musée ethnographique. Cela aura lieu en 1923, avec le soutien de
la Fondation culturelle du prince Carol®. Vuia crée un fonds documentaire, tout en
développant un systéme scientifique de preuves scientifiques sans précédent en
Roumanie pour ces années.

% Ana Grama, Etnomuseografie transilvand. Muzeul ,, Asociatiunii”, 1905-1950, p. 110-111.

Al Tzigara-Samurcas. ,,Cultul trecutului si muzeele provinciale”, in Scrieri despre arta
romdneasca, Bucuresti, 1987, p. 315.

28 https://www.pressalert.ro/2016/03/timisoara-uitata-romulus-vuia-banateanul-care-intemeiat-
primul-muzeu-etnografic-din-romania-foto/

% Ibidem.
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Contrairement a Al. Tzigara-Samurcas, qui met 1’accent sur les valences
artistiques des objets, la nécessité de rassembler rapidement les artefacts les plus
précieux, Romulus Vuia met ’accent sur la recherche sur le terrain en termes de
préservation des traditions, 1’ethnographie se transformant a partir d’une discipline
auxiliaire de la philosophie et de la géographie, une discipline indépendante.

Le ler juin 1929, Romulus Vuia fonda le premier musée de plein air au cadre
du Musée ethnographique de Transylvanie. Le Parc ethnographique est projeté sur
une superficie de 75 ha avec des ménages qui, du moins en partie, sont habités par
des paysans formés aux activités économiques rurales. Entre 1929 et 1940, une
maison de Vitra (montagnes Apuseni), une bergerie avec son berger et 75 moutons,
un calvaire de Lupsa et une ferme de Telciu (Bistrita) ont été transportés vers le
Parc ethnographique, ainsi qu’une église et une gris hongroise de Stana. Le
restaurant du musée Gaudeamus a été également ouvert™.

Le modéle d’organisation du parc est fourni par les musées scandinaves en
plein air, qui étaient largement a la mode a cette époque. Le musée Skansen de
Stockholm, fondé en 1891 par Arthur Hazelius, était le musée en plein air le plus
populaire depuis.

Désireux d’attirer I’attention sur la culture populaire menacée par la modernité,
Romulus Vuia embrasse cette tendance extrémement populaire que Tzigara-
Samurcas n’hésite pas a renier.

A propos de Skansen, Tzigara-Samurca affirme qu’« il s’agit du produit
caractéristique du romantisme de la fin du siécle dernier, aujourd’hui submergé par
toutes ses nombreuses manifestations »*. « Autant que I’ethnographie, estime
Samurcas, est vivante pour le peuple roumain, nous n’avons pas besoin de 1a parodier
officiellement. Nous ne perpétuons pas 1’opéra pastoral de la romance expirée! »*

Les tendances folkloriques qui commencent a inclure le domaine de la
muséographie seront également démantelées par Dimitrie Gusti, qui construira le
« Musée du village » a Bucarest.

LE MUSEE DU VILLAGE A BUCAREST

Le 10 mai 1936, le « Musée du village » a été inauguré en présence du roi
Carol II de Roumanie. Ce musée apparait comme un résultat naturel des recherches
menées depuis 1925 par « I’Ecole de sociologie de Bucarest », dirigée par Dimitrie
Gusti.

La révolte des paysans de 1907 mettra les décideurs de I’Etat face au besoin
de réformes fondamentales en matiére de 1’«émancipation des villages». La
sociologie en tant que « science de la nation », telle que définie par Dimitrie Gusti,

%0 https://www.muzeul-etnografic.ro/ro/parcul-etnografic-national-romulus-vuiafistoric.
S\ Tzigara-Samurcas, ,,Muzeele in aer liber”, in Scrieri despre arta romdneasca, p. 322.
%2 |bidem, p. 328.
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aura pour role de radiographier la situation actuelle des villages®. La méthode
monographique, appliquée par des équipes pluridisciplinaires, contenait plusieurs
aspects de la vie, parmi lesquels : «la fragmentation de la propriété, le budget des
ménages paysans pauvres, moyenne et riche, inventaire des morts et des vivants,
mortalité infantile, nombre de naissances, nutrition, hygiéne du domicile, sciences
du livre, collégiens et lycéens, lecture pour adultes. »**

En 1928, les équipiers installent leur premier musée dans le village de Fundul
Moldovei, dans une salle de classe®. A son retour & Bucarest, ils organisent le premier
musée ouvert au public, avec des collections des villages de Nerej et du Fundul
Moldovei. Les objets seront utilisés ultérieurement sur le stand roumain de Barcelone,
ou la Roumanie a obtenu, comme nous 1’avons vu, un nombre impressionnant de
distinctions.

Aprés la campagne de recherche de 1929 a Dragus, I’équipe de 1’« Ecole
sociologique » organise une chambre de Dragus (casa dragusand), au siége du
Séminaire de sociologie, qui sera ultérieurement réaménagé lors de l’exposition
internationale de Drezda. D’autres objets seront envoyés en 1931 a I’exposition de
Tokyo et, en 1934, se tiendra la premicre « exposition sur le travail des équipes
d’étudiants ». A cette occasion, Dimitrie Gusti réalise I’importance d’un musée a
ciel ouvert pour préserver « I’intérét du public pour le village ».*°

Cela créerait le musée du village, avec le soutien de la Fondation culturelle
du prince Carol. Comme dans le cas du Musée d’art national ou du Musée
ethnographique de Transylvanie, le musée du village apparait a ’initiative d’une
personnalité bien connue, bénéficiant du soutien direct de la dynastie des
Hohenzollern en Roumanie.

Le musée est créé en un temps record de deux mois seulement, dans le désir
d’étre inauguré a ’occasion de la célébration du 70e anniversaire de la fondation
de la dynastie royale en Roumanie. Les 30 maisons, précédemment élues selon le
critére de représentativité, ont été démantelées et transportées a Bucarest dans 56
wagons de train. Pour les travaux de démantélement et de reconstruction, 130
artisans paysans étaient nécessaires® .

Le musée a ét¢ concu par Gusti comme un musée social et non comme un
musée ethnographique, les ménages étant sélectionnés non seulement sur la base du
critéere de la représentativité zonale, mais également en fonction des conditions
sociales des anciens propriétaires.

Le nouveau musée du village était censé €tre une véritable synthése de tous
les villages de Roumanie, « pour profiter non seulement de 1’ceil, mais aussi pour

® Voir, pour la compréhension du rdle de I’Ecole sociologique de Bucarest, les revues Transilvania,
Sibiu, n. 11-12, 2012, n. 1, 2014 et Secolul 21, n. 1, 2012.

3 D. Gusti, ,,Starea de azi a satului romanesc. Intaiele concluzii ale cercetirilor intreprinse in 1938
de echipele regale studentesi”, in Sociologie romdneasca, anul ll1, nr. 10-12, oct. — dec. 1938, p. 431.

*D. Gusti, ,,Paralelismul sociologic”, Opere, vol. |, Bucarest, 1968, p. 223.

% Ibidem, p. 220.

3 https://muzeul-satului.ro/en/istoric/.
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présenter de vraies choses »*. Il n’avait rien & voir avec les musées nordiques de
plein air comme ceux de Skansen, Bigdo et Lillehammer qui ont été considéré par
Gusti comme trop romantiques et ethnographiques.

Le Musée devait « refléter, mieux que tout autre chose, la richesse et la diversité
de la vie paysanne, les idées de tant de profondeurs, le style architectural paysan, la
grande science de I’adaptation a I’environnement et au traitement de I’environnement,
I’originalité dans la décoration et la sécurité instinctive, ou ’utilisation judicieuse d’un
plus grand espace pour les humains, le bétail et les choses ...»*.

Le musée doit en particulier remplir une fonction éducative, étant « une lecon
de vie permanente et intuitive destinée a attirer I’opinion publique et a mettre en
circulation une série de réflexions, de problémes et de clarifications sur notre vie
sociale ».*°

Malheureusement, cette vision sociale, basée sur 1’étude empirique des villages,
sera complétement abandonnée aprés 1948, le Musée du village se transformant en un
musée ethnographique, complétant ainsi toute une série de musées ethnographiques qui
paraitront aprés la Seconde Guerre mondiale. D’ou « cela devait étre une école », il
devient seulement « une série de maisons »*'. Au lieu d’une présentation de la situation
sociale du pays qui « change en permanence, pour avoir tout ce qui change en
Roumanie, socialement », il n’y a que la présentation ethnographique de maisons
anciennes®, percues comme des preuves matérielles d’une persistance ancestrale.

Un destin plus tragique aura le Musée national d’art, qui deviendra le Musée
d’art populaire et sera contraint de quitter son siége, la ou est créé le musée
« Lénine-Staline » (appelé plus tard Musée du parti communiste roumain). En
1978, le musée d’art populaire sera fusionné avec le musée du village, ce qui
donnera naissance au Musée du village et d’art populaire.

Vers la fin de I’ére communiste, il s’agit d’une étape de démantelement, ce
Musée a été pergu par le gouvernement comme un lieu de représentation du retour,
une chose sur laquelle non seulement qu’on ne pouvait pas étre fier, mais qui
devait étre caché ou méme détruit. Grace aux interventions de certains spécialistes
de la culture, la décision de 1’abolir est retardée et le Musée échappe a la destruction.

En 1990, immédiatement apres la chute du régime communiste, 1’ancien Musée
d’art national fut restauré sous le nom de Musée du paysan roumain (voir I’article
signé par Stelu Serban dans ce numéro). Le créateur de 1’exposition permanente, le
peintre Horia Bernea, poursuivra la vision culturelle et muséographique de ses
prédécesseurs, Tzigara-Samurcas, en maticre de muséographie, Mircea Eliade,
Lucian Blaga, Mircea Vulcanescu, Ernest Bernea, au niveau de la vision culturelle®.

38 bidem.

% |bidem.

“0 |bidem, p. 223.

;‘; Paul Stahl, Marian Constantin, Meteri tdrani romani, Bucuresti, 2004, p. 169.

Ibidem.

By, Mihiilescu, “The Romanian Peasant Museum and Authentic Man”, Martor, n. 11, 2006;
M. Gheorghiu, M. Mateoniu (eds.), Museum of the Romanian Peasant. Guide to the Permanent Exhibition,
Bucharest, 2012.
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EN GUISE DE CONCLUSION

La muséographie « ethnographique », qui apparait au début du XX° siécle
mais qui est pléniére dans 1’entre-deux-guerres, s’avere plus variée qu’il n’y parait
a premiére vue. On distingue au moins quatre types de musées: le Musée national
d’art, qui s’appuie principalement sur la beauté des objets paysans élevés au rang
d’ceuvres d’art, a valences nationale et universelle; Le Musée de 1’« Association »
comme moyen d’affirmer une identité ethnoculturelle; Le Musée ethnographique
de Transylvanie avec le Parc en plein air de Hoia, en tant que repos d’une culture
traditionnelle soumise au changement implacable de la modernité et de la
modernisation; Le Musée du village, capitalisant la diversité¢ des états sociaux, des
cadres et des manifestation des villages.

Cette diversité relative est, sans aucun doute, générée par I’appartenance des
créateurs de musées aux différentes disciplines, de I’histoire de 1’art a I’ethnographie et
a la sociologie, en passant par les contacts qu’ils établissent et entretiennent avec
les milieux universitaires occidentaux.

Un dénominateur commun semble étre a la base de trois des quatre musées
mentionnés (a ’exception du musée de 1’« Association » a Sibiu) — la notoriété de
leurs fondateurs, I’implication personnelle de ceux-ci dans ’acte de construction,
de la levée effective des murs a I’affirmation de leur propre muséographie. Cet
esprit individuel sera complétement évacué aprés la Seconde Guerre mondiale,
avec 1’avénement du communisme, qui imposera le musée ethnographique comme
seul moyen de représenter 1’univers paysan. Un tel musée est limité, dans le cas des
musées de plein air, a ’exposition des différents types de maisons différenciées
exclusivement en fonction de certaines zones ethnographiques, et, dans le cas des
musées a pavillon, a une présentation téléologique d’objets, obligatoire dans la
vitrine, selon les époques historiques, avec indication des zones, des matériaux et
des utilisations.

mariamateoniu@hotmail.com



WHAT ARE MILITARY MUSEUMS FOR?
POLISH, ROMANIAN AND BULGARIAN CASE STUDIES

DOMINIKA CZARNECKA
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The aim of the article is to present the results of the Polish — Romanian and the Polish —
Bulgarian research projects (2016-2018). By examining and analyzing contemporary
strategies of representing and (re)interpreting the past, manifested through the military
museum exhibitions (permanent and temporary) and narratives developed around them, this
paper is an attempt to answer the question: what are military museums for?

Keywords: exhibiting practices, military heritage, military museum, representation, site
of memory.

Between 2016 and 2018 the team of ethnologists from the Institute of
Archaeology and Ethnology of the Polish Academy of Sciences directed by Prof.
Dagnostaw Demski conducted two consecutive research projects. The former,
entitled “Uses of the Past. From Polish and Bulgarian perspectives”, was based on
cooperation with researchers from the Institute of Ethnology and Folklore Studies
with the Ethnographic Museum of the Bulgarian Academy of Sciences in Sofia.
The latter, entitled “Ethnic Groups and National Minorities in Central and South-
Eastern Europe (17"-2I")", was completed in cooperation with the Institute for
South East European Studies of the Romanian Academy of Sciences in Bucharest.

The Polish research team (of which | was a member) conducted their research
in the Polish, Bulgarian and Romanian museums (national, municipal, ethnographic,
military, among others). The aim of the study was to examine and analyze
contemporary strategies of representing and (re)interpreting the past (both the “own”
one and the “foreign”), manifested through the museum exhibitions (permanent
and temporary) and narratives developed around them. The results of the Polish —
Romanian and the Polish — Bulgarian research projects were presented in June
2018 in Bucharest during the international scientific conference entitled “Uses of
the Past in Eastern and Southeastern Europe in Modern and Contemporary Period”.

Three-year long research generated extensive fieldwork material exceeding
the scope of this article. Consequently, it will only examine a specific type of
museum — namely, the military museum.® This limitation is an intentional choice of

! “Military museum” is a general term used to define a specific type of museums portraying the past
from the perspective of military history. Their names include, among others, museums of military history,

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 39-50, Bucarest, 2019
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the author, not caused by the sole fact that military museums function in all three
states involved in the research. It is more related to the fact that these institutions
were founded to portray a unique story of a particular nation, more importantly,
however, during my research in the countries of Central and Eastern Europe®. |
realized that a “military museum” has become a unifying brand in its own right. It
is a standardized signifier which embodies a particular set of meanings, extending
far beyond the literal presentation of the military history of a selected nation. In
consequence, this analysis is intended to examine the “military museum” both as a
specific form of memory (and forgetting) —a site of memory, and as a “mnemonic
device”, which serves specific functions not as much in the context of the past but
predominantly in the context of the present. Thus, this paper is an attempt to
answer the following question: what are military museums for?

THE MILITARY MUSEUMS: POLISH, BULGARIAN
AND ROMANIAN CASE STUDIES

I will begin with a brief introduction of the three military museums included
in this analysis. Their image presented below has been created by the museums’
authorities on their official websites, hence this vision corresponds with the policies of
particular institutions and how they wish to be perceived by their audiences home
and abroad (the websites of military museums in Warsaw and Sofia are available
both in their national languages and in the English language version, the official
website of the military museum in Bucharest is only available in Romanian).

The Polish Army Museum (Muzeum Wojska Polskiego) in Warsaw, located
at Aleje Jerozolimskie in the center of the capital city (it was moved to this location
at the turn of 1933 and 1934) was visited by me in 2017, together with a team of
Bulgarian researchers. The museum, which is under the structural supervision of the
Ministry of National Defense, occupies a multi-storey building with the surrounding
plot of land, used as space for the open-air museum for military vehicles. The
institution was founded in 1920 by executive order of the Marshall of Poland Jozef
Pilsudski. The first exhibition was organized in 1921 to commemorate the 100"
anniversary of Napoleon’s death, while the permanent exhibition was opened in
1923. The Polish Army Museum currently constitutes one of the biggest museums
in Poland — the collection holds more than 250 000 artifacts and is continually

army museums, national military museums. It is, however, worth emphasizing that exhibitions concerning
the war and military artifacts may also be found in other types of museums, including national museums,
e.g. the exhibition devoted to the First World War in the National Museum of Romanian History (Muzeul
National de Istorie a Romdniei) in Bucharest in 2017. Other examples include war museums such as the
Museum of The Second World War in Gdansk (Poland).

2 Though the present analysis involves only the military museums in Warsaw, Sofia and Bucharest,
I had the opportunity to visit more institutions of this type in the course of my research in Central and
Eastern Europe, i.e. the military museums in Riga and Belgrade.
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expanded. According to the information published at the museum’s official
website, the permanent exhibition presents “an overview of Polish military history
from the founding of the Polish state in the 10" century to the end of the Second
World War in 1945. The evolution of the military technology and armament of the
various branches of the Polish armed forces across the ages is displayed in
chronological order. The diversity of exhibits — weaponry and armament, uniforms,
banners and colors, badges, medals and decorations, as well as archival documents
and photographs — offers a broad insight into the traditions of Polish arms, while
our rich collection of images illustrates the key battles of Polish history”.> Besides
the permanent exhibition, temporary exhibitions are also organized in the museum.
The strategy pursued by the institution’s management does not limit its functions to
collecting, preservation, exhibition, search and acquisition of artifacts related to
Polish military history. The museum is presented as a research center (specialist library
and conservation studios), educational unit (offering paid classes, special museum
classes, preparation for school history competitions and Olympiads) and an
information and consultation center.

| visited the National Military History Museum in Sofia, located at Cherkovna
Street, in 2016 and 2017, together with a team of Bulgarian researchers. Analogically
as in the case of the Polish Army Museum, the military museum in Sofia occupies
a multi-storey building around which an impressive outdoor exhibition of military
artifacts has been organized (it includes, among others, aircrafts, tanks, artillery
units and military vehicles). Even though the first steps suggesting the intention of
museum establishment were undertaken by Tsar Ferdinand | in 1914, the very
activities resulting in the assembly of the museum exhibition began in 1916. The
first exhibition in the Main Military Museum was organized in 1937. In the course
of the following decades the museum changed its name, location and organizational
structure several times. The institution received its present name in 1968, along
with the status of a national museum. Currently the National Military History Museum
is supervised by the Bulgarian Ministry of National Defense. The museum
collection holds more than a million artifacts, with the permanent exhibition
amounting to around 28,000 exhibits. The permanent exhibition is organized in a
thematic and chronological order, presenting the history of Bulgarian Army
development since 681 until modern times. Victories of the Bulgarian Army in the
Balkan War between 1912 and 1913 have been particularly emphasized in the
exhibition. Temporary exhibitions are also organized in the museum. The
descriptions published at the institution’s official website state that “It investigates,
preserves, processes scientifically and popularizes cultural valuables connected
with the national and European military history”.* The museum advertises itself not

®pPolish Army Museum — Muzeum Wojska Polskiego, http://www.muzeumwp.pl/o-
muzeum.php (retrieved15.02.2019).

* National Military History Museum, http://www.militarymuseum.bg/Pages/For_us/For_us-
en.html (retrieved15.02.2019).


http://www.muzeumwp.pl/o-muzeum.php
http://www.muzeumwp.pl/o-muzeum.php
http://www.militarymuseum.bg/Pages/For_us/For_us-en.html
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only as an institution collecting, storing, preserving and exhibiting artifacts related
to Bulgarian military history but also a research and educational center.

I visited the National Military Museum (Muzeul Militar National) in Mircea
Vulcanescu Street in Bucharest in 2017 (the museum has been located there since
1988). It was the only military museum where its authorities introduced a strict ban
on taking any pictures, inside as well as outside the building. Similarly to the
previous cases, an open-air museum was organized outside the main building. It
featured technical military artifacts alongside with the elements of disassembled
monuments of soldiers on pedestals. The museum was founded by king Ferdinand |
in 1923 and is currently under the supervision of the Romanian Ministry of National
Defense. The museum collection holds a total of 1 300 000 artifacts exhibited in a
rotational manner. The permanent exhibition has been arranged chronologically,
since the period of establishment of the Romanian statehood until the modern times,
including all essential battles for Romanian independence. Temporary exhibitions
are also organized in the museum.’

To sum up, each of the three military museums was founded before the outbreak
of the Second World War and counts as a “national project” sponsored by the state
central authorities and presenting a strictly unicentric perspective.

Moreover, it is worth noticing that the military museums in Warsaw and
Sofia are located centrally in the capital cities while the military museum in
Bucharest is placed outside the city center which accompanied by the lack of
official website in English, makes it less accessible, especially for foreigners.

THE MILITARY MUSEUMS AS SITES OF MEMORY

Pierre Nora acknowledged that les lieux de mémoire (Engl. sites of memory)
are places “where memory crystallizes and secrets itself”®, while interest in them is
linked to particular historical moments. When thinking about sites of memory and
searching for their meanings we usually try to understand how a particular group,
society or nation understand and commemorate historical events, based in their own
experience and moving within strictly defined sociocultural, historical and political
frameworks.

The fact that the military museums in Warsaw, Sofia and Bucharest were
founded in a clearly defined historical moment appears in no way random. All the
institutions were founded briefly after the end of the First World War, and, in the
case of Bulgaria — still during the conflict period. As a result of the First World
War the state borders in Europe became modified (in December 1918 the so-called
“Greater Romania” was proclaimed; Bulgaria lost some of its territory), new

® National Military Museum, http://muzeumilitar.defense.ro/ (retrieved 19.02.2019).
® P. Nora, «Between Memory and History. Les Lieux de Mémoire », in V.R. Schwartz and J.M.
Przybylski (eds), The Nineteenth-Century Visual Culture Reader, New York — London, 2004, p. 235-237.


http://muzeumilitar.defense.ro/

5 What are military museums for? 43

national states emerged (in 1918 Poland regained independence after 123 years
under occupation), new political arenas were formed, fundamental values were
redefined and the process of rewriting history began. These multidimensional
transformations caused “a reordering of people’s entire meaningful worlds”.” In
these circumstances the Romanian, Bulgarian and Polish authorities were bringing
military museums to life. The processes of creating collections as well as exhibitions
were conducted in an authoritarian manner, imposing the narrative of the past of the
state and nation adherent to the guidelines of the central authorities. Consequently,
the policy of military museums was based on selecting knowledge and presenting
ideas manufactured by the government system which reproduced the values of the
central authorities. Already in the interwar period military museums became
political arenas at which, on the one hand, the process of defining and challenging
identity happened internally — for national communities the museums were meant
as places articulating national identity. On the other hand, military museums were
supposed to emphasize the state vision of nation’s future manifested in the concept
of the past which situated particular states and nations in the framework of the
European civilization, thus legitimizing their place in Europe. As a result, the state
performances of the time were defined by triangulation of its three distinct publics:
a) their own citizens, b) European allies, c) enemies. The military museums were
national projects appointed to propagate national ideology and reinforce the narrative
founded on national myths, while, at the same time, they went beyond it as, in
pursuit of reaching various audiences, they had to use two orders of symbolic codes
in the process of building their message. Creating military museums meant creating
per formative spaces, through which even “foreign” audiences could become reassured
about the nation’s place in Europe and its affiliation to the European community.
Additionally, the European allies were “reminded” of the necessity to support
sovereignty of particular states and their integration into the imaginative landscape
of Europe. Similar assumptions underlie the activity of selected museums also
these days.

OBJECTS AND DISPLAYS IN MILITARY MUSEUMS

It is beyond any doubt that people who visit museums interpret exhibitions
through their earlier experience, personal values or perceptive abilities, shaped as a
consequence of belonging to a particular community. These factors, alongside with
some additional ones, may result in the fact that some pieces of information are
easily absorbed by the visitors and the others become “blocked”.® Moreover, it can

7 See K. Verdy, The Political Lives of Dead Bodies. Reburial and Postsocialist Change, New
York, 1999.

81. Karp, « Introduction: Museums and Communities: The Politics of Public Culturey, in I.
Karp and Ch. Mullen Kreamer and S.D. Lavine (eds), Museums and Communities. The Politics of
Public Culture, Washington — London, 1992, p. 1-17.
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also be influenced by particular practices of the museums, formed significantly by
their exhibits. These are exactly the objects, in this case understood broadly as “any
physical, tangible thing that is part of the museum experience”,” with whom people
can potentially interact and which play an essential role in the process of shaping
their understanding of the “world”: “Objects serve as focal points for bringing
ideas, thoughts, and meaning together in the same place: they aid in people’s ability to
create meaning in the world”."® Furthermore, “Objects can be touchstones for the
resonances of memory, past history, present circumstances, and future aspirations”.*!
In military museums usually the role of the object is thought of “as part of the ‘text’
or ‘script’ of a museum exhibition that visitors might ‘read’. This view of objects and
artifacts as text presumed that the object served as a specific representation of an
idea, or expected a certain level of disciplinary knowledge”."

Military museum is a distinct representational form. Two fundamental thematic
elements shape the order and experience of a military museum, namely war and a
clear distinction between the ally and the enemy, the winner and the defeated. In the
case of three military museums analyzed in this article, exhibitions were constructed
primarily for educational purposes and in order to create a specific narrative scheme.
Thus, military museums in Warsaw, Sofia and Bucharest do not constitute a form
of memory experienced through the body, which is the case of museums of occupation,
Holocaust or terror.*® Military museums are closely linked to the portrayals of war
and military artifacts. In essence, these are institutions which, through using and
interpreting exhibits in a particular manner, create various interpretations of war.
War can be presented both as a positive and a negative phenomenon, which depends
on a variety of factors such as the selection of objects, how well preserved they are,
which context they are presented in and what are the relations between the audiences
and the objects.* When researching forms of conflict representation in military
museums of Northern Ireland James Scott identified three basic approaches in
creating the representation of war: the celebratory approach, the sanitized approach
and the realistic approach. The “celebratory” approach consists in building a very
positive image of war through extolling achievements of armies and individual
“heroes”. The “sanitary” approach creates a more neutral image of war as the exhibits
are shown in alternative contexts. Finally, the “realistic” approach involves

®E.E. Wood and K.F. Latham, The Objects of Experience: Transforming Visitor-Object
Encounters in Museums, Walnut Creek, CA, 2013, p. 10.

19 |bidem, p. 30.

1 Ch. Mullen Kreamer, « Defining Communities Through Exhibiting and Collecting, in L. Karp
and Ch. Mullen Kreamer and S. D. Lavine (eds), Museums and Communities, p. 367-381.

12 E E. Wood and K. F. Latham, The Objects of Experience, p. 10.

¥ See N. Batiashvili, What Are Sites of Memories For?, a paper presented during the
international conference “Sites of Memory of Socialism and Communism in Europe”, 2015.

14 N. Saunders, Matters of Conflict: Material Culture, Memory and the First World War,
Oxford, 2004.

157, Scott, «Objects and the Representation of War in Military Museums», Museum & Society,
13, 4, 2015, p. 489-502.
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portraying war in a way that is most realistic, with the aim of reminding the visitors
of war horrors.™® The presented approaches constitute an open-ended model which
does not reflect the full package of options. All of them confirm, however, that
representation is a classificatory act in and of itself.!” These schemes are commonly
used in museum practice, however, the boundaries between them are rarely clearly
defined and their elements overlap. Therefore, different representations of armed
conflicts can be found within a single museum space.

Each of the abovementioned approaches is realized through different methods
of displaying the objects. Methods and objects may significantly influence emotions
evoked in visitors such as the sense of pride or guilt, they may shape the understanding
of war experience, affect the attitude towards particular armed conflicts and towards
war in general. It should be borne in mind that, even though military museums are
also visited by soldiers and veterans, a remarkable part of their audience consists of
ordinary people (e.g. tourists, students) who have never experienced war. In
consequence, their perspective on war is shaped by a combination of various media
influences, including military museums, whose role is significant.

It is beyond any doubt that museums may significantly affect societies,
particularly in the context of possibilities of demonstrating different points of view
and different representations, serving the interests of all society members. Yet
“Many communities would prefer celebrating their distant past than to examine
their present circumstances. If exhibition makers are simple facilitators, they still
have to decide which version of the past to articulate. If they take an active view of
their role as mediators, then they are likely to present material and views other than
those provided by the community that created the objects they may wish to exhibit.
A solution of this problem will be found only if exhibitions turn from monologue
to conversation”.'® In theory efforts are undertaken to delineate policies which
enable passing information on to the audiences at the local, national and international
level. Moreover, it is generally assumed that history should be communicated
effectively and represents the interests of those who belong to the museum
environment and a given community as well as those who remain ,,outside”. In
practice, none of the three military museums described in the present article
successfully pursues such policy. Military museums in Warsaw, Sofia and Bucharest
use their official websites to announce their massive collections of military artifacts
originating from different historical periods. These objects demonstrate different
scale, value and degree of preservation, however, only a part of them has been used
to create museum exhibitions, including representations of wars. Thousands of
objects are not available for visitors, while the selection of those displayed
(including their descriptions) is conducted in an authoritarian manner by the

16 Ibidem, p. 490.

7 N, Batiashvili, What Are Sites of Memories For?

8 SD. Lavine, « Audience, Ownership, and Authority: Designing Relations between
Museums and Communities », in I. Karp and Ch. Mullen Kreamer, and S.D. Lavine (eds), Museums
and Communities, p. 137-157; see also R. Sandell, Museums, Society, Inequality, London, 2003.
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museum employees who, in the same way, create specific visions of the past. In
each case the exhibited objects are subjected to musealization, consequently
“When an object is musealized, it goes through a process of physical or conceptual
extraction from its original, natural, or cultural environment, giving it museal status
and transforming it into a museum object”.*

When portraying the past of a selected community from the military angle,
each of the three military museums uses the “celebratory” approach in the process
of creating representations and interpreting past military conflicts. This approach is
not only frequently used but also clearly visible in the context of permanent
exhibitions. Due to it, the visitors’ attention becomes directed towards past military
victories and achievements of a given group, which, in turn, is linked to the process
of commemorating the dead and creating national “heroes”. It appears that in the
interwar period, when military museums were being established and national states
found it extremely important to recruit new soldiers, such approach was not irrelevant
to creating positive feelings towards the army and encouraging potential candidates
to join it. The use of “celebratory” approach is based on incorporating national
narratives presenting both a given nation and its army in a positive light. In this
way a lopsided representation of war and particular armed conflicts is created.
Such approach emphasizes, among others, medals and badges (usually in large
amounts and simultaneously), dress uniforms, decorations or finely embellished
weaponry. Interestingly, notwithstanding that, for instance, in Poland “Both the
presence of foreign uniforms and Poles wearing foreign uniforms are historically
common phenomena”?’, “celebratory” approach does not involve exhibiting foreign
uniforms or consider them elements of the military heritage. In such context “The
Polish uniform emerged (...) as a symbol of a glorious past; it symbolizes sacrifice
but it is also associated with hope for the future”.”* Thus, the problem lies within
the fact that objects removed from the context tend to aestheticize war or, when
combined with a simplified interpretation of a conflict, even trivialize it. Such
presentation manner may result in creating a falsified image of war by evoking the
feeling of nostalgia for war and creating a seductive portrayal thereof.

Described military museums also feature various elements of the “sanitary”
approach,?? which is not meant to create a positive war image, but rather to
demonstrate negative aspects of an armed conflict in a “secure” way, namely
without using violent imagery or being realistically literal. The portrayal of war
created in this manner comes out more neutral than the war reality. An example of
objects exhibited using such approach often includes various types of weapons.

1% E.E. Wood and K.F. Latham, The Objects of Experience, p. 44.

2D, Demski, «Values, Substantiality, and Passage of Time: Representations and Reinterpretations
of Military Heritage», Folklore: Electronic Journal of Folklore, 70, 2017, p. 171-192.
DOI: https://doi.org/10.7592/FEJF2017.70.demski.

2! |bidem, p. 178.

22 A. Whitmarsh, «We Will Remember Them: Memory and Commemoration in War
Museumsy, Journal of Conservation and Museum Studies, 7, 2001, p. 11-15.
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Despite the fact that at times of armed conflicts weapons are tools with which the
process of destruction is performed, military museums rarely exhibit weapons in
the context of victims and material damage and often present it in the framework of
military technology advancement. Providing various technical details concerning
selected types of weaponry and presenting it in the context of particular stages of
military technology production development does not create a false image of war,
however, it “disguises” the fact that this very weaponry was used to kill people or
destroy cities.”® As a result, this form of portrayal may lead to a certain idealization
of the military technique and presenting military technology solely from the
perspective of technological advancement, at the same time removing the questions
of moral responsibility from the debate.

Furthermore, displaying innovative character of the technical solutions may
appear not only as one of the aspects of modernity but also as an essential part of
the process of symbolically emphasizing the power of a selected group, gaining
advantage over the enemy and defensive skills. This manner of presenting military
history may indicate which elements the members of a given community should be
proud of. Weapons sometimes happen to be presented as decorative objects or even
works of art, which may lead to their complete abstracting from real destination or
past functions. At the era of development of historical reenactments,? the technical
dimension of militarism is attracting an increasing number of audiences or even
enthusiasts.

The “realistic” approach, whose aim is to demonstrate the cruelty and horror
of war preserving complete realism, developed as a form of protest against two
preceding approaches and the application of peculiar censorship by the majority of
military museums.” One of the ways in which this approach manifests itself in
museum exhibitions may be juxtaposing particular types of weapons and archival
photos demonstrating the results of their practical use (e.g. photographs of victims’
bodies). Even though some examples of such approach appeared in the analyzed
museums, for instance during the temporary exhibition in the National Military
History Museum in Sofia in 2017, such practices count as exceptional rather than
regular.

The use of the “sanitary” approach and, particularly, the “celebratory” approach
by military museums contributes to creating representations of war which often
overlook the suffering of victims and especially of those, who were the opponents
in a given conflict. Moreover, the abovementioned approaches draw a fine line
between the winners and the defeated, which is most often situated along national

ZR. Raths, «From Technical Showroom to Full-Fledged Museum: The German Tank
Museum Munster», in W. Muchitsch (ed.), Does War Belongs to Museums, Bielfield, 2013, p. 83-91.

24 K. Baraniecka-Olszewska, Reko-rekonesans: praktyka autentyeznosci. Antropologiczne
studium odtworstwa historycznego drugiej wojny swiatowej w Polsce, Kety, 2018.

3 J. Scott, «Objects and the Representation of War in Military Museumsy, p. 495; J. Winter,
«Museums and the Representation of War», in W. Muchitsch (ed.), Does War Belongs to Museums,
Bielfield, 2013, p. 21-41.
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borders. As a result, a simplified narrative is created which neglects questions, like the
activity of the local perpetrators or traitors. In consequence, representations of war
formulated on this basis may evoke negative emotions of the members of other
nations or their objections against the “false” vision of the past, which does not
facilitate the development of intercultural and intergenerational dialogue. Moreover,
the choice of a particular approach does impact the educational practices as well.

MILITARY MUSEUMS - MILITARY HERITAGE

According to the information provided on official websites of military museums
in Warsaw, Sofia and Bucharest all three institutions systematically collect and
preserve historical artifacts. Therefore, these institutions may be treated as sources
of historical knowledge accumulated by professional researchers. For visitors, the
museums “can create a sense of kinship with the past. The disposition of men to
seek continuity with their ancestors and with life in earlier times may find its
fulfillment in museums”.”® Consequently, military objects and narratives built
around them may help recall the military past of a given nation and the impression
that the members of a given group are the descendants of their ancestors, who
survived due to their genius, resilience and sacrifice.

It is beyond any doubt that “A museum may be established in order to exhibit
what is acknowledged as the local heritage to make the community aware of what
it can be proud of”.*" Military museums actively participate in the process of creating
military heritage, which is not only a part of cultural heritage but also national heritage.
Although there function numerous definitions of “heritage”, which in specialist
literature should be distinguished from the definition of “legacy”, for the purpose
of the present analysis I assume that “heritage is not only a product of the present time,
but also of a long process of relating history, through which communities recognize
themselves precisely as communities”,”® whilst “History becomes heritage in various
ways. Artifacts become appropriated by particular historical agendas, by particular
ideologies of preservation, by specific versions of public history, and by particular
values about exhibition, design, and display”.”® Being a part of cultural heritage,
military heritage is created by contemporary people through processes of selection
and categorization. In the case of military museums the choices are made in
authoritarian manner by people responsible for collecting, storing and exhibiting

% J H. Ewing, « Military Museums and Collections», in J.E. Jessup and Jr. and R.W. Coakley
(eds), A Guide to the Study and Use of Military History, Washington, 1988, p. 339-347.

2D, Demski and D. Czarnecka, «A Site Shaped by Discontinuity: the Practices of Place-
Making in a Post-Soviet Military Base in Poland», Suomen Antropologi. Journal of the Finnish
Anthropological Society, 43, 2, 2018, p. 30-52. DOI: https://doi.org/10.30676/jfas.v43i2.69843.

2 D, Demski, «Values, Substantiality, and Passage of Time, p. 176.

2 A. Appadurai and C.A. Breckenridge, «Museums Are Good to Think: Heritage on View in
India», in I. Karp and Ch. Mullen Kreamer and S.D. Lavine (eds), Museums and Communities, p. 34-55.
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objects. Everything which becomes exhibited in military museums is presented as a
part of the military heritage of a given nation or even a larger community, for
example the European one.*® In consequence, the role of the visitor in this case
does not require wondering what qualifies as military heritage and what does not,
because the choice had already been made by the authorities. Visitors should
somewhat automatically assume that all the objects exhibited by the museum count
as military heritage. As a result, the process of manufacturing military heritage by
military museums is authoritarian and controlled by institutions’ employees. Moreover,
it is linked to economic® and political arguments, “Heritage, even when it is created in
order to reconcile present with past, often becomes the object of political interest.*
To sum up, in the context of military museums, heritage is created by specialized
institutions, which is obviously related to political authority.

CONCLUSION

The present article was an attempt to analyze ways of representing and
(re)interpreting past in the present, and, consequently, answer the question: what
are military museums for? Research conducted in three institutions — military
museums in Warsaw, Sofia and Bucharest — demonstrated that, on the one hand,
each of these museums intends to portray a unique story of a particular nation, thus
serving significant functions in the context of “internal” needs of a given community.
In this context, military museums appear as places in which identity is articulated.
As a result, the aim of creating particular exhibitions consists in reinforcing the
identity of a given nation, which is not irrelevant for educational practices undertaken
by particular institutions.*® On the other hand, in a broader context, a “military
museum” has become a unifying brand in its own right, appearing as a standardized
signifier, which embodies particular meanings extending beyond literal presentations
of military history of a given nation. The museums analyzed in this article
demonstrate a number of similarities in the context of the functions they serve,
place in organizational structure, ways of creating representations of war as well as
constructing narrative schemes. All three institutions replicate similar solutions,

% National Military History Museum, http://www.militarymuseum.bg/Pages/For_us/For_us-en.html
(retrieved15.02.2019).

31T, Peil, «Estonian Heritage Connections-People, Past and Place: The Pakri Peninsulay,
International Journal of Heritage Studies, 11, 1, 2005, 53-65, https://doi.org/10.1080/
13527250500037021.

®D. Demski and D. Czarnecka, «A Site Shaped by Discontinuity», p. 42; see also D.
Lowenthal, The Heritage Crusade and the Spoils of History, Cambridge, 1998.

33 While in Warsaw and Bucharest educational practices consist mainly in special museum classes,
the military museum in Sofia organized a special exhibition dedicated to children. It includes several
“military style” rooms adjusted to children’s perceptive capacity, where they can learn through playing
(copies of military objects are used for this purpose).
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which results in the fact that a visitor experiences comparable representation and
interpretation schemes in different geographical locations. Since the visitor is
reassured in the “accuracy” of the manner of representing military history replicated in
different places, his expectations are gradually shaped on this basis and, as the time
goes by, these expectations become somehow automatically referred to a “military
museum” as a particular type of institution. Military museums appear to be
authoritarian institutions which involve a process of paring down multiple voices
and complex identities into relatively clear messages. Certain differences may also
be observed between the three described institutions. The military museum in
Bucharest, unlike the museums in Sofia and Warsaw, is located outside the city center
and does not offer a website in English, which makes it less accessible. Moreover,
during the visit in the Polish Army Museum in Warsaw crowds of visitors could be
observed, while both in Sofia and in Bucharest few people were present at the
institutions. It is difficult to clearly determine reasons for this situation (political
situation, economic condition, location, lack of interest for the topic?).

In conclusion, bearing in mind the activity and ways of functioning of military
museums, it is worth emphasizing that “Just as museums have the obligation to
examine the consequences of their own exhibiting and educational practices, so
communities have the responsibility to see that exhibitions about themselves are
more than celebratory”.*

d.czarnecka@hotmail.com

3 1. Karp, «On Civil Society and Social Identity», in I. Karp and Ch. Mullen Kreamer and S.D.
Lavine (eds), Museums and Communities, p. 19-33.
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The article discusses how the WWII historical reenactments in Poland contribute to the
construction of national identities. The current political situation, where Poland’s ruling Law
and Justice party supports specific interpretations of the past and intensively promotes these
in the public space, the activities of historical reenactors are often read through the prism of
the party’s political activity. In a similar way, collective identity projects performed in
historical reenactments are understood. In contemporary Polish social life WWII history
constitutes a very strong political and symbolical capital. Representing war events,
reenactments and reenactors place themselves in the very centre of debates on contemporary
visions of the past and identities related to them. This article focuses primarily on describing
how the stereotype attributed to the WWII historical reenactments influences the perception
of this phenomenon by the audience and shapes their sense of national identity.

Keywords: historical reenactment, historical policy, national identity, performativity.

THE CONTEXT OF RESEARCH ON WWII HISTORICAL
REENACTMENT IN CONTEMPORARY POLAND

Historical reenactment is an exceedingly popular phenomenon in Poland,
clearly visible in the public sphere. Reenactments of WWII events play a particular
role within this phenomenon.' As the memory of the war is still alive — it can be
described in terms of communicative memory as Jan Assmann® puts it — and
politicians and the media use WWII symbols in their discourse, reenactment of this
period serves a significant function in the debate on the wartime past. Historical
reenactment interacts with other forms of representing and interpreting history in
the public sphere. It draws from them, falls under their influence, but also modifies
them and makes its mark. The reenactment of the past is not a purely receptive
phenomenon, which would only reflect the attitude towards the past found in

! Research on the reception of historical reenactments is carried out under the National Science
Center grant, Poland No. 2017/27/B/HS3/00990.

2J. Assman, « Communicative and Cultural Memory », in A. Erll and A. Niinning (eds), Memory
Studies: An International and Interdisciplinary Handbook, Berlin — New York, 2008, p. 109-118.
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culture; it is thoroughly performative, shaping perceptions of history, affecting cultural
and social phenomena, including personal or national identity. In this text, however, the
focus is primarily on a certain general image of national identity presented to the author
by viewers of the WWII historical reenactments. From interviews with participants of
historical reenactments, it appears that for a substantial part of them the basic value
organizing the national identity is patriotism. Patriotism is rarely thoroughly analyzed
by them, represented by slogans as “respect for the homeland” or “defense of the
homeland,” often also embedded in the current policy, by categorizing who (and why)
is patriotic and who is not. The aim of this article is not, however, to analyze
thoroughly patriotism in its many forms, nor to present a detailed concept of national
identity. However important, these concepts remain at the margins of the scope of this
paper. The aim here is to show the situation where the performativity of historical
reenactments does not derive from their content, form, intentions of creators, and what
they show on the stage, but from the current public discourse and the stereotype that
shapes the reception of reenactment. The intention is to show a special situation of the
performance failure,® where neither its content, creativity of the performers, nor the
script determine the perceived stage reality, but rather a deep social conviction about
the politicization of the WWII historical reenactments.

Importantly, this article presents an analysis of the phenomenon at a specific
historical moment, when the right-wing conservative party Law and Justice (Prawo
i Sprawiedliwosé) rules in Poland. The Law and Justice political activities also
include the area of historiography, the aim of which is to create a framework for
the interpretation of Polish history, consistent with the ideological interpretation by
the party. The Law and Justice politicians adopted a historical policy project
proposed by the conservative historians over a decade ago.* This project is still
being actively implemented, albeit with some maodifications and certain shifts in
focus.” To simplify the matter for the purpose of this article, the above-mentioned
project assumes an affirmative approach to Polish history. In practice, this means
building a positive symbolic capital around certain events and historical figures,
mainly those from the period of WWII. Its implementation has caused the further
development of a certain trend, noticeable even before — the increase in the
society’s interest in history and its presence in the public sphere. It has also brought
about a certain trend for historical shows, books, films and games.

The reenactors are acting today in this very political and social context. The
interpretations of the past enacted by them interact with the historical policy

3 L. Howe, « Risk, Ritual, Performance », The Journal of the Royal Anthropological Institute, 6, 1,
2000, p. 63-79; E. Schieffelin, « Performance and the Cultural Construction of Reality », American
Ethnologist, 12, 4, 1985, p. 707-724.

* R. Traba, « Polityka wobec historii: kontrowersje i perspektywy », Teksty Drugie, 1-2, 2010,
p. 300-319.

® R. Traba, Przeszlos¢ w terazniejszosci. Polskie spory o historie na poczqtku XXI wieku,
Poznan, 2009; R. Traba, « Polityka wobec historii: kontrowersje i perspektywy ».
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present in the public sphere, and the performers themselves, consciously or not,
hold a position in relation to the content and practices aimed at history proposed by
the public discourse. Their actions do not take place in a vacuum, and therefore
should be interpreted in relation to the specific social situation and to the vision of
the past that prevails in the culture.

Some researchers attribute a critical potential to the historical reenactments,
seeing them as a tool for discussion with other interpretations of the past that are
present in the public discourse.® In this approach, historical reenactment appears as
a grassroots voice of history formation, manifestation of its democratization,” as
well as a way of adding complexity to the vision of the old times, seeking alternative
interpretations to the mainstream ones. At the same time, however, other researchers
note the strong politicization of historical reenactment,® and this phenomenon
occurs in at least three different ways. Firstly, some of the performers openly
support their vision of the past promoted by specific political groups. Secondly,
politicians at various levels — from local authorities to state-level ones — invite
reenactors to take part in commemorative celebrations, anniversaries of battles and
state holidays, and the presence of reenactors in such events is interpreted as a
politicized practice. Thirdly, the top-down historical policy, topics and historical
events that gain a special place in public discourse influence the selection of the
motifs reenacted by the circle of historical reenactors. Sometimes this happens
because certain events from the past become fashionable and often recur in the
media and sometimes because it is easier to get public funds to organize historical
reenactment on a specific theme.

Historical reenactment as a cultural and social phenomenon has countless
interactions not only with other forms of representation of the past, but also
depends on the ways of institutionalization of representing the past in the public
space and funding streams for events that take place in this space. A substantial
number of people involved in the historical reenactment movement have the
ambition and the will to organize battles or other past events in the public space.
Only for a part of the reenactors it is sufficient to test their skills solely during
private events, maneuvers created exclusively for the members of reenactment
groups. Most of them decide to present their avocation to the audience, and this has
specific consequences. The basic one is that the reenactors operating in the public
space are subject to evaluation by the recipients — the onlookers, as well as those
who write about historical reenactments, most often reported by the onlookers — the
journalists.

® M. Daugbjerg, R. Syd Eisner, B. Timm Knudsen, « Reenacting the Past: Vivifying Heritage
‘Again’ », International Journal of Heritage Studies, 20, 7-8, 2014, p. 681-687.

7J. de Groot, Consuming History. Historians and Heritage in Contemporary Popular Culture,
USA-Canada, 2009.

8 B. West s.d., « Historical Re-enacting and Affective Authority: Performing the American Civil
War », working paper, http:/mww.bristol.ac.uk/media-library/sites/spais/migrated/documents/west-06-
12.pdf (retrieved: 19.12.2016).
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This fact is crucial for further considerations, because they encompass not
only the opinions of the reenactors themselves or the spectators, about the historical
reenactment, its strengths and weaknesses and the evaluation of commitment to
promotion of specific visions of history, but also a certain stereotype about reenactment
that is persistent in the media, and due to them — in the public discourse, as well.
Regardless of the opinions of the performers, whether they consider their actions to
be apolitical or not, a stigma of supporters of right-wing parties and promoters of
the historical policy proposed by these parties is quite unequivocally attributed to
them.® A part of the reenactment circle really falls under such a label, but a large
group does not. For the external reception of historical reenactment, the internal
diversity of the ideological attitudes of the performers is not, however, of great
importance.

The recipients filter the actions of the reenactors through the prism of the
values related to Polish history emphasized by the ruling Law and Justice party —
to sum it up: patriotism, affirmative attitude towards the past, glorification of Polish
heroism and a defensive attitude towards any attempts to discuss the uniquely positive
image of Polishness. The details — justified by historical sources — that diversify the
image, which the reenactors try to show during the reenacted battles — errors of
commanders, brutal and disrespectful behavior of Polish soldiers, senselessness and
deheroization of death — escape the attention of the viewers and the interpretation of
the event is governed by the slogans drawn from the politicized public discourse. In
such cases, the interpretation of seen reenactments often does not result only from
the direct perception of the presented events, but from a particular historical
habitus'®, remaining in relation to the public discourse that the viewers of historical
reenactments embody. For this reason, the critical aspect of reenactment has much
greater impact on the performers themselves, it opens them the possibility of
creating identity shaped, among others, by contesting the visions of the past that
prevail in the public space.

The audience attending the historical reenactment rarely notices the nuances
woven into the script of the event, and not always listens to the narrator telling
about the details of the events being reenacted, indulging in the admiration of
explosions, military equipment and the martial bustle and assessing the events
according to the historical habitus."

As mentioned, historical themes selected by reenactors often overlap with the
themes present in conservative historical policy. This fact, however, is a trap for
the reenactors, especially for those who deal with topics that are also embraced by
historical policy, for example, show their other interpretations and introduce these

°c. Michalski, « Polityka $mierci » in Zaloba, Warszawa, 2010, p. 14-21.

10 See J. Olick, « From Usable Past to the Return of Repressed », The Hedgehog Review, Summer,
2007, p. 19-31.

11 K. Baraniecka-Olszewska, Reko-rekonesans: praktyka autentycznosci. Antropologiczne studium
odtworstwa historycznego drugiej wojny swiatowej w Polsce, Kety, 2018, p. 312.
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alternative understandings into the historical debate. Their actions are often
perceived through the prism of the historical reenactment politicization stereotype
as such and its servility towards the ruling party. Interestingly, the stereotype influences
the shaping of the recipients’ historical identity. The conviction about the compatibility
of the visions of the past presented by the performers with the interpretations of
history supported by right-wing politicians makes the viewers perceive reenactment
events as events promoting patriotic attitudes, which these politicians are pushing
for. Here is an interesting situation, where the content of the event itself is often
blurred and its critical character is omitted*? and the reception of the event is ruled
by the stereotype of the entire cultural phenomenon.

WWII HISTORICAL REENACTMENTS RECEPTION THROUGH
THE PRISM OF POLITICIZATION STEREOTYPE

Historical reenactment of WWII is, on the one hand, a grassroots initiative, a way
towards individual interactions with the past. It is an avocation aimed at personal
satisfaction. On the other hand, however, reenactment is used in local and national
politics as an element of commemoration of the state holidays. Interestingly, in
both these aspects reenactment becomes a form of expressing and also shaping
national identities. As Joanna Kurczewska puts it, “historical reenactment is nothing
but an indicator of norms, ones which are fundamental for perpetuating the matrix
of collective identities, especially state and national ones.”*®

Although historical reenactment feeds on the past, in its performative nature
it is distinctly oriented towards the present, and in a sense also towards what is to
come, as it also projects national identity on the future, defining how it should look
like under the influence of reenactment. Interestingly, reenactors’ actions aimed at
modifying identity are often conscious and planned. Many reenactors, but also the
officials and politicians who seek their services openly declare their hopes that
participation in a reenacted performance will have a positive impact on the
perception of Polish history, reinforce a patriotic stance and enhance the feeling of
pride in belonging to the Polish nation.

Not all reenactors support this goal or approve of open declarations of such
aims of reenactment. And because they are aware of the stereotypical reception of
historical reenactments as a field of activity for politicians, especially the right-
wing ones, many fear being labelled as nationalists or radicals — as this is another
association that reenactment has begun to evoke in the public. In Poland, WWII
reenactment is most of all regarded as a movement, which supports the project of a

12 Unlike the cases of historical reenactments described by R. Schneider (Performing Remains. Art
and War in Times of Theatrical Reenactment, London — New York, 2011).

13 ). Kurczewska, « Dwa spotkania migdzykulturowe — przedstawienia i konteksty », Gornoslgskie
Studia Socjologiczne. Seria Nowa, 6, 2015, p. 38.
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national identity grounded in affirmative patriotism, pride in one’s history and an
uncritical approach to one’s past. As mentioned, this stereotype does not convey the
full complexity of historical reenactment, since the phenomenon involves performing
many types of national identity and many underlying sources of patriotism, from
the affirmative to the critical."* It does, however, influence the reception of
reenactment and its role in the public sphere, as the audience quite often seeks
certain content and also expects the reenactors to present the glory of Polish history,
which is a factor in evoking an uncritical approach to the past of the nation.

Owing to the influence of the historical policy of conservative parties, for
over a decade now the public sphere has been full of depictions of the defensive
war of 1939, the Warsaw Uprising in 1944 and the activities of the cursed soldiers
(since the end of WWII to the mid-1950s); these motifs used to be decidedly rare.
Museums devoted to these events have been opened, monuments founded, books
and press articles published. The stories have made their way to school textbooks
and to collective memory. The national identity is being built around them. In their
mythologised form, these events indicate the features of Poles as a collective —
perpetually fighting, heroic, willing to sacrifice everything for the sake of higher
values such as freedom and the defence of their homeland. In many cases this is
also the image that emerges from historical reenactment.

Although, in its very principle, the historical reenactment movement seeks to
offer the most authentic representation of the past possible, or at least a version
which would be closest to the existing sources,™ it often turns into a depiction of a
certain ethos currently attributed to historical figures, including WWII soldiers.
Mythical figures appear in the discourse of historical events, around which a
community sharing attitudes and beliefs is organized.'® Historical reenactment is a
kind of performance here that creates on stage a conventional reality suspended
between the past and what has happened, and the present and its uses of this past.
While the performers themselves are struggling to make their presentations of
history as close as possible to the sources, rooted in the past,'’ the viewers come to

14 See J.J. Lipski , Dwie ojczyzny, dwa patriotyzmy. Uwagi o megalomanii narodowej i ksenofobii
Polakéw, s.d., http://otwarta.org/wp-content/uploads/2011/11/J-Lipski-Dwie-ojczyzny-dwa-patriotyzmy-
lekkie3.pdf (retrieved: 30.12.2016); B. Korzeniewski, « Transformacja pamieci — 0 nieliniowym
charakterze przemian w pamieci Polakdéw », Sensus Historiae, 9, 4, 2012, p. 11-22.

15 S K. Decker, « Being Period: An Examination of Bridging Discourse in a Historical Reenactment
Group », Journal of Contemporary Ethnography, 38, 3, 2010, p. 273-296; S. Gapps, « Mobile Monuments: A
View of Historical Reenactment and Authenticity from inside the Costume Cupboard of History »,
Rethinking History: The Journal of Theory and Practice, 13, 3, 2009, p. 395-409; D. Radtchenko
« Simulating the Past: Reenactment and the Quest for Truth in Russia », Rethinking History: The Journal of
Theory and Practice, 10, 1, 2006, p. 127-148.

16 See M. Maffesoli, The time of the Tribes. The Decline of Individualism in Mass Society, London-
Thousand Oaks-New Delhi, 1996, p. 10.

Y This does not mean that they elude the present day or are not aware of its impact on the
assessment of past history. However, they make the attempt to understand the past arise from its character,
not the needs of contemporary users of historical discourse. See K. Baraniecka-Olszewska, Reko-
rekonesans: praktyka autentycznosci.
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historical shows with interpretations clearly emerging from the present. Thus,
reenactment contributes to the project of shaping national identity through
references to the features of Polishness emerging from the interpretation of the
depicted historical events and very strongly this taken or embodied way of
interpreting history affects the identity project seen in the reenactment.

According to the understanding of history proposed in conservative historical
policy the defensive war fought in September 1939 is used to show the perseverance
and heroism of the soldiers who faced overwhelming odds, especially after 17"
September, when Poland was attacked by the USSR. The Warsaw Uprising, in turn,
has become the symbol of grassroots initiatives in fighting for liberation undertaken by
the entire society, with soldiers and civilians working hand in hand, from the
youngest to the eldest. The cursed soldiers are the newest element in historical
policy promoted by conservative parties. Their stories are to emphasise not only
self-sacrifice or heroism, but most of all the ethos of fighting against communist
ideology, since they were the people who did not lay down their arms after the war
ended and kept fighting for an independent Poland, refusing to accept the country
under communist rule as such.

These values are also shared by some of the reenactors. Some deliberately
weave them into the content of the stories they reenact and this way these values
often rise to the foreground in historical reenactment scenes, pushing adherence to
sources further back. The scenes rarely leave room for critical reflection on the
events presented or for showing them from different interpretative perspectives,
although discussions around these WWII events are still ongoing, both in the
academia and in journalism. These events fuel many controversies, especially if
they are interpreted as unequivocally positive national symbols.

PERFORMING IDENTITIES
AND BONDING TEMPORARY COMMUNITIES

Although not all reenactors, and not all recipients of historical staging, agree
with the clarification of the interpretation of history proposed by the conservative
discourse, the performers quite in solidarity underline a certain convergence of the
postulates introduced by the historical policy discussed here with their views on the
dissemination of history. They appreciate that the interest of the Law and Justice
party in the past has increased the presence of the representation of history in the
public discourse. In addition, the WWII reenactors, in principle without exception,
confirm that patriotism is an attitude important to them. And although they
implement it in many different ways, often contrary to affirmative patriotism
proposed by the conservative historical policy, they admit that drawing the party’s
attention to the essence of patriotism in upbringing, in building a national identity,
is to some extent convergent with their views. They see a higher sense in
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promoting history and patriotism in general, which is why they decide to use the
possibility of organizing historical performances in public space.

However, the audience who decides to attend the staging of the WWII events,
often seeks for general patriotic values in the reenactment, identifying them with
the content of public media and no longer looks at the details of the particular
position promoted by the reenactors. Despite having some doubts regarding the
manner of depicting events or seeing the ideology of conservative parties behind
the representation of WWII events and the resulting criticism, many people identify
with the image of the past presented by reenactors. The project of national identity
performed through reenactment convinces them, and also remains in line with their
own beliefs. For such people, reenactment is perceived positively, as an instrument
of building identity and even more importantly promoting patriotism. These
individuals are receptive to the influence of reenactment and experience such events
intensely, responding emotionally to conveying certain values and the inclusion of
certain symbols they regard as important. Reenactment engages them through
creating a specific atmosphere around the event, the space between the actors and
the audience.™ In such cases reenactment gives rise to a community of experience,
a feeling of mutual identification; to use Birgit Meyer’s term, a kind of an aesthetic
formation.*

Although Meyer uses this term mostly in the study of religion, she also sees
aesthetic formations as similar to Benedict Anderson’s imagined communities,”
which means the category may be applied to the analysis of non-religious phenomena.
According to Meyer, communities are built around aesthetic experiences, here —
after Aristotle — understood as sensorial. As she writes: “indeed, in order to grasp
the particular modes through which imaginations materialize through media and
become manifest in public space, generating sensorial sensibilities and aptitudes
that vest these imaginations with a sense of truth, we need to move into the broader
sphere of what | call aesthetic formations.””” Historical reenactment appeals to the
senses, it is a framework in which knowledge about the past is conveyed, but also
experienced sensually,” and performed bodily.”® Moreover, the interpretation
perceived in or imposed on historical staging gives a sense of truth, a sort of
arrangement of knowledge about the world. The experiences evoked by participation
in reenactment events bind reenactors and spectators into a type of community,
sharing the sensorial contact with a given vision of history — an aesthetic formation.

18 R. Schechner, Between Theatre and Anthropology, Philadelphia, 1985.

9B. Meyer, « From Imagined Communities to Aesthetic Formations: Religious Mediations,
Sensational Forms, and Styles of Binding », in B. Meyer (ed.), Aesthetic Formations. Media, Religion, and
the Senses, Basingstoke, 2009, p. 1-28.

2B, Anderson, Imagined Communities. Reflections on the Origin and Spread of Nationalism,
London — New York, 2006 [1983].

2L B Meyer 2009, « From Imagined Communities to Aesthetic Formations », p. 6.

22 R, Schneider, Performing Remains.

Bp, Taylor, « Performance and/as History », TDR: The Drama Review, 50, 1, 2006, p. 67—86.
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This relation may be temporary, but accepts performed project of identity. In a similar
vein Edward Schieffelin described ritual performances — as bequeathing permanent
social meanings.?* Identity communities formed around historical reenactments as
being built around a specific experience are not permanent, they are not necessarily
strong relationships, but the experience derived from that moment of community
experience may leave a lasting trace, for example in accepting and recognizing identity
projects that were perceived in reenactment. The members of this community then
promote the project further in other aspects of social life.

Importantly, the creation of a community around sensual experiences resulting
from the observation of embodied visions of the past does not mean the unanimity
of this community or the unification of its patriotic attitude sought in historical
reenactments. On the contrary, the heterogeneity of this community is its defining
characteristic. What is being built here is the participation in engaging in a sensual
and bodily event and the attitude to certain types of stimuli evoking the sense of
national identity. This, in turn, means that not all viewers of reenactment will find
themselves within the aesthetic community, because some of them contest the watched
performance. Others, however, seek confirmation that their patriotic attitude is shared
by more people, wanting to belong to a certain community.?

Thus, historical reenactment has some effect on the level of shaping national
identity, which influences certain temporary community identities that bind
aesthetic formations. At the same time, it shapes individual identities, especially
those of the reenactors, although in a much more diverse way. Their identity as
individuals, often directly linked with their national identity, is constantly asserted
and created in performative acts,”® through representation of a chosen ethos of the
past and strong identification therewith, apparent not only during the events, but
also in everyday life. Incidentally, the practice of historical reenactment has strong
ties with individual identity, since it contributes to achieving personal satisfaction,
a feeling of existential authenticity?” — by doing something for, and in harmony
with, oneself.

CONCLUSIONS

Both reenactors and the general public associate reenactment with a
considerable potential for influencing others. Although reenactment mainly affects
the senses and engages the body, scholars recognise its influence not only on

24 E. Schieffelin, « Performance and the Cultural Construction of Reality », p. 721-722.

%5 See M. Maffesoli, The Time of the Tribes.

%6 See J. Butler, Gender Trouble. Feminism and the Subversion of Identity. London — New York, 1990.

21 CJ. Steiner, Y. Reisinger, « Understanding Existential Authenticity », Annals of Tourism
Research, 33, 2, 2006, p. 299-318; N. Wang, « Rethinking Authenticity in Tourism Experience », Annals
of Tourism Research, 26, 2, 1999, p. 349-370.
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individuals, but most of all on socio-cultural processes.”® It must, however, be
noted again that the direction of this influence does not always stem from the
content presented by reenactors; it is often defined by the nature of a given event or
commemorative celebration in which reenactors take part or by the historical
reenactment stereotype described above.

Therefore, scholars analysing the phenomenon focus not on individual
identities performed through the practice of reenactment, but on the collective
identity, be it national or local, associated with a specific place or region.”® The
‘boom for history’ has resulted not only in greater susceptibility to absorb themes
invoked by the historical policy of the current ruling party in Poland, but also in a
generally increased interest in the past. As noted some time ago by Rosenzweig
and Thelen, people take to history to seek individual, local and national roots.®
Many reenactment groups concentrate on presenting not only the national history
of Poland, searching for models and founding values for modern Polish identity,
but also on the study of the local history of their city or region, in order to shape
the local identity and cause the regional ethos to re-emerge from the past. The
effectiveness of historical reenactment in this regard is visible in the public sphere.
Several cities in Poland are now home to groups who focus predominantly on the
history of the given locus. They popularise the memory of WWII events, which
took place in these cities through references to specific historical figures and their
actions. At the level of practice, identity projects created by their actions (not
necessarily the reenactments of historical events themselves, also public speeches,
lectures, exhibitions, tending to the cemeteries and monuments) are diverse, rooted
in different interpretations of the past. However, in the public discourse this
diversification is blurred and the initiatives for local history are also filtered
through the interpretive framework set by the conservative historical policy. This
local identity often draws from the matrix of national identity (to use Joanna
Kurczewska’s term®"), it refers to the same values and symbols and is based on an
affirmative attitude towards the actions of the Polish during WWII, only this time
the ethos is sought in local and not national history.

On both the local and the national scale the project of identity performed
through historical reenactment is based on the idea of promoting patriotic attitudes.
These may be different, from the critical to the affirmative, yet the public
perception of historical reenactment often deprives it of its complexity. It is

BpT. Kwiatkowski, Pamie¢ zbiorowa spoleczefistwa polskiego w okresie transformacji,
Warszawa, 2008; J. Kurczewska, « Dwa spotkania miedzykulturowe — przedstawienia i konteksty »; T.
Szlendak, « Wehrmacht nie macha. Rekonstrukcyjna codzienno$¢ jako sposdb zanurzenia w kulturze », in
T. Szlendak, J. Nowinski, K. Olechnicki, A. Karwacki, W.J. Burszta, Dziedzictwo w akcji. Rekonstrukcja
historyczna jako sposob uczestniczenia w kulturze, Warszawa, 2012, p. 7-70.

2 p T, Kwiatkowski, Pamie¢ zbiorowa spoleczeristwa polskiego; J. Kurczewska, « Dwa spotkania
mi¢dzykulturowe — przedstawienia i konteksty ».

% R. Rozenzweig, D. Thelen, Presence of the Past. Popular Uses of History in American Life, New
York, 1998.

31 J. Kurczewska, « Dwa spotkania migdzykulturowe — przedstawienia i konteksty ».
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regarded as upholding the concept of patriotism that emerges from the historical
policy of conservative parties. Consequently, the audience attending historical
reenactment events usually shares a rather stereotypical view of reenactment and
associates the phenomenon with affirmative patriotism and the same type of national
identity, despite the fact that reenactors themselves are a very heterogeneous group
and, as such, create different projects of national identity, based on varied visions
of Polish history. In these cases, historical reenactment evokes a strongly politicised
project of national identity, which is not always in line with the intentions of
reenactors themselves.

Thus, we can talk about a certain performance failure in this case. In the case
of historical reenactment, the performativity of the performance itself is dominated
by the performativity of the historical discourse dominating in the public sphere,
which creates the interpretive framework for past events. Sometimes we observe a
certain harmony here, because the reenactors, while recreating the past, recall the
values promoted by this discourse. However, many reenactors want to present a
different interpretation of the past, less dependent or even undermining the
understanding of the past expressed in it. In spite of their efforts, the critical aspect
of historical reenactment, as well as the specific subversive potential included in
performance as a tool for expressing the excluded, muted, resisting, or just expressing
criticism,* fails. The entanglement of historical reenactments into public financial
systems, the desire to exist in a public space dependent on the decision-makers, as
well as the following certain fashions determined by conservative historical policy,
causes the reception and influence of reenactment to become ruled by a stereotype
born in relation to this historical policy.

kamila.baraniecka@gmail.com

%2 D. Taylor, « Performance and/as History ».






CROSSING THE BORDER IN THE MUSEOGRAPHIC DISCOURSE
IDEOLOGY AND MARKETIZATION

STELU SERBAN
(Institute for South-East European Studies, Bucharest)

After the demise of the Communist regime, the painter Horia Bernea was appointed as head
of the Romanian Peasant Museum. Bernea organized the museum’s exhibitions striving to
display the ‘spirituality of the Romanian peasant’ through the objects of the museum
collections, but having at the heart the Orthodox Christian belief. The first exhibition, ‘The
Cross’, was opened in 1994, being imprinted by his plastic imagination and the ideas about
randuiala lucrurilor (the organic order of the things). Thus, this first exhibition aimed to
encapsulate the religious, intimate and organic traits of the way the objects are positioned in
the world. After the beginning of the 2000s, steps towards an alternative usage of the
museum’s rooms and additional premises were made. It was then that various activities such
as public conferences and debates, or fairs of ‘traditional” material culture, were hosted in the
museum. In addition, a subtle and new image of the ‘Romanian peasant’ is delivered to the
public, an image that is quite different from that of the 1990s, but still much accurate with
regard to the current everyday life in Romanian villages.

Keywords: peasant art, national identity, antidote museum, cultural market.

This chapter presents the reestablishment of the Romanian Peasant Museum
in Bucharest in the early 1990s, as well as its further evolution until the present
time. The museum was originally founded as an art museum at the turn of the 20th
century’. In the first part of the paper | will tackle the ideas that framed the
museum’s foundation and development up to the Communist period. Furthermore,
I will try to highlight the endeavours the museum’s team as well as other people
(more or less sympathetic with it) undertook to legitimate the museum’s
reestablishment, by recovering and recomposing its original ‘ideology’. In the final
part, | will discuss the new exhibition conception, the wider museographic
discourse, and the institution’s more pronounced opening to the public space.

EARLY TIMES

The foundation of an ethnographic museum in Romania was at its very
beginning related to the national idea. Those who had been promoting it at the end

' The chapter is a slightly revised version of my article «Presichane na granitsata v
muzeografskija diskurs: ideologija i marketizatsija», in Petko Hristov (sust.), 110 godini natsionalen
ethografski muzei — minalo, nastojashte i perspektivi, Sofija, 2018, p. 99-112.

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 63-76, Bucarest, 2019
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of the 19" century were top personalities of the Romanian political and intellectual
elites. In 1875, Titu Maiorescu, a conservative party leader, minister and prime
minister several times, launched the idea of establishing a national museum based
on ethnographic collections, i.e. on the “national dressing/port national”. A few
decades earlier, in 1834, another representative of the elite, the boyar Mihalache
Ghica came up with the idea of setting up a museum of antiquities and natural
history. Ghica actually accomplished his idea a few years later with funding from
his own pocket. Though without adding the word “national” to the formal name of
the 1830s museum, the institution was still a “national museum” according to the
title of its journal. In 1864, this museum became state property and it was divided
into a Museum of Antiquities and a Museum of Natural History®. In the former
museum the intention was to gather the ethnographic collection of the country, a
plan that became a reality much later, at the beginning of the 1900s°.

In the first years after the turn of the 20th century, Alexandru Tzigara Samurcas
(1872-1952), a landlord from a boyar family of Wallachian with Albanian origins,
started putting together various private collections of popular/peasant art. He was
encouraged by Spiru Haret, the liberal education minister who relaunched the idea
of a national museum, however in a more precise and pragmatic manner, namely,
through allocating special funds, even if modest, to collect exhibits for museums.
The collections originally brought together by Samurcas were enriched with state
support. Furthermore, the owners of these collections were members of the rich
bourgeoisie, having very little to do with the peasant society, but still sharing a
sincere admiration for their material and spiritual culture.

Samurcas himself was schooled in German universities, where he was
strongly impressed by the ideas of Volkskunde, meaning popular culture and
folklore®. After being employed as a curator with the abovementioned Museum for
Antiquities in Bucharest, in 1893 he obtained a three-year scholarship at the
University of Munich where he studied art history and archaeology. In parallel,
Samurcas attended courses at the Polytechnic Institute in Munich, the University of
Berlin and the Ecole des Beaux-Arts in Paris. At the Munich University Samurcas
defended in 1896 his doctoral thesis in art history and obtained his magna cum
laude doctoral degree. In 1897 Samurcas returned to Romania®.

2 S. Badicd, «National Museums in Romaniay, in Peter Aronsson and Gabriella Elgenius (eds),
Building National Museums in Europe 1750-2010. Conference proceedings from EuNaMus,
European National Museums: Identity Politics, the Uses of the Past and the European Citizen,
Bologna 28-30 April 2011. EuNaMus Report No 1., Linkdping, 2013, p. 717, 721
(http://www.ep.liu.se/ecp_home/index.en.aspx?issue=064).

% Ibidem, p. 718; A. Tzigara-Samurcas, Muzeografie romdneascd, Bucuresti, 1936.

* 1. Pohrib, «Tradition and Ethnographic Display: Defining the National Specificity at the
National Art Museum in Romania (1906—1937)», in Dominique Poulot, Felicity Bodenstein and José Maria
Lanzarote Guiral (eds), Great Narratives of the Past. Traditions and Revisions in National Museums
Conference proceedings from EuNaMus, European National Museums: ldentity Politics, the Uses of
the Past and the European Citizen, Paris 29 June — 1 July & 25-26 November 2011. EuNaMus
Report No 4, Linkoping, 2013 (http://www.ep.liu.se/ecp_home/index.en.aspx?issue=078), p. 318.

® C.D. Zeletin, «Introducere», in A. Tzigara-Samurcas, Memorii 11l (1919-1930), Bucuresti,
2003, p. 22.
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From the very beginning the building of the future museum’s collections was
marked by puzzled and fragmented frames. There were emotional identifications
with the peasant culture as well as an ideological admiration for the supposedly
authentic peasant lifestyle. Samurcas himself exalted the value of the Romanian
peasant wooden architecture by comparing it with the Swiss and Tyrolese blockhauses
and opposing it to the supposedly ugly urban architecture of the newly emerged
Romanian towns and cities®. In fact Samurcas’s ideas were framed by a “a complex
narrative that mixed antiquities with religious, folk and modern art in order to
define a national specificity and support the idea of unity and continuity of the
Romanian culture from prehistoric ages up to present”’. This perspective employed
highly prevalent ideas and biases that spread then among the Romanian political
and intellectual elites. At the end of a few decades of “westernization”, the elites
grew rather disappointed and took refuge in nationalist and peasantist ideologies®.
The idea of national specificity was thus equated with the peasant culture, while
indeed the majority of the Romanian population was rural and peasant. Furthermore,
by canvassing the German theories of Volkskunde/folklore and Volkerkunde/
anthropology, the elites of the time have succeeded to work out, not only in
Romania but in many other Eastern and Southeastern European countries, ample
programs for national ethnographic museums®. Through his endeavours to
ideologically and materially build the first variant of a Romanian Peasant Museum,
Samurcas is only a case in this more general intellectual flow.

As | have stated above, the starting point of the museum was the private
ethnographic collections that Samurcas had succeeded to put together. At the very
beginning, there were 607 items that Samurcas had collected from 68 different
individuals. On such base and helped by a government decree, the Ethnographic
Museum for National, Decorative and Industrial Arts was founded on October 1st,
1906. Despite the small number of museum exhibits in the initial stage, after only
two years, in 1908, the number of museum objects increased to 4,330%, In 1912,
with the financial support of King Carol I, Samurcas began to erect the museum
building that has been hosting the museum’s collections up to the present time. The
building could not be completed until the late 1930s.

Before the First World War, the museum’s name was changed to National
Art Museum, but only in the interwar period this designation started being used
more broadly™. Sometimes the name of King Carol I was added to the museum’s
name. It is important to outline here that in the interwar period this was the only
museum whose designation included the word ‘national’. But, even though it was
self evident that this particle of the museum’s name referred to the Romanian

cA. Tzigara-Samurcas, Arta in Romdnia. Studii critice, Bucuresti, 1909.

"1. Pohrib, «Tradition and Ethnographic Display, p. 318.

® Ibidem, p. 320.

® C.N. Cotoi, «Closures and Museums. Is a Non-Alterity Anthropology Possible?», Martor,
11, 2006, p. 206.

0 A, Tzigara-Samurcas, Muzeografie romdneasca.

1§, Badica, «National Museums in Romaniay, p. 722.
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nation, the official designation of the museum had not been changed into
something like, say, the Romanian National Art Museum.

On the one hand, in the interwar period the museum’s decision-makers tried
to be openminded and took some items to international fairs and exhibitions, such
as those in Barcelona, Paris, Berlin, or participated in international conferences like
that organized in 1928 by the Internationaler Verband von Museums, in which the
Romanian museum had been a member as early as 1907. In the country too the
museum’s managers were cooperating with the ethnographic museums of national
minorities/nationalities, such as the National Szeklers’ Museum®?. In fact, according to
Tzigara Samurcas himself, national art museums should bring peoples closer by
preserving and outlining their diversity and specificities, and, at the same time,
alleviating conflicts through the universality of the aesthetic beauty®.

On the other hand, Tzigara Samurcas as well as other representatives of the
intellectual elite saw a distinction between the art in Romania in general, that is, the
art production of all the populations that inhabited and still live on the territory of
the Romanian state and the Romanian national art, meaning the art of the Romanian
peasantry. The latter is genuine, native, expresses authenticity and has organic roots in
the Romanian territory, thus deserving to be named national. This perspective took
a clear shape around the year 1930 and holds a clear distance to the original mission of
the museum, i.e. to encompass by the word ‘national’ all of the art production that
the populations living in the Romanian state create™*. Such vision was reinforced
by the establishment in 1936 of the Village Museum in Bucharest, one of the first
open air museums in Europe. The excellent echo of the Romanian participation at
the 1937 Paris International Exhibition came thanks to the two institutions that
structured the Romanian presence at this international exhibition, namely, The
Village Museum and The National Art Museum. Both displayed through the
peasant art and architecture an image of the Romanian nation based on rural
traditions, its fusion with the religious element, organic life, and authenticity™.

FADING AWAY IN THE COMMUNIST TIMES

After the Second World War and the coming to power of the Communist
regime, the National Art Museum re-opened in 1946 with Tzigara Samurcas as
honorary director. However in 1949 the new regime marginalized Samurcas by
suspending his pension'®. In 1952, after the death of Samurcas, the museum’s
collections were forcibly moved to other another location in Bucharest while the
original building was used to host the museum of history of the Communist Party.

12 A, Tzigara-Samurcas, Memorii 111 (1919-1930), Bucuresti, 2003, p. 285, 332.

%3 Ibidem, p. 355.

4 1. Pohrib, «Tradition and Ethnographic Display, p. 323.

%5 Ibidem, p. 326.

16 C.D. Zeletin, «Introducere», in A. Tzigara-Samurcas, Memorii 111 (1919-1930), Bucuresti,
2003, p. 23.
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As the communist ideology claimed to dissolve the peasantry, the name of the
museum was changed into Museum of Popular Art. In 1978 the museum merged
with the Village Museum into a single though highly dismembered entity*’.

In the entire Communist period a hard state policy to collect the items of
peasant/popular culture was followed. According to the official ideology the peasantry
was doomed to disappear, so the saving and collection of as much as it was possible
of their culture was one of the Communist regime’s requirements. Ironically, the
advantage of this policy was, firstly, that significant funds had been put aside and
used to collect items of everyday peasant and village life. Secondly, this policy had
been carried out throughout several decades and without any ideological
underpinning. Thus, with regard to the Peasant Museum, it had in its warehouses at
the end of the Communist period more than 60,000 items of peasant culture.

REINVENTING TRADITION, PEASANT MUSEUM

THE INSIDER VIEW

Immediately after the demise of the Communist regime, painter Horia Bernea, a
top artist, was appointed as head of the museum. He organized the museum’s
exhibition striving to display the ‘Romanian peasant spirituality’. Curiously enough,
the work for the first exhibition started without any museographic conception.
Bernea and his team only debated some general ideas such as that of the ‘absent
museum’ or ‘antidote museum’, but there was no clearer or more structured approach
about a detailed programme. And most probably it was because of this very
intuitive commitment that the museum’s first exhibition enjoyed a great public
success and, at the same time, stirred up a host of controversies. Apparently, after
forty years of Communist totalitarianism, the Romanian society needed a healing
cure. And in a way the Romanian Peasant Museum covered this need"®. But they
did this in a provocative way, starting with the rooms of the museum’s building
where Orthodox priests were invited to celebrate religious services™.

In fact, this challenging attitude could be seen as the most enduring trace in
the new history of the Romanian Peasant Museum. On the one hand, as Bernea
himself put it in 2000, not long before his death, from the very beginning they
attempted to create an ‘antinomy museum’ where the very origin of the objects
would be withered and their pure materiality would be recreated in a new

17'S. Badica, Curating Communism. A comparative history of museological practices in Post-
war (1945-1989) and Post-Communist Romania, PhD thesis, Central European University, Budapest,
2013, p. 231-232.

18 v. Mihiilescu, «The Romanian Peasant Museum and the Authentic Man», Martor, 11,
2006, p. 24ff.

19's. Badica, Curating Communism. A comparative history, p. 234.



68 Stelu Serban 6

articulation with the space and other exhibited items®. Bernea rejected the display
and ordering/ordinea of the objects in a museographic type of exhibition, in favour
of which he called rdnduiala, a quite difficult Romanian word to translate; it
encapsulates the religious, intimate and organic traits of the way objects are
positioned in the world?. In the same vein, Irina Nicolau, a close associate of
Bernea’s project, spoke about the ‘absent museum’, that is, a museum that imbricates
in the social tissue by raising visitors’ inquisitiveness about the local people and
directing them to other local museums in order to find out as much as possible?. In
short, this ‘absent museum’ is in fact only the way that direct visitors to the
ramified map of the local history and social life. In this frame, Nicolau redefines
the idea of healing through a more positive choice, that of ‘antidote’. Thus the
museums could be either full of information to educate visitors, as classical principles
require, or with a ‘revolutionary’ potential, i.e. museums that convey to visitors
through their museographic arrangements a feeling of social discomfort or even
revolt®,

On the other hand, this sort of childish play with ideas and social meanings
diverted the public attention, notwithstanding that sometimes this could be felt as a
mockery. This is apparent from the very beginning, when the name of the museum
was chosen. Although the museum’s collections contain thousands of objects of
popular culture belonging to various ethnic groups living in Romania, these groups
were simply ignored, and the name of the museum was The Romanian Peasant
Museum?. The story of choosing a name for the museum is instructive, but
reminds of the history of the museum’s foundation in the 1900s. The choosing of a
name for the institution was fully entrusted to Bernea’s team. His collaborators
gathered during an entire day and made a brain storming session. A list with some
twenty name options had emerged. Unfortunately, at the end of that day, the list
was lost, and they were forced to resume the name debate. Eventually they
proposed a name in tune with the mood of the times, i.e. The Romanian Peasant
Museum. After a short while they tried to change the name or at least to add a
subtitle to it, like ‘a museum of crafts and traditions’, but without much success®.

2 H_ Bernea, I. Nicolau and C. Hulutd, Dosar sentimental, Bucuresti, 2003, p. 15-16.

2! Ihidem, p. 17, 25-26.

221 Nicolau, « Moi et le musées du monde. L’histoire d’une expérience muséale dans un pays
de I’est », in New Europe College Yearbook 1994, Bucuresti, 1996, p. 25ff.

2 bidem, p- 38; S. Badica, «Same exhibitions, different labels? Romanian national museums
and the fall of communismy, in S. Knell et alii (eds), National Museums. New Studies from Around
the World, London, 2010, p. 274; S. Badica, Curating Communism. A comparative history, p. 250.

2% In the most commonplace situation the museum name became embarrassing. For instance, in
1996 when | was a curator in the museum, there was a field campaign intended to document ceramics
craftsmen. In counties with a majority Hungarian population, after introducing us as the museum’s
curators, here and there people replied to us they were Hungarian peasants, not Romanian. And they
asked us what we were doing there, in their Hungarian villages. This account reveals very simply the
nationalist content of the project that framed then the museographic discourse of the museum.

%5 \/. Mihilescu, «The Romanian Peasant Museumy, p- 15-16.
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In the first decade after the year 1990, this kind of idea shifting, or string of
unconclusive ideas, damaged to one’s clearer perception of the museographic
discourse, but also delineated the special place the museum occupied at least for
the Romanian public. I will outline below some reasons for this positioning by
reverting the angle of approach, from the external circumstances towards the internal
ones.

“THE CROSS”: THE FIRST EXHIBITION

THE EXTERNAL VIEW

The first exhibition was called ‘The Cross’ and it was opened in 1994. In the
wider concept of the exhibition, classical object arrangement criteria were not
followed. According to the ideas mentioned above, the organizers attempted to
display the items in such a way that the exhibition space be re-created and the
visitors integrate more easily in the new space. The imprint of Bernea’s plastic
imagination was being felt in all corners of the pioneering exhibition. Bernea had
divided the seven rooms of the exhibition according to the seven dimensions
through which the Romanian peasants had supposedly understood and imagined
the Christian Cross. In each room objects belonging to various categories, from
dressing and household items to icons and liturgical tools, were scattered in order
to suggest a distinct quality of the Cross (see photo 1)?. For instance, in the room
called Remembrance/Reculegere, they placed along the walls chairs from an old
wooden church, while in the centre stood a pillar from the porch of a common
wooden house (see photo 2). The visitors were invited to sit in the chairs so as to
rest by looking at the wooden pillar and at the same time to meditate about their
relation with God, about their redemption or fate. In the room called Relics/Moaste
one could see an entire wooden church whose basic structure intertwined with the
pillars of the museum’s building (see photo 3). The church displayed in the
museum had been found abandoned by villagers in 1990 in Transylvania. The
museum team recovered what had remained from the church and put together the
pieces in this Relics/Moaste room”.

Still, beyond these speculative ideas, a quite rigid and exclusive ideology
stood out. The thinking frame of all these museographic innovations is grounded in
the idea of reviving the so-called authentic, that is, untouched by modernity, way of

% The Cross exibition photos were provided by courtesy of the management of the Romanian
Peasant Museum.

27 It needs to be mentioned that there was no plan for guiding the visitors. In those days, as
curator in the museum, | encountered many difficulties in guiding the visitors in the exhibition rooms,
just for this reason. In fact, the idea was not to guide, on the contrary, to let free the visitors to
imagine the possible meaning of the exhibited objects via intuitive identification.
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the Romanian peasant life. Through this idea they got connected to the original
time of the museum’s founder, Tzigara-Samurcas, but also retrieved his inheritance
thus legitimizing the museographic project. Furthermore, the post-1990 founders of
the museum claimed that the Romanian peasant preserved a sort of theological
thought that, instead of being gathered in written forms, it was expressed in the
objects of their art*®.

Strangely enough, this nationalistic ideology was not a hindrance for the
museum to receive in 1996 the Best European Museum Award. Furthermore, in
Romania at least, the museum’s exhibitions became fashionable among the
intellectuals and larger public as well. Several factors catalyzed, if not directly
influenced, this success. First, it was the unconventional style of arranging the
exhibited objects, and here the imprint of Bernea’s personality was undeniable.
Although being a painter, and accustomed thus with two-dimension images, he
attempted to create a third dimension in the exhibiting space, by mixing various
objects, by varying the exhibiting frames in height and in depth (see photo 4). The
visitor is invited to stroll in this space letting back the previously viewed objects
while his/her eyes meet new and surprising objects. This style of exhibiting
museum objects was recovered until today in further museum exhibitions, being a
sort of vivid inheritance®. In this vein, and according to the ideas mentioned in the
above section of this paper, it could be fully stated that Romanian Peasant Museum
is an ‘antidote museum’.

Still there were also other factors that contributed to the museum’s success in
the 1990s. Although someone could see these factors as more circumstantial, they
are very important in making a museum. In Romania, immediately after the
collapse of the communist power, a strong emotional search of the past had been
widespread. The interwar period was thus identified as a Golden Age in Romania’s
history®®. The works of interwar influential intellectuals such as Mircea Eliade,
Emil Cioran or Constantin Noica were published for the first time or reprinted.
Curiously enough, just a few of them, for instance Mircea Eliade or Constantin
Noica, were rehabilitated before the demise of Communism, in the 1980s. All of
these authors and thinkers were active between the world wars, and were politically
very close to the extreme right Legionary Movement that promoted one national
image based on the Romanian Christian peasantry with its supposedly pure and
authentic lifestyle.

The relationship between this political manifestation and the conception the
museum was due in part to the fact that Horia Bernea’s father, Ernest Bernea, was
in the interwar period a member of the Legionary Movement. An excellent
sociologist, Ernest Bernea survived the Communist period (he died in 1990), thus
being a witness of the museum’s reestablishment. Horia Bernea has borrowed from

2y, Mihailescu, «The Romanian Peasant Museumy, p. 18.
29 See museum tour on http://www.360. muzeultaranuluiroman.ro
0D, Barbu, Republica absenta, Bucuresti, 2004.
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his father some core ideas and metaphors as, for instance, the idea of randuiald,
that | have mentioned above®’. In fact, in Bernea’s museographic discourse there
could be found many other ideas and concepts, such as ‘real Christianity’,
‘authentic man’, ‘redemption’®, that are common to the Legionary ideology. A
special place occupied the topic of ‘death of the (authentic) peasant/man’, in this
case the creed of the Peasant Museum being to testify and keep alive his memory™.

The paradox of the influence of the legionary ideology upon a museographic
perspective that was seen rather experimental or even post-modern®* is only
apparent. In more recent approaches of extreme right movements in interwar
Europe, scholars delineate an ‘aesthetic’ dimension or modernizing commitment
rooted in creativity, spontaneity and revolt®™. In this vein, the idea of ‘revolution’
conveys the quest for authenticity and community against ‘common’ modernizing
political programs importing the mimicry of ‘advanced democracies’. This frame
illuminates the connection of the external view the Romanian Peasant Museum’s
museographic discourse with its ‘inner’ perspective and fully gives sense to some
apparent paradoxes.

FROM IDEOLOGY TO ‘MARKETIZATION’

After the beginning of the 2000s, steps towards an alternative usage of the
museum’s rooms and additional premises were made. It was then that various
activities such as public conferences and debates, or fairs of ‘traditional’ material
culture (food, clothes) or classes with primary school pupils started being
organized. In the museum’s building, however in an unconventional space,
something between a pub and a restaurant, named The Club of the Peasant, was
opened. Here conferences are delivered, books are launched and debates on
ethnology and anthropology topics are held. Much appreciated was the fact that
skilled craftsmen from various parts of the country came to these fairs to display
and sell their objects. The former image of the ‘authentic’ and pure peasant grew
strongly eroded in the eyes of at least Bucharesters because of the semi-
manufactured production of this new peasant ‘art’.

A new direction in the museum’s practice of organizing exhibitions is the use
of the outcomes from field research projects. One such project was aimed to revive
local museums and connect them in a nationwide cooperation network. As the
reputed anthropologist Vintila Mihdilescu who became the director of the museum

31§ Badicd, Curating Communism. A comparative history, pp. 240-241.

32y Mihailescu, «The Romanian Peasant Museump.

% M. Gheorghiu, Viaticum: un ghid intelectual al Muzeului Tédranului Romdn, Bucuresti,
2014, p. 240ff.

% y. Mihailescu, «The Romanian Peasant Museump, p- 20.

% R. Griffin, «The Primacy of Culture: The Current Growth (Or Manufacture) of Consensus
within Fascist Studies», Journal of Contemporary History, 37, 1, 2002, pp. 21-43.
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in 2005 put it, these museums are original by the fact that they add to the regional
and national museums various forms of intimate identity. The objects collected and
the different forms of museography present in these museums express certain ways
of “collecting ourselves’®. Furthermore, as the people who take charge of these
museums are private persons, not state experts and/or bureaucrats, they have more
freedom in choosing a more original and accurate museographic discourse rooted
in their own local culture, and even in developing an articulate response to the
globalization processes®’. Thus there are not state ideological demands that shape
the museum, but local, intimate, informal and vivid cultural networks. In this way
these museums become a way ‘to quest for the present time/a la recherche du
temps présent’ as Was the witty comment of Maria Mateoniu, one of the members
of the museum project’s research team®. Various aspects of local peasant art are
captured and conserved. One is the local market of peasant art objects as is the case
of the well known Horezu region, one of the most important Romanian centers of
ceramic arts. Here, the objects collected in the local museum rather exemplify
styles of ceramic items that are sold in village art shops, than of ceramic collections
like those of large ethnographic museums®. This looks more like a sort of market
strategy, of course, but at the same time reflects the gap between the official
ideology regarding peasant/popular art and what really happens with this art.

Another project that concluded with an exhibition unfolded few years ago
and focused on the multiple ways of hay cultivation in rural areas. In this project
worked Romanian museum researchers along with scholars from the Swedish
University of Agricultural Sciences’s Biodiversity Centre. Parallels between hay
cultivation in Sweden and Romania were made. The project showed the
commonalities and differences of the craft; a public policy report on the protection
of biodiversity in areas of intensive hay cultivation was drawn up*. Some
academic papers as well as a special issue of the Romanian Peasant Museum’s
journal of social anthropology entitled The Witness/Martor* have also been
published.

An important aim of the project was the opening of an exhibition simply
called The Hay, with photos taken during the fieldwork. Objects that relate to hay

% v/. Mihailescu, « Local Museums? Village Collections in Recent Romania », Martor, 14,
2009, p. 12.

37 A.M. Pianoiu, «Pentru o muzeologie naivd: Maricica si muzeul de peste api», Revista
Muzeelor, 2, 2015, p. 26-42; M. Mateoniu and Rodica Marinescu, «Doctor Kéri’s Museum of
Galogpetreu, Bihor County (Romania). An Attempt to Edify Proximity Heritage», Martor, 14, 2009,
p. 153.

% M. Mateoniu, «Les artisans de la campagne et les musées d’ethnographie de Roumanie»,
Martor, 13, 2008, p. 105.

% |bidem, p. 105-107.

0 A. Dahlstrém, A.M. Iuga, T. Lennartsson, «Managing biodiversity rich hay meadows in the
EU: a comparison of Swedish and Romanian grasslands», Environmental Conservation, 40, 2, 2013,
p. 194-205.

1 Martor. A Place for Hay. Flexibility and Continuity in Hay-Meadow Management, 21, 2016.
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cultivation were taken from the museum’s deposits and placed between the photos
on display (see photo 5). As in other cases of new exhibitions*, an attempt was
made to follow the same presentation ideas as in the earliest exhibitions. The
conception behind The Hay exhibition has been sustainable development. This
traditional occupation that in Romania as well as in many other Eastern and
Southeastern European countries is still alive, was seen as a model for reviving hay
cultivation in Sweden, from where it disappeared a long time ago.

**k*

At present, the museum’s researchers and curators are closely connected
through their ideas and projects to the museum’s existence. In addition, a subtle
and new image of the ‘Romanian peasant’ is delivered to the public, an image that
is quite different from that of the 1990s, but still much accurate with regard to the
current everyday life in Romanian villages. A multitude of challenging questions
are being raised, such as: Is there still an authentic peasantry with an intense social
life and strong collective identity? Or how are rural areas connected to and
reflecting the wider global and national society, meaning a society globalized and
national at the same time? The answers that the museum’s exhibitions propose to
the public are not as categorical as they were in the 1990s. The emphasis is now
placed not on answers intended to inform and eventually educate the public, but on
the questions themselves.*® And it is my conviction that one of the reasons why the
museum enjoys even today a great success is this provocative and, at the same
time, dubitative way in which it presents the Romanian rural life.

steluserban@yahoo.com

25, Badica and A. Iuga, «Making of an Exhibition: On the Clothesline. Romanian Dowry
(Romanian Peasant Museum & Romanian Cultural Institute, London, September 2009)», Martor, 15,
2010, p. 205-208.

3 See for instance, the 2018 volume of the museum journal. The volume focuses on the
museography of social change (Martor. Curating Change in the Museum, 23, 2018).
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Photo 1. The “Tree of Life” room.

Photo 2. The “Rememoration” room.
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Photo 3. The “Relics” room.

Photo 4. The “Splendor” room.
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Photo 5. The room in the hay exhibition.



THE (AUTO)BIOGRAPHICAL STORIES OF THE BULGARIANS
FROM WESTERN THRACE AND OF THEIR DESCENDANTS —
THINKING OF THE HISTORY AND THE IDENTITY

MARIA MARKOVA
(Institute of Ethnology with Museum, Sofia)

The topic is focused on the age and the generation of the informers and their connections
with the historical events. The reflection of the changes in their lives and identity could be
observed in them realizing that they have experienced dramatic historical events during the
same period of time in their lives. The victimization/ heroization / mythologization of their
ancestors, the pride to be a part of the grand historical events, the connection with the
diaspora, the metropolia, the homeland and the issues which are connected with it — its
understanding, experiencing and perception, are aspects that also have to be analyzed. These
common moments create a part of the group consciousness of the respondents — their shared
remembrance and values, but also show that people from various generations with a similar
historical background develop common remembrance, values and beliefs even though they
remember different historical processes.

Keywords: immigrants, Aegean (Western, Greek) Thrace, identity, relocation, memory.

The biographical direction in the social studies presents good opportunities
for analyzing the relation personality-socium-history. In some particular researches
the archive and terrain materials have been additionally combined — this is a
method with priority for the historical ethnology; the researchers view it as an
advantage' and as anecessity” with primal meaning®.

The need for this method emerged during my work on the topic ‘The migration
of the Aegean Bulgarians in their family stories’ and in connection to my participation
in the project ‘Cultures, remembrance, heritage in the region of the Southern
Bulgarian border’ (2012-2015, financed by FSR, contract K01/0003). The (auto)
biographical stories of the immigrants (my ancestors) from Aegean Thrace became
the basis of my sources and here | have chosen them as a field of research. The
majority of the memories are located in part of the archive documents from Funds

! Cr. Tenues, Tepennomo emnozpagpero uscnedsane. Codusi, 1989, p. 103, 120, 179-180.

2 Cp. Paximmena, “KakBo Hy TpejiTara TEpeHsT AHEC ¥ KAK Ja ONTHMI3HPAHE M3CICABAHETO HA
,HapojHata“ Kynrypa”. B: ITonos, P., 1. Mauxosa (Cbcr.) Cmooicepu Ha napodnama mpaduyus. Bpaua,
2008, p. 28-30.

® M. Benoscka-Cr0KoBa, “PasMucin BbpPXY METOJMTE 3a IPOYYBAHE HA TPAAUIMOHHATA KYJITypa B
ceBpeMeHHocTTa”. B: Emnokyimyponowxu 36opnuxk, xH. IX, 2004, Cepawr, p. 29-34.

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 77-86, Bucarest, 2019
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‘Individual memories’ and ‘Individual funds’ of the Municipal National Archive —
Kardjali. They have been recorded between the 60s and the 90s by different
colleagues-historians and more rarely — by people who were specially employed
for doing the task’. During my work between 2012—2015 | have used around 70
archive units. Additionally, mainly in 2013, | conducted around 20 polystructural
biographical interviews among the descendants of the immigrants. | have further
collected information by observation, collection and analysis of photographical
material — this was a dynamic process of accumulation, which generated different
ideas.

In the exposition | will try to present my informers and will partially
construct their profile through the relation age-generation and the connections
between the story-teller and the historical events — the second relation is among the
central problems in the biographical researches. Some authors implement in it the
notions of generation and age, which they further relate to the modern temporalization
of the social contacts and view them as structural categories such as class, gender
and race (R. Kozlek). Here, | accept the view of A. Luleva that ‘the thing that makes
an age group a generation is the belief of its members that they have experienced
certain historical events in the same period of their lives. This differentiates them
from the generations before and the generations after them’ and that the
generations make their own groups with ‘shared memory®.

I also base the exposition on reflection and self-reflection. Even though | am
a researcher (an outsider) for today’s members of the Thracian community in the
city of Kardjali, | am also an insider — because of my origin which is identical to
theirs and also because | have witnessed some of the processes in the group®. These
facts, my empathy and my interest in this topic revitalized my informers, tore down
their barriers and awakened their memories and their trust. They perceived me as
‘one of us’, ‘our girl” who will tell their true stories and by that will ‘do something
for us’.

I carefully witnessed their emotions, their (self) reflections, evaluations, the
changes in their mood and behavior’. The way my informers treated me made my
contact with them easier; it also facilitated the collection of information straight

* Until the beginning of the 80s the collection is under the initiative of the director from that
time who was actively searching for materials on different topics. Later, in regards to the movement
“The national remembrance tells a story’, the institution starts employing people for the task — this is
how a part of the memories of the immigrants and of my ancestors have been collected.

SA. Jlynesa, ,,Ho Gsixme Mitau Ta He ro yyBCcTBaXMe TOBa TOJIKO3 ‘. TeMaTH3upaHe Ha MJIal0CTTa B
aBrobuorpaduanuTe pazkazu. — B: Kocros, A., [Tapymesa, /1., P. IIpeuuieHoBa (Coer.) 4 nacmvnu epeme
3a npomsna. Obpazosanue u ev3numanue 6 Bvneapus XIX-XX 6, Sofia, 2008, p. 186-203.

® When talking about the choice of type, areal and the manner of conduction TEI, St. Genchev
says that: ‘it is even better if the first choice’ of the researcher ‘falls onto a settlement which he knows
and where he is known. As a consequence he receives not only an ease when constructing the
questionnaires but also contacts with story-tellers that are known beforehand whose help and
partnership is expected’(Ct. Tenues, Tepennomo emnozcpagcko uscnedsane. Sofia, 1989, p. 103).

" This is why | will acknowledge the need for self-reflection which can identify the context of
the communicative situation and the role of the scientist for creating the empiric material.
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from their live memory and the reality which I saw and knew. All of this made me
come to the conclusion that the topic of the research is present in the lives and
thoughts of several generations.

THE INFORMERS

Choosing the informers as ‘people with knowledge of the culture’ of the
group (according to the definition of St. Genchev®) is a principle that the historians
use when collecting memories — | used it while conducting the terrain interviews.

My respondents belong to different generations. A part of the archive stories
have been recorded from people who have personally lived these events (1913, the
20s and the 40s) and another part are memories from the childhood of their
descendants. The present informers are mainly the grandchildren and/or the
children of the immigrants® who came to Bulgaria at the end of the 20s, but can be
first generation immigrants from Greece from 1944-1945 as well. For the
contemporaries the events until the end of the 20s are a part of the lives of their
ancestors but the processes from the 40s onwards are part of their own memory.

During my research | came across some key informers™® — well-known
people in the community with knowledge of the events that they lived through or
heard of when they were children. | worked with some of them for a longer period
of time and analyzed their information from different points of view. Sometimes
their data was not corresponding to the official historical data and in other
instances it added important and unique details to it.

Main informers, for example, are two men with recollections that had been
archived a long time ago — the stories are regarding the time when they were 18
and 13 years old respectively when they experienced the events of the late summer
of 1913. The first respondent is from the village Sachanli. By using earlier events,
he explains the violent behavior of the Turkish towards the Bulgarians. ‘In 1912 |
was a shepherd in the village of Kardjali and saw how the Bulgarians from

8 The scientist needs to choose his informers while bearing in mind special criteria. They have
to be ‘people with knowledge of the culture’ ‘in the limits of every group’— this is a basic quality
criteria in every choice of informers (Ct. I'enues, Tepennomo emnozpaghcko uscnedsane, p. 124).

® St. Genchev marks that ‘the ethnographer will have to choose informers from all of the groups and
to make sure that in every one of them there are informers of different ages. Fulfilling this requirement will
allow him to realize the diachronical aspect of TEI’. The informers have to be in groups with age difference
8-10 years and every group has to have at least 3 people (Cr. I'enue, Tepennomo emmocpaghcko
uzcneosane, p. 123, 125). In order to complete the picture of the research | tried talking to younger people
as well but in the majority of the cases they showed uncertainty and asked for the knowledge of their
parents.

10« Among the informers are the individuals who the ethnographer chooses as main informers, as a
kind of experts who he uses for evaluating the information received from others’ (Ct. I'enues, Tepennomo
emnozpagcxo uscneosane, p. 59).
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Kaladjidere, Yasuk and Evrenkyoi did unspeakable things — they attacked the
Turkish families, took the valuables from their homes, they violated their naked
women and killed 16 people in one evening, most of who were young ones. In 1913
when the Bulgarian authorities left the Aegean, the bashibozuks came and with
them the Turkish population rose and they did a terrible revenge towards the locals
[...] Later, when the Greeks came, the Bulgarians who ran off to Bulgaria formed
alliances and attacked the Greek barracks, killed the policemen, infuriated the
Greek authorities towards the Bulgarians and they became the reason why a lot of
Bulgarians were exiled at the islands and why the Bulgarian population was forced
to run away in Bulgaria, naked and barefoot ..." (OJJA-Kbpmxanu, ¢. JIC, a.e. Ne
552, p. 3).

The second informer, from the village Golyam Dervent, Sofliya, describes
how a lot of abandoned children were saved from the forests near the village
Chernichino. ‘It became dark outside and my mother and I hid in a bush. In the
morning there were Turkish everywhere /.../ In the mountains there were a lot of
young children, abandoned by their mothers, and lots of wounded people /...] My
mother got up and went around the forest — she found berries for food. We found a
couple of children crying in the forest. /...] There were twelve children. They
started crying — some of hunger, some for their mothers. Some of them were really
young — they could not say anything. My mother found a carpet that belonged to a
person who had been killed and took it so that she could cover us with it’. The
Turkish commander saved the woman and the children and allocated them in an
abandoned house in today’s village Malko Popsko — he also sent there other
children he found. After the Bulgarian troops took the village, the Bulgarians ook
all of the children, put them in baskets, which they put on top of the horses and
brought them to Harmanli’ (OJA-Kspmkanu, ¢. JIC, a. e. Ne 216, p. 4-7).

The terrain interviews also brought out main respondents. One of them is a
man born in 1930 in the city of Xanthi. A friend of his called him ‘walking
history’. He presented really valuable information about his birthplace during the
30s and the mid-40s, the relationships between Greeks, Bulgarians, Turkish, about
the problem of identity (national and religious), the years under Bulgarian rule, the
perception of the newly come Bulgarians, the events surrounding 9" September
1944, the arrival in Bulgaria and their life here as immigrants. For years he has
been collecting photos and documents, he has been making descriptions of his
family, drawing family trees and is constantly updating the map of his birthplace.
He manifests a nostalgia towards Xanthi and a desire to often return to Greece. He
is very emotional when talking about his birthplace including speaking of the time
when he visited it for the first time since he left —in 1989.

A contemporary example is a woman born in Kardjali in 1935. In 1978
during a trip to Greece for about a week she was looking for her aunt who her
family had been searching for about 50 years. The restored relationships with her
family have been well maintained up until today. The informer is very interested in
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the topic of the Thracians and she openly speaks about her connection to Captain
Petko voyvoda. She has sorted out the relatives that she found in Bulgaria, Greece,
USA and Australia (‘7 have arranged 300 years of my lineage. I have nine
generations’) in two huge family trees which are about 4 metres long. The
informers copies and further completes them with small maps and after that she
sends them to her eldest relatives so that they could give them to their children and
grandchildren. When | met her she maintained a constant connection to her
relatives and had already organized two family reunions consisting of 5070 people.

All of the respondents are equally connected to the factor of age. The people
whose memories have been archived and which tell about their own experiences™
were children or young adults during these events. The middle age of every one of
these generations is between 12-13 (lower limit) and 20-28 years (upper limit).

The same correlation can be observed in the contemporary respondents — they
have heard and memorized the stories of their parents and relatives until they
reached the age of 20-25. The period from 1941 to 1944 is linked to their youth
when the final big migration of the immigrants from their birthplaces in Aegean
Thrace to Bulgaria occurred.

The age is constant factor with all of the informers even though they are from
different generations®. The informers always connect their age to the historical
context of their stories because their youth coincided with events that left a big
mark on their lives and consciousness, which people have been thinking about and
rationalizing through their own belief system for years. Here the position that A.
Luleva takes is confirmed — in the autobiographical stories the accent is on the
formative years, including when they coincide with turbulent times. In this instance
they are ‘told about within context and they are spoken about a lot’. ‘The case
when the period of youth within the personal life coincides with a period of big
political and social changes is of a great interest. According to sociologists and
social psychologists, the power of the historical events to form in this instance is
greater as they are perceived as particularly important during the latter life since
they are associated with the formation of the personal identity and the perception
of the social reality outside of oneself’. A. Luleva marks that the story-tellers of
biographies always have the consciousness that they have witnessed an age which
has drastically changed the life course of most of them®®. This relativity is heavily
present in the materials that are explored here. In the archived memories this is the

11 Actually these memories consist the main part of the archival materials regarding the migration of
the Aegean Bulgarians until the end of the 20s.

12 This way the reasoning of St. Genchev of the link between the good preservation of knowledge in
the memory of a person during his formative years is confirmed: ‘a fact that has been well documented in
the research practice is that a person keeps a vivid memory of the events that he witnessed after the age of
10. If he has a good memory he can reproduce them fairly well’ (Cr. I'enueB, TepeHHOTO eTHOrpadcko
mcnensane. Sofia, 1989, p. 123-125).

3 A. Jynesa, ,,Ho GsiXMe MIIajiii Ta HE IO 4yBCTBAXME TOBA TOJIK03*, TeMaTH3MpaHe Ha MIA0CTTa
B aBTOOMOrpadmunnTe pazkasu. — B: Kocros, A., ITapymesa, [I., P. Ilpenutenoa (Coet.) M nacmwnu
epeme 3a npomsana. Oopazosanue u svsnumanue 6 bvreapus XIX-XX 6. Sofia, 2008, p. 183-203.
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time of the life in the motherland, of the arrival at the places of imprisonment or
establishment. In the terrain interviews these are the times of the capitalism, the
socialism and the contemporary times. Common parts of all of the narratives are
the retrospections, the rethinking in adult age of the years of youth, the comparison
of the life of today, including to the lives of the young people.

The information also contains the gender perspective through the variations
of the stories of the males and females™. The males emphasize the external and the
bigger manifestations of a certain fact while the females tend to pay more attention
to the details, the internal structure of the event and they often are based on the
social structures and relations. The two genders perceive one event in a different
way — the women have been victims who also had to take care of their families
while the men also had to participate in the military actions as soldiers.

All of the materials also demonstrate the connection historical events —
personal/ family history of the informer. The historical context of the processes
that have occurred during their lives is of a particular interest. The fact that you are
‘chosen’ to tell your story — in written form or in an interview — is accepted as a
compliment and is evaluated highly. During the course of the story the big interest
in the topic, the tragic faith of the group and the obligation to convey the memories
to ‘the generations to come’ is acknowledged. The respondents always say that
they have ‘lived through much’, that ‘we, the Thracians (the ones from Chadarli,
Sachanli and others toponymal self-titles) have suffered a lot” but also that ‘we
remember a lot of things’, that they have listened to their story more than once and
they know it well. They always point out their duty to hand over their memories of
the events to their children and to the ‘next generations’. The contemporary
respondents mix their big interest in the topic with their knowledge of the past of
the city of Kardjali. They tried to tell me about it with the words of their ancestors
but their interpretation was undeniable — they tried to explain to me in a logical
way things that they emphasized on their own or that they thought were important
and were not clarified.

The mutual connection between the historical events and the personal /
family history forms clear and differentiated (gender-, age-, social-, ethnical and
religious wise) pictures of the exact local communities. The informers methodically list
their relatives and their neighbours, describe their birthplaces in a geographical and
a topographical sense, and give a lot of information about the dynamic within the
community (movement of individuals, exchange, weddings, etc.) and the settlement
structures. They also inform on the social mechanisms that create certain problems
and/or facilitate the functions of a certain group within the diaspora, the metropolia

14 For another point of view of the gender perspective in the autobiographical stories — A. Jlynesa,
»HO OsxMe Mimagm Ta He ro 4dyBcTBaxMe ToBa Tonko3“. Temarmsupane Ha MIagocTra B
aBrobuorpaduanuTe pazkazu. — B: Kocros, A., [Tapymesa, /1., P. IIpeuuieHosa (Cber.) 4 nacmvnu epeme
3a npomsna. Obpazosanue u ev3numanue 6 bvneapus XIX-XX 6. Sofia, 2008, p. 183-203.
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or in times of its relocation™. The influence of the politics (both state and religious),
the local economic development, the types of livelihood, the dynamics of life of the
population is also widely spoken about. The respondents are very interested in the
reflection of these factors on their individual and family history and perceive them
as the mechanisms that influence different stages of people’s lives.

The historical context in the materials is always clear — a certain event or a
process is linked to/related to an important moment of the individual/ family
history of the informer — it could be the birth, an exact year/event of his life or of
the life of his family, etc.

THE CONTENT

There are a few common topics in the archive memories and the terrain
interviews which have a defining meaning for the identity of the respondents,
including their biographical one.

The family origin has a big meaning. The informers explain their own
individual success through the functions of the patriarchal traditions that have been
kept, the system of family cooperation and solidarity (at least until the second —
third quarter of 20™ century), as well as through the individual qualities of their
ancestors.

All of the (auto) biographical stories of the respondents are filled with great
emotions and pride of their background. They perceive their ancestors as important
and significant people, describe them as good, just, honorable, hard-working,
loving and sensitive. Without a doubt they point out their eventual encounters with
important people and participations in important and dramatic events. The informers
emphasize the extraordinary personas with direct speech in a lively and expressive
manner. In their memories they are often idealized, their history is presented as a
story from times passed and the life in their birthplaces — as happy, carefree and
heavenly. This trend remains throughout all of the descriptions of the settlement
and the explanations of the possibilities that were offered by the land. The
relationships with the local Greeks and Turkish (linked to the so-called ‘low
culture’) are described as conflict-free.

The memories regarding the historical events are a main part of the stories.
They are a turning point for the ones that have experienced it, a dramatic instance
that turned the lives of whole generations upside down. The historical context, the
topics regarding the ethnical relations in the diaspora and the metropolia, the
separated families, the dream of coming back, the individual and the collective
memory are almost always present in the biographical identities of the informers.

5 Compare to the reverse processes which the scientists encounter during the study of ‘the
traditional popular culture’ in A. Kacaboga, “Temu u meroau B erHosorusita. (CaMO)KpHTHYCH MOTIICH .
Bwneapcka emnonoeus, xu. 1, 2013, p. 16-17.
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The relocations of people are told about in chapters. The archived materials
put an accent on the escape of 1913 — it is extremely detailed, sometimes in days
and hours, with a lot of data surrounding the victimization and the preserved
traumatic memory. There have also been added stories about the Balkan war, the
arrival of the Bulgarians, the return of Aegean Thrace to Turkey and the return of
the immigrants in the area during the autumn of 1913.

A large portion of the archived memories regarding the 20s contain information
about handing the area over to Greece, the repressions and the confinement that
were experienced; leaving for Bulgaria, settling in Kardjali and the life there the
relationships in the city during a vast period and the impossibility for the immigrants to
return.

Some topics are not heavily discussed in the archived materials. The information
about the period 1913-1919, when the area was a part of the Bulgarian Kingdom,
is more isolated. The same occurs with the male memories of the participation in
the Bulgarian army during World War 1. There is also not much comment, often at the
end of the story, about the topic of settling and the life in the national motherland —
probably because it is not a priority for the informers whose interests and dreams
are linked to their birthplaces in Aegean Thrace.

In the archived materials there is almost a complete lack of data regarding the
processes between 1941-1944, for reasons that are unknown. The information is
scarce and is present only at the end of some of the stories about 1913 (the 20s) —
there are often just a few sentences and is of the sort: ‘we went to Thrace in ..., we
lived in ... and we came back to Bulgaria/Kardjali in ...<**. The memories of
people who came to Bulgaria during the 40s as infants and who are part of the first
generation born here have not been archived.

Some terrain interviews tell about the events in Aegean Thrace following 9"
September 1944. The respondents comprehend the processes as the main reason
that made the Bulgarians leave the area again.

The (auto) biographical stories also tell about the ethnic relationships in the
settlements of the diaspora and the metropolia, the gender relationships and the
separated families. The contemporaries have a great interest in the birthplace of
their ancestors which they know of from stories and personal visits. They are eager
to describe these trips and they connect them to the nostalgia and the
unaccomplished dream of their parents to return but also to their self-identity.

The theme of identity is also constantly present —in the information about
ethnical, regional and religious self-awareness; in the strong and time-persistent
attachment to the birthplace, accentuating being Bulgarian and in the collective
solidarity. Different records show how the processes of national consolidation in
the diaspora which were carried out by the respective countries were the genesis
which later developed the national self-awareness of the informers and/or of their
ancestors.

16 Sometimes these records end with gratitude to the communist power which “fed us and gave us
shelter’.
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A common topic is the one of the individual and the collective memory.
The necessity for the descendants to remember ‘the heroism’ and ‘the suffering’ of
the ancestors is acknowledged. Expressions that are typical are ‘I wrote this so that
it could remain for my descendants’, ‘so that they would not forget’, and ‘so that
they would know’. Different testimonies regarding the past times are often
searched for, ancestral, familial and individual stories are created, as well as family
trees, maps, etc.

The finale of the archived stories is very emotional and corresponds to the
nostalgia for the birthplaces, the faith of the immigrants, the separated families and
the identities of the story-tellers. The emotional references are bilateral. The
employees at the archives have collected the memories by accenting on the correct
thing in a precise way, often presenting the event in a very cut and dry manner,
while the individual experiences remained in the background. The employees
probably omitted those so that they could go along the official methodological
course —structuring the historical processes and guaranteeing the objectivity of the
written historical source at hand. At the end of 20" century they completely
changed the way of recording — they strive to convey the information in a literal
sense but sometimes again overlook the emotional information.

Until the 80s only a few recorders of memories conveyed the emotions.
Usually these are people for who these moments are also part of their individual
memory and that way they are preserved in the materials. Such example is Mara
Mihailova. The emotion of the story-teller is also present in the archive units that
were recorded by the informers themselves, their children and grandchildren. Here
the emotions are very strong, the sentences are sometimes broken apart, the text is
smudged (probably because of tears), the expression is emotional and reliving the
memory is apparent. The feelings of these respondents are most likely an
inseparable part of their memory of the events that were experienced.

Knowing the way recording memories worked, | consciously looked for the
emotional references in the terrain interviews because they represent the ways of
accepting and/or denying in the relationships. | have to say that the emotions of the
respondents surged quickly and almost without prompt, especially when the story-
teller was a woman. The men were very fixed on conveying the events accurately
and in a detailed way but in the majority of the cases this meant being more
laconic. In some of the cases they needed time so that they could warm up, let their
emotions go and show their true attitude towards the topic.

The (auto)biographical stories in the archived memories and the terrain
interviews which are the source of the topic ‘The migration of the Aegean
Bulgarians in their family stories’ are most often constructed on the relation age-
generation of the informers and the connection between them and the historic
events. The informers for different periods belong to different generations but all of
them realize that they have lived through certain historical events with a crucial
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meaning during the same period of their lives. They present their ancestors in a
heroic and mythological way, demonstrate the pride of their suffering and experiencing
big historical events, explain in a detailed manner how the changes reflected on
their lives and identities. The respondents are connected to the diaspora as well as to
the metropolia — this connection for them is inseparable from the motherland and to
the issue of its understanding, living and perception. These common moments in
the memories and the beliefs show that people who belong to different generations
but who have lived through similar in meaning historical events, which have
predetermined their similar fates, develop common recollections, system for evaluation
and beliefs, independently from that they remember different historical processes.

These common moments create a part of their consciousness of community —
the respondents think of themselves as ‘we’ in a sense of a group with shared
memory and system for evaluation. This way they (self) define and (self) distinct
from the previous and the next generations and create part of their ‘memory of the
group’. It is a premise for the ‘look from underneath’ of the participants in the
events and the processes, it synthesizes the role and the attitude of the subject
towards what was lived and told. Working with such types of stories, the explorer
directly oversees the interactions between the individuals and receives access to
facts that are socially important to them.
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The population transfers and exchanges between the states from the Balkan Peninsula and
Anatolia, in the first half of the 20 century, generated new identities. Even though, in order
to analyze them, it is invariably done under the sign of ethnicity, the groups which they
belong to are more accurately named not ethnic groups, but population categories within the
nation they are a part of. Origin represents a central marker of these identities. Culturally
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Macedonia. It is worth mentioning that such an identity phenomenon represents a wide and
fertile area of anthropologic research in the regions mentioned.
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INTRODUCTION IN THE KEY
OF CULTURAL ANTHROPOLOGY

A great part of the Balkan Peninsula, as well as Anatolia, were witnesses of
intense transfers and exchange of populations between the states in these areas in
the first half of the 20" century. The peace Treaty of Neuilly-sur-Seine (1919), the
Convention and Treaty of Lausanne (1923), the Treaty of Craiova (1940) and other
political agreements were the foundation of these events. It was believed that the
ethnic uniformity of the nations® which resulted in the aftermath of World War I in
this part of the world would have as an effect the dissolution of the conflict
potential on ethnic grounds®. The ethnic criterion for population exchange received
a religious aspect in the exchange between Greece and Turkey. Thus, the Turkish

! Nations which were built according to what Anthony D. Smith refers to as “ethnic model” (The
Ethnic Origins of Nations, Oxford and New York, 1987, p. 144-149).

2 Something which succeeded, having as comparative markers the similar conflicts in the Western half
of the Balkan Peninsula — less affected by the population exchange we are referring to — which happened after
the fall of Communism.

Rev. Etudes Sud-Est Europ., LVII, 1-4, p. 87-103, Bucarest, 2019
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Orthodox population would be moved to Greece, and the Greek Muslim population
would be moved to Turkey. It is not the causes of these exchanges, nor their
criteria that I intend to deal with in this text. These represent the object of historic
research. The following study deals with the appearances of the identity phenomenon
generated by the processes mentioned before, on the coordinates of cultural
anthropology, applied to the two Greek populations, the Pontic and the Minor-
Asian.

Both socio-humanistic sciences, history and (socio)cultural anthropology,
with a dialogue from evolutionist times and with influences of anthropology on the
history in the second half of the last century® which seemed to mark their definitive
connection, remain sciences with subjects, methods and cognitive intentions which
are different. While history is usually preoccupied with the events of the past, cultural
anthropology deals with the present, directly observed by the ethnographer?,
namely the anthropologist in his first role. And, if anthropology is “the comparative
study of common sense”, this mainly refers to the social actors who bear — more
often than not in a passive manner — history, than to those who behave as active
agents of history. This study on an identity theme, having anthropological features,
deals with present populations who were forced to bear, willingly or not, the effects
of political decisions. Point in fact, the reference is to political decisions which
were made a century ago. We are not sure to what extent these decisions, which
sought for certain effects, anticipated a series of collateral consequences. In this
case, they generated new identities in the places where the populations were moved to.
However, by directly referring to the past, which is kept alive by countless symbols
and identity markers, this anthropologic study also has a historical dimension.

The demographic status of the before mentioned populations, as well as the
one belonging to other populations with a similar past, is that of “population
categories”. This term was used with the same meaning by Geodrgios V. Agelopoulos,
but in the context of an intra-community analysis.® We are talking about “exclusive
and imperative status categories”’, which are associated with a large number of their
own cultural traits, without it being the case to refer to separate and independent

% A. Macfarlane, «Anthropology and History», in J. Cannon, W. Doyle and J.P. Greene (eds), The
Blackwell Dictionary of Historians, New York, 1988.

* E. Leach, 1989, «Tribal Ethnography: past, present, futurey, in E. Tonkin, M. McDonald and
M. Chapman (eds), History and Ethnicity, London and New York, 1989, p. 34-47.

> M. Herzfeld, 2001, Anthropology. Theoretical Practice in Culture and Society, Malden (USA) and
Oxford, 2001, p. 14.

STB. Ayyeromovhog, «Topfhie oviodhoyéc o€ TOMTIGIKG MEITES OypoTikES KOWOTITES TG
Maoxedoviag. H onpacio Toug yoo opiopd ko ™ Sdkpion tov mAnbucpokav katnyopiovy, in B.K.
Touvapng, 1. A. MyomAidng and T'.B. Ayyehdmoviog (eds), Tavtotnres oty Mowedovio, 1997, p. 103-122
[G. V. Agelopoulos, “Changes in the marriage models in culturally mixed agrarian communities from
Macedonia”, in V.K. Gounaris, I.D. Mihailidis and G.V. Agelopoulos (eds), Macedonian Identities].

"F. Barth, «Introduction», in F. Barth (ed), Ethnic Groups and Boundaries. The Social
Organization of Culture Difference, Bergen — Oslo and London, 1969, p. 9-38. “Exclusive” and
“imperative” are adjectives for “status”.
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ethnic groups. As far as ethnicity is concerned — by association with the dialects of
a language® — these categories are in a dialectal relation with the largest ethnic
group. Sometimes, as is the case of the Pontic category, the comparison with
linguistics is not only metaphoric, because this category has its own dialect.
Neither emic nor etic are they considered separate ethnic groups, by having, for
example, a minority status. Every Pontian or Minor-Asian consider itself without
restraint Greek, just as every Meglen-Vlach in Romania consider itself Romanian®.
However, in order to conceptualize somehow the political status of such population
categories, Christian Promitzer®® uses the term of “hidden minorities”. When the
“hidden minority” builds its identity by continuously referring to a “homeland”™* it
starts to resemble a diaspora community (in accordance with the features of such a
community which were put forward by Robin Cohen™?).

To sum up, we are talking about large population categories which are
considered (by others but by themselves as well) to be separate from other similar
categories or from an alleged main ethnic groups, without, however, being socially
equivalent to ethnic groups. As far as their identity is concerned, they are under the
sign of ethnicity, but a concept of ethnicity which is structured into degrees of
ethnicity and which takes into consideration phenomena of pre- or proto-ethnicity**.
There is no way of knowing whether or not the identity of the population categories
we are concerned with will evolve towards a mature ethnicity, nor does it make the
subject of the present study. Probably not, since the studies from the last half of the
century emphasizes intense interethnic mix-ups in the Balkan region**** a phenomenon
compatible in the end with an “ethnicity without groups™'®*’. We are not talking

8 Irrespective of the fact that we are referring to the relation between dialects and the mother-tongue or
the relations between dialects.

® What is interesting is that the same thing does not occur with the Meglen-Vlachs who stayed in
Greece. The term “Meglen-Vlach”, even though it is not used by either of the populations, | introduced it as an
intermediary term which would probably be accepted by both populations.

10K, Promicer [Promitzer], «(Ne-)vidljivost skrivenih manjina na Balkanu. Neka teorijska zapaZanja»,
in B. Sikimi¢ (ed), Skrivene manjine na Balkanu, Beograd, 2004, p. 11-24.

11 By “place of origin” we are referring to the place/region where the ancestors of the population
categories we are talking about were before the transfer.

12 R. Cohen, Global Diaspora. An Introduction (Second edition), London and New York, 2008, p. 6.

3'S. Stefanuci, «Ascendenta etnici sub lupa analizei genetice. Sfarsitul etnicititii?», in press in
Antropologie si genetica (collection «Zilele Rainer»), Bucharest, 2019.

1% For example, T.B. Ayyerdmovrog, «CapfiMes avTalloyés o€ TOMTIGUIKG, UEIKTEG (yPOTUCES
kowotteg g Maxedoviogy, p. 107; M. Constantin, «A cross-cultural review of interethnic marriage
among ethnic groups in Romania and in Bulgariay, Etudes Balkaniques, Sofia, L (4), 2014, p. 98-114.

15 Although, according to Barth («Introduction», p. 24) the inter-ethnic mixes by marriage do not seem
to represent a sufficient requirement for the identity change.

16 R. Brubaker, «Ethnicity without groups», Archives européennes de sociologie, XLII, 2, 2002,
p. 163-189.

17 Probably, one of the forms which an “end of ethnicity, as we know it today” may take (T. H.
Eriksen, Ethnicity and Nationalism. Anthropological Perspectives, London and New York, 2010
[1994], p. 217, the Norwegian author also referring to interethnic marriages when speaking about a
possible end of ethnicity).
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about a group ethnicity, but an ethnicity activated by “grouping”'®. For example, a
person of mixed ancestry, both Pontic and Minor-Asian, can join and declare
adhesion to one of the two categories as context, preferences or interest requires.

A THEORY OF IDENTITY FOR THE BALKAN POPULATION CATEGORIES
WITH A HISTORY OF POPULATION EXCHANGE
AND TRANSFER

The identity theory | will make a brief presentation®® of in this paragraph is
not one born from hypotheses based on other theories. It has more of a grounded
theory®® aspect, as it is an inductive process where the theory is formed and
modified together with the collected data. The methodology behind it is, mainly,
participant observation, with an initial field period in northern Greece (Kilkis and
Pélla regional units) marked by the “immersion”?* approach of seven and a half
months, between the years 2011 and 2012. The initial period was followed by
countless other shorter periods spent in the field, from a few days to a month and a
half, in Greece, as well as in Romania and even Turkey, on a trip with Pontic
Greek people to see the places their ancestors three or four generations ago were
forced to leave. In the initial field period — conceived purely in a formative manner,
in order to be confronted with and to undertake the challenges of being in the field
for a long time — my attention was drawn by the recurrence with which, in different
forms, the people who belonged to different categories marked by a history of
population exchange were identifying themselves with the place their ancestors
were forced to leave®. The relatives who stayed behind are added to the place of
origin, even if we are talking about a sublimate kinship, a kind of “yapévo pag
adépera” (“our lost brothers”), the way the Pontians who were converted to Islam
and who stayed in Turkey are referred to by the ones in Greece. The identity which
is connected to a place of origin has the features of a “cultural theme”®,
representing a principle of existential organization. But the importance of origin as
a central ethnicity element is not the same for all the population categories studied.
Thus, for the section of the research conducted by 2015, a hypothesis emerged with
the variable of origin as a central marker in the identity of the population

18 |bidem, p. 167-168.

19 \We are going to dedicate a special paper to this theory

2 BG. Glaser and A.L. Strauss, The Discovery of Grounded Theory: Strategies for Qualitative
Research, New York, 1967.

2L .. Spradley, Participant observation, Belmont (USA), 1980, p. 145.

22 1t can be said that the interest for such population categories and their identity was born from mere
wonder, which is often the initial stimulus in anthropologic research (V. Mihdilescu, Antropologie. Cinci
introduceri, Tasi, 2007, p. 91).

ZM.E. Opler, 1945, «Themes as dynamic forces in culture», American Journal of Sociology, 53, 1945,
p. 198-206.
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categories we are studying according to: a) the number of relatives left behind; b)
the distance to the place where the uprooting occurred, and c) the trauma caused
by the uprooting.?* For example, one of the extremes is represented by the Pontic
population category with a high identity relevance of the origin, with the highest
per cent of variables “b” and “c”, but also of “a”, by taking into account a
sublimate kinship. The other extreme is represented by the Arvanites in the village
of Tycherd, in the Evros regional unit, in Greece, situated on the border with
Turkey. They registered a low relevance of origin identity, with a low percentage
of variables “b” and “c”, and a zero value of the “a” variable.

Verifying the hypothesis between the years 2015 and 2018, by increasing the
number of population categories, led not only to confirming it, but also to the
possibility of adding a new variable, namely welfare in the place of origin.
However, | did not notice a direct connection between the identity importance of
origin and the level of welfare in that place. A high level of welfare in the place of
origin, as opposed to a low level at the destination in the time of the transfer, is
meant to add to the trauma of uprooting. However, a low level of welfare in the
place of origin does not significantly diminish the trauma, irrespective of the level
of welfare found/achieved at the destination. Welfare seems to directly influence
the speed of taking roots (the way it happened with the Meglen-Vlachs and
Aromanian populations who migrated from Greece to the Romanian Cadrilater in
1926), but it does not affect uprooting.

IDENTITY SYMBOLS AND MARKERS OF ORIGIN FOR TWO GREEK
POPULATION CATEGORIES

From a cultural point of view, the appearances of the identity phenomenon
connected to a place of origin are noticeable in countless identity symbols and
markers. Their main sense is of identity anchorage, but also mnemonic-technical,
of preserving the memory of places and events which thus acquire the aura of
founding myths. Their presence is the more frequent the better consolidated this
identity is, the relationship being one of double implication. Therefore, we are
expecting to see a higher frequency of it as far as the Pontic category are
concerned, given as an example for which the origin has the highest identity
relevance, but also in the case of the Minor-Asian category, which is in the vicinity
of the Pontic one in a hypothetical hierarchy based on the theory mentioned in the
previous paragraph. The very names preserve the memory of the regions the
ancestors came from: Pontus, south of the Black Sea reaching to the base of the
Caucasus Mountains, with the town of Trapezoinda (today Trabzon) as the

24 S, Stefanuca, «Migratie si etnicitate in Balcani. Cazul citorva categorii populationale din Grecia si
Roménia (raport de cercetare)», Anuarul Muzeului Judefean de Istorie si Arheologie Prahova, NeW Series, nr.
VI1I, Briila, 2016, p. 93-106.
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symbolic capital city, Asia Minor, respectively, in the east of The Aegean Sea, with
Smirni (today Izmir) as the equivalent of Trapezounda. I shall continue by
mentioning a few categories of symbols and markers belonging to the before
mentioned population categories.

A first category of markers is the oikonymics one. Someone who travels
through the northern part of continental Greece — the regions of Macedonia and
Thrace — cannot but feel the wander caused by the high frequency of settlement
names preceded by the adjective “véolvéa’, “new” (for example, Néa Pdda, “New
Wheel”, in the Halkidiki regional unit), or which have it as a prefix (for example,
Neoyopt, “New Village”, in the Sérres regional unit). The inhabitants of these
places are, in their majority, “mpocuyes”, “refugees” who came, mainly, from
Pontus and Asia Minor. The term “refugees” was used to refer to all new-comers,
irrespective of the manner in which they arrived, nearly a century ago, and it is still
used to describe their descendants today. There are even settlements named “Nea
Trapezounda”, in the Pieria regional unit, in the Grevena regional unit, or a suburb
of Athens named ‘“Nea Smirni”. The “refugees”, by using these names, founded
again the places they were forced to leave. Placed one near the other, it is created
not only the image of the uprooting and the re-founding of a certain settlement, but
of the entire Pontus or Asia Minor. By doing this, the connections with the old
regions are not severed, but, on the contrary, are made stronger. Thus, the names of
the localities have a mnemonic-technical function, representing one of the
guarantees of keeping these connections active. Taking root on Greek soil does not
have as an effect uprooting from Pontus or Asia Minor earth, not even when the
very bones of the ancestors are transplanted”, bones representing an inevitable
proof of the millennial rooting of the Greek element in the Pontic soil.

Another category of identity markers and symbols is the spiritual one. This
time it is not about re-building a settlement, but re-building monasteries, with icons
and holy relics brought from Pontus. All through the centuries, there were three
monasteries which played the part of “Jerusalem” for Pontus. They are located in
the Magka Valley (,,Matsotka”, in Greek) a valley which crosses the Pontic
Mountains south of Trapezunda: Panaghia Soumela, Saint George Peristeredta (the
“pigeon”) and Saint John Vazelonos. The first one, Panaghia Soumela, was restored
and it is now a touristic and pilgrimage attraction for Christians and Muslims,
especially on August 15", when the Assumption is celebrated. This monastery was
rebuilt in Greece in 1951, in the foothills of Vérmio Mountains, Imathia regional
unit.”® The second one, Saint George Peristereota, was rebuilt in 1960 in the
Rodohori village, Naousa regional unit,?’ and the third one, Saint John Vazelonos is

5 3. Stefanucs, «Ascendenta etnicd sub lupa analizei genetice. Sfarsitul etnicittii?».

%7, Kovtoywawvidng, «H Movn Iavayiog Zovpehd oto Béppuo kou 1 iotopio me», Pontosnews, 2015
[T. Kondoiannidis, «The Panaghia Soumela Monastery in Vemio and its history», Pontosnews]
(http:/Avww.pontos-news.gr/article/139093/i-moni-panagias-soymela-sto-vermio-kai-i-istoria-tis, accessed on
January 4th 2019).

2 MB. TawvaxoBtrov., Podoydpt. «Eva ddxpv tov ITovrovy, p. 30-32 [M.V. lannakovitou,
Rodohori. «A tear of Pontus»].


http://www.pontos-news.gr/article/139093/i-moni-panagias-soymela-sto-vermio-kai-i-istoria-tis
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being finished in the village of Aghios Dimitrios, Kozani regional unit®®. The
importance of their symbolic identity is augmented by the presence of icons, holy
relics or worship objects brought from Pontus, in different ways. Out of all of
them, the icon of Virgin Mary the Athiniotissa has the highest symbolic value and
the most obvious identity connotations. It was painted, according to tradition, by
Luke the Evangelist and brought through a miracle from Athens to the Panaghia
Soumela Monastery in Pontus, then kept from 1931 for more than 60 years in The
Byzantine and Christian Museum in Athens, so that it finally was brought to the
monastery in the foothills of the Vermio Mountains. Before the new Panaghia
Soumela Monastery was built, because they did not possess the icon which was
turned from a worship object into a museum exhibit, the Pontians were “orphans”,
as an old woman in Kalamaria said. This metaphor was taken on for its emotional
impact in Pontosnews?. Of course, August 15" represents a great day of pilgrimage
for the Pontians, who go to the Panaghia Soumela Monastery in Vermio.

Sports markers and symbols represent a third category. To be more exact, the
reference is made to the sports clubs. In order to present them, | shall put forth a
fragment from an interview with Haralambos Volovotsis from Tychero, Evros
regional unit, one of the key-informants from the Hellenic field time (August, 2018):

PAOK is a Thessaloniki team. The initials stand for “Pan-Thessalonian
Athletic Club of Constantinopolitans” (ITavBeccolovikiog AOAnTnKOg Opihog
Kovotavtivonoltmv). It was founded by refugees who came from Constantinople
in 1926. There was a team in the City, in Constantinople I mean (...) named Ermis.
They wanted to found a team here [in Thessaloniki], but they did not want to name
it Ermis, the way it was called back there, in the City, in the Besiktas district, in
Pera (...) the Pera-Besiktas region; they wanted to give it another name. At first,
they wanted to name it Constantinopolitans’ Sports Club. But a few of the people
who wanted to found this team went down to Athens because they did not find
fertile soil. (...) These ones (...) created AEK®, “Athletic Union of Constantinople”
(ABMTikn ‘Evoon Kovotovtivorodtdv). AEK belongs today to Athens, as we all
know. The people who stayed in Thessaloniki created PAOK and named it “Pan-
Thessalonian Athletic Club of Constantinopolitans”, because they were all refugees
from Constantinople.

We are not talking only about founding some sports clubs. As the Greek
interviewee continues. ..

In Thessaloniki, there were, at that time, the Aris team and the Iraklis team.
Aris was the city’s elite team (...) PAOK and Aris came often into conflict. They

2 (Ayoc Todwng Boleghévoon, Pontosnews, 2014 [«Saint John Vazelonos», Pontosnews]
(http://mww.pontos-news.gr/pontic-article/100257/agios-ioannis-vazelonos, accessed on January 5th 2019).

2T, Kovrtoytavvidng, «H Moévn Iavayiog Zovpehd oto Béppuo kot 1 iotopio Tey.

%0 Whose football stadium is called “Hagia Sophia”, the name of the great cathedral built by the
Byzantine emperor Justinian | in Constantinople, the 6™ century, today turned into a mosque.


https://en.wikipedia.org/wiki/Sports_club
https://en.wikipedia.org/wiki/Constantinople
https://en.wikipedia.org/wiki/Sports_club
https://en.wikipedia.org/wiki/Constantinople
http://www.pontos-news.gr/pontic-article/100257/agios-ioannis-vazelonos
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contested each other from the beginning, because one was the team of the city, the
other was the team of the refugees. Slowly, the years went by, and after 1970 PAOK
had a good team (...) which played in the Greek championship, and they were
mistreated by the Athenian teams, especially by Olimpiakos. It was then that the entire
northern Greece gathered around PAOK, as far as football was concerned, I mean (...)
Greece became separated in two, when it comes to football, northern Greece and
southern Greece (...) All of northern Greece supported the team, because almost all of
it is made up of refugees. Some of them come from Eastern Rumelia, in northern
Thrace, while others came from southern Thrace, or Pontus, or Asia Minor (...).

The identity implications of the “conflict” between PAOK, the “refugee”
team and other “local” teams, are obvious. They show, in fact, on a symbolic level,
the conflict, which can be felt to this day, between the “refugees” and the local
populations when the former came to Greece. The reason of the conflict was the
fact that the land abandoned by the Muslim population transferred to Turkey had to
be divided, and the locals considered they were entitled to it.** Not only did this not
happen, but the locals also had to bear the demographic pressure of the immigrants,
as their number was much higher than the one of the Muslin immigrants. What is
interesting is the fact that PAOK becomes the team that all the population
categories which resulted in the population exchange® identify themselves with. It
becomes a meeting point of similar destinies, which does not occur, on a spiritual
level, with the new Panaghia Soumela monastery, which is a symbol only for the
Pontic category. Born at the initiative of some “refugees” who arrived from the
City, a symbolic center of all Hellenic populations, PAOK had, from the start, great
chances for such image. It is as if, a member of the City or not, “H TI6\ig Ba oe
axoiovbei / The City will follow you”, according to the famous verse of the poet
Kovortavtivog Kapdaeng / Konstantinos Kavafis (1863-1933). Maybe building a
new Hagia Sophia church in Greece, a replica of the one in Istanbul/Constantinople
provides a symbolic representation for all the population categories of the
“refugees”. In this context, Giorgos Savvidis’s gesture — he is of Pontic descent, the
son of the current owner of PAOK, Ivan Savvidis — of washing the players’ cars
after the two to one victory against Aris in a football match in the autumn of 2018,
portrayed merely as an outrageous gesture in the media®, has a completely
different meaning.

LA MmomAidng, «Zrofoeavor kot IIpdopuyes: TToMTIKEG CUVIOTMOOEG LG OKOVOUIKTG
Stapdyme, in B. K. Tovvapng, I. A. Myanidng and T. B. Ayyghomoviog (eds), Towtdtnres oty Maxedovia,
1997, p. 123-141 [I. A. Mihailidis, «Slavik speaking people and refugees: The political components of an
economic conflicty, in V. K. Gounéris, 1. D. Mihailidis and G. V. Agelopoulos (eds), Identities in Macedonia].

% Every time | speak on the phone with Haralambos Volovotsis, of a partially Arvanite
descent, I am also informed of how well the PAOK team is doing in the Greek championship: “O
PAOK eivar mpdtog! / PAOK is first!”. I am also reminded of its coach, the Romanian Rézvan
Lucescu. | often wonder if maybe Haralambos’s affection towards me has something to do with the
fact that Razvan Lucescu and I have the same nationality.

% For example, «Lucescu isi continud marsul in Grecia. Victoria cu Aris I-a ficut pe fiul patronului si
le spele masinile jucatorilor», 2018, DIGI sport (https://mww.digisport.ro/fotbal/fotbal-international/lucescu-


https://www.digisport.ro/fotbal/fotbal-international/lucescu-isi-continua-marsul-in-grecia-victoria-cu-aris-l-a-facut-pe-fiul-patronului-sa-le-spele-masinile-jucatorilor-543853
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The song and popular dance complex represents another category of the
identity markers and symbols, the last one | am referring to in this study. The
pondiaka (“Pontic”) songs, with tik and omdl as representative genres, can be
understood without exception as nostalgic and full of longing for the lost zazpida
(“country”), as far as the melody and the lyrics are concerned. The songs mention
and mourn a glorious past, in whose lyrics the pride of the mighty axpizec
(“guards”) at the Pontic borders of the Byzantine Empire reaches to us. A paradisiac
land, with clear and cold waters is a recurring image in the Pontic songs. The pain
of losing it is augmented by the perpetual state of being without a country in the
land where they were forced to move, as we hear in the lyrics in a Pontic dialect of
a song which has an omal rhythm: “TIévteo onitia éymoa k1 06 oA Egomtoduar /
[Mpoceuyag sy’ aco kovvt W, Ot mahoroduar. / Tlotpida u apogdo oe apdv
katopapévog / Ta Eéva sipon ‘EAAnvag kot onv EAAGdav Eévog.” (“T’ve built five
houses and | was thrown out from all of them / I’'m a refugee from my birth, my
God | will become crazy / I’'m looking for you my homeland like damned / I am a
Greek abroad and at Greece I am a foreigner”).** However, the Pontic song is not
the final expression of an immovable fate, towards which resignation is the only
solution. The Pontic soldier is still ready to fight, and his war-like attitude, as well
as his movements, is meant to impress the audience when performing such a manly
dance as kotsari. The male traditional Pontic costume is, in fact, a military uniform.
As far as the Pontic singer is concerned, it seems that it is his duty to sing, playing
the kementzés lyre in the same time, only pondiakd songs, as Maria from the
village of Notia, in the Pella regional unit, believes. Thus, the talented performers
of Pontic descent Mathéos and Konstandinos Tsahouridis, famous around the world for
their musical experiments, where musical traditions of different peoples are brought
together by the endless possibilities of the kementzés lyre, and in whose songs the
traditions and modern life dwell together, can never be alnOwoi mévrior (“true
Pontians™).

The traditional costume, the food, the journeys to the place of origin, the
onomastics, the jokes and anecdotes etc., all represent other categories of markers
and symbols where identity phenomenon in connection to a specific place of origin
and a certain past appears for both the Pontic and Minor-Asian categories; not only
for these two categories, but for other as well, in proportion with the identity relevance
of the place of origin. The City on the banks of Bosporus has the significance of a
symbolic quintessence of all these places/regions, so that the general identity of
“refugee” has great chances to become crystalized around some cultural markers
which come from / and remind of / this place. | mentioned in this context the sports
club PAOK from Thessaloniki. Although the categories of markers and symbols
mentioned before are just as relevant, | believe that inductively the categories dealt

isi-continua-marsul-in-grecia-victoria-cu-aris-l-a-facut-pe-fiul-patronului-sa-le-spele-masinile-jucatorilor-
543853, accessed on January 5" 2019).

3 The lyrics can be read, and the song can be listened to here: https:/lyricstranslate.com/en/patrida-m-
araevo-senotpido-p-apoedo-ce-im-looking-you-my-homeland.html (accessed on February 26" 2019).


https://www.digisport.ro/fotbal/fotbal-international/lucescu-isi-continua-marsul-in-grecia-victoria-cu-aris-l-a-facut-pe-fiul-patronului-sa-le-spele-masinile-jucatorilor-543853
https://www.digisport.ro/fotbal/fotbal-international/lucescu-isi-continua-marsul-in-grecia-victoria-cu-aris-l-a-facut-pe-fiul-patronului-sa-le-spele-masinile-jucatorilor-543853
https://lyricstranslate.com/en/patrida-m-araevo-seπατρίδα-μ-αραεύω-σε-im-looking-you-my-homeland.html
https://lyricstranslate.com/en/patrida-m-araevo-seπατρίδα-μ-αραεύω-σε-im-looking-you-my-homeland.html
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with in extenso are enough. It could have as easily been the other way around,
dealing more with the categories which were only mentioned, and leaving suspended
the categories which I insisted upon. Put together, these categories set and are set
by a cultural pattern and they represent the content of certain identities, for whom
uprooting, with everything it implies, seems to be permanently fixed in history.

ETHNOGRAPHIC APPLICATION IN THE SUBFIELD OF VISUAL
ANTHROPOLOGY: THE BURNING OF JUDAS IN FANOS

Fanos (photo 1) is a village in the sunny hills in the foothills of Mount Paiko,
near the border with the Former Yugoslav Republic of Macedonia. From an
administrative point of view, it is in the Kilkis regional unit, in the Central
Macedonia administrative region. Around one hundred people, mostly elderly,
permanently live in this village. Their pension is the main income, but other
revenues are added to this, mainly from selling wine and tsipouro, the famous
Greek brandy; both beverages are very much appreciated in the region for their
quality. The younger population categories prefer to live in cities, especially in
Thessaloniki, in search for jobs and better living conditions. At the week-end, on
holidays or vacations, the young people come back to Fanos. Their ancestors from
three or four generations ago came here in 1922, forced to leave Asia Minor. They
came, in their majority, from lkonion (Konya province in Turkey today) and from
the vicinity of Brusa (today Bursa province).® They lived for a while with the
Turkish locals who, in their turn, were waiting to be moved to Turkey. The village
had a Turkish name at that time; it was “Mayadag”*.

A number of field campaigns in the region and in this village prepared the
research and the filming in the Holy Week of 2017 of the short documentary (of 20
minutes) Fanos. The Memory of a Distant Past, directed by Anisoara Stefanuca.®’
One of the campaigns, the one during the Holy Week of 2013, led to obtaining a
first version of the mini-documentary, called The Fire of Judas in Fanos. The

X, A. Havokovdne, Pavée mov mpguoafiiver, Oeccadovikn, 2009, p. 1 [H. D. Pavlakotdis, The
Village of Fanos fades away™].

% |bidem.“The Yeast Hill”, a literal translation from Turkish.

%" The film was presented and projected during the conference “Uses of the Past in Eastern and
Southeastern Europe in Modern and Contemporary Period”, organised in Bucharest, held at the Institute of
South-Eastern European Studies of the Romanian Academy, in collaboration with The Ethnographic Institute
and Museum of the Bulgarian Academy of Sciences and The Archaeology and Ethnology Institute of the
Polish Academy of Sciences, on June 12" 2018. Publishing a volume with the texts which resulted in the wake
of conference is a good opportunity for me to give all the details of the context of the film, which were
presented in the previous paragraphs. From lack of time, these details could not be offered during the
projection of the documentary. The film can be found, on DVD, attached to the third cover of the Yearbook of
Prahova County Society for General Anthropology, no 4/2018, Ploiesti, Mythos Publishing of the Prahova
County Cultural Center. We would like to thank the organisers for the invitation to the conference; a special
thanks to Stelu Serban.
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experience of 2013 was later used in the field campaign in 2017. For both versions of
the documentary | participated as researcher, interviewer, interpreter and photographer.

The title of the film makes a reference both to the distance in time and space, of a
rich material and spiritual past in the land of Asia Minor. At the end of this prolific
period, what was later called the “Asia Minor catastrophe”, namely the defeat of the
Greek army by the Kemalist troops in its attempt to march into the heart of Anatolia,
would “rasgidly and unequivocally bring to an end the millennial history of Hellenism
in Ionia”.”® (Toovvarkog/Tsunakos, 2010 [1992]: 42). It is said that approximately one
million Greek people were forced to leave Turkey as a result of the Kemalist policy of
ethnic cleansing®, before or after the Treaty of Lausanne, “refugees” who settled once
and for all in Greece. The title of the film can also have another meaning: if the events
which took place a century ago possess an aura of a founding myth for a certain
identity, then “the distant past”, with an insignificant drift from a historical point of
view, becomes the equivalent of the indefinite past of the myth.

The film concentrates on one custom on Good Friday, according to which the
hanged Judas is set on fire immediately after the epitaph procession (photo 3). The
hanged Judas — in fact, a human shaped mascot, filled with straws and suspended at the
edge of the main market, zlazeia, by the tip of a wooden or metal mast above a pyre
made of dry kindling and cedar branches (photo 2) — is set on fire immediately after the
epitaph procession (photo 3). The procession begins after the Lamentation of the
Tomb, and follows a circular route on a few streets near the church, which represents
making a circle around the whole village. Not only the epitaph, but the entire tomb of
Saviour also, symbolized by a canopy table, is borne in the procession (photo 4). The
whole procession is accompanied by the sound of drums and blowing instruments.

The attempt of explaining the significance of the custom of burning Judas
makes, invariably, a reference to Asia Minor, as it is a custom which the people
there also had and which was brought to the land where they were moved. This
custom was not the only thing that was brought, and among others, there was also
the icon of Saint John (photo 5), on whose frame are written the names of some
families who came here from Asia Minor. The icon is now fixed on an iconostasis
on the left side of the church pronaos from ziazeio. The church is a former mosque.
The route the refugees traveled, bearing the icon as if in a procession, is pictured in
a naive painting exhibited in the only tavern in Fanos (photo 6). The tavern’s sign
has inscribed on it the name of the village and a Turk’s head, as an iconic symbol,
a reference to the past as well. Both the custom of burning Judas and the icon of
Saint John are markers of a maximum concentration of identity energies. However,
during the holy Week, because of its importance in the community, burning Judas
becomes a priority. The custom is one of the rare moments expected, prepared®

0. Toovviiog, «H Meydhn EXGSa kon ) Mikpaotariki Exotporeion, EAyvid] iotopia. A’ kow B’
raykoouiog woleuos. Eupidliog Ilodeuog, ABMva, 2010 [1992], p. 1942 [O. Tsounakos, «The Great Hellada
and the Asia Minor Campaigny, The History of Greece. The First and the Second World War. The Civil War].

% |bidem, p. 42.

%0 As can be noticed in the film, the hanged Judas and the bonfire are prepared by a few young people.
However, they express the will of the entire community.
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and commented upon by the entire population of Fanos. The direct bond with the
ancestors in Asia Minor, by way of this custom, is evident beyond any doubt in
those film sequences when Spiros Karkéglou*, one of the people who were
interviewed as a key-informant in the film, states the fact that the custom has never
ceased. The advanced age of the interviewee, who allows him to be the bearer of
the entire social memory of the settlement in the foothills of Mount Paiko, is a
guarantee to the authenticity of the information. Especially since the man does not
remember — from his experience or from what his parents told him — any another
custom of lighting the fire, at the Birth of Saint John, when young people jump
over the fire, to be brought from Asia Minor and to be held in Fanos every year.

The emic approach — in the spirit of anthropology nonetheless — unveils a
purification ritual. As Christ’s traitor, Judas becomes a symbol of evil, which the
community takes its revenge on not only by casting him out, but by erasing every
trace of him, distancing itself from him completely. Out of the material processes
that man can command, fire is the only one with purging qualities corresponding to
the evil which needs to be removed. It does not happen by chance that this custom
takes place during Holy Week, which is marked by a series of purification rituals
(in the film, other two rituals are mentioned, namely fasting and cleaning the houses
and yards) performed waiting for the Resurrection of Christ. The etic approach
could interpret Judas, who is about to be burnt, as a symbol of the Turkish enemy“z,
because of whom the “refugees”, as well as the next generations, had to suffer (a
part of the refugees’ suffering was recalled by Spiros Karkoglou). In accordance
with the anthropologic methodology and perspective, | will not go any further (yet) —
and neither does the film — with such an interpretation.

The field research has shown that the religious rituals which happen during
the Holy Week cannot be separated from the markers, symbols and behaviors
which provide content to the Fanos idiom of Minor-Asian identity. The person
watching the short documentary is given the same impression at the end of the
film. Judas is both the traitor of Christ and the direct link to the previous
generations. Anthropologically speaking, one of the obvious conclusions is that we
are finding ourselves before a case of Christian-Orthodox ethnic spirituality.

CLOSING OFF IN THE KEY OF SOCIAL ANTHROPOLOGY

The markers and symbols dealt with as far as the the Pontic and Minor-Asian
categories are concerned, not only the ones simply mentioned, but others as well —
the phenotypic aspect, of a more biological and less cultural nature, can be
included here — represent as many appearances of the identity phenomenon

*! Special thanks for the kind collaboration. We would also like to thank Father Andréas Theodoridis,
Eleni Grompanopotlou, Katerina Paitzidou, Thomas Mavridis, Periklis Papadopoulos, Grigorios Liéndas and
the entire community of Fanos.

%2 As it was suggested in the comments about the film during the conference before mentioned.
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connected to a place of origin and the uprooting from it, and a certain past which
the uprooting ended. Also, they represent the content of some true cultural
complexes®, grouped around the origin. Although in the present text, the issue of
these markers and symbols was dealt with on cultural bases*, the fact that they are
the expression and content of population categories identities makes it possible to
be dealt with also on social bases; thus, placing it in the area often named social
anthropology. I would say it is inevitable, since the “social structure” represents
one of the central concepts of cultural anthropology®, and “cultural anthropology
and social anthropology cover exactly the same ground”, starting, however, from
opposite sides.*® From this point of view, it can be noticeable that all these markers
and symbols represent the cultural content of “ethnic boundaries™’. These boundaries
set apart a number of ethnomorphosis processes generated by the population exchange
and transfer in the decades of the first half of last century. It cannot be known if
they are also ethnogenesis processes*. With the reference to the inter-ethnic mix |
made in the introduction, | expressed the skepticism as far as the evolution towards
a mature ethnicity in concerned. But also in the case of the population categories
themselves, the observations and field data lead to the same conclusion. For
example, an ad hoc measurement of the tendency towards a mature ethnicity when
it comes to the Pontians, the category with the highest attachment to the place of
origin, confirms the skepticism. Thus, considering one of the indicators the desire
of returning to Pontus, in the eventuality of a hypothetical independence of this
land, I noticed the fact that it did not exist among the Pontic travellers to Pontus on
a trip in the summer of 2018, a trip I took part of as researcher. “All these have
only cuvaicOnpotikn a&io (a sentimental value)”, in the opinion of Thodoros
Tsidaridis from Kozani. For the moment, the ethnic dynamics is surer to deal with
in the context of “anthropology of nostalgia”™* Although important, the Pontic
identity is just one in a “thick portfolio of identities”®, beside the national,
regional, familial etc. identities, maybe as well or even more important.

To sum up, it is noticeable that the identity phenomenon® in the Balkan
population categories subject to the population transfer and exchange processes in

#3 C. Wissler, Man and Culture, New York, 1965 [1923], p. 51-52.

#4 | am referring to a privilege of the descriptive-ethnographic aspects.

* G. Geand, Antropologia culturald. Un profil epistemologic, Bucuresti, 2005, p. 156-170.

% C. Lévi-Strauss, Structural Anthropology, New York, 1963, p. 357, translated from French
by Claire Jacobson and Brooke Grundfest Schoepf.

47 E, Barth, «Introductiony.

8 As a study “by the major coordinates (and apparently irreconcilable)” (p. 9) of ethnogenesis and
ethnomorphosis the volume Apartenenta etno-culturald din Romdnia in contextul globalizarii. Criterii
antropologice ale etnogenezei si emomorfozei, by Marin Constantin (Bucharest, 2013), can be consulted.

A Olivia and D. Berliner, «Introduction: Anthropology of Nostalgia — Anthropology as Nostalgia»,
in A. Olivia and D. Berliner (eds), Anthropology and Nostalgia, New York and Oxford, 2016, p. 1-15.

%0 1. Bellér-Hann and C. Hann, Turkish Region. State, Market & Social Identities on the East Black Sea
Coast, Oxford and Santa Fe, 2001, p. 211.

3! According to this study, an identity phenomenon where origin is to be found, one way or another, as
one of its elements.
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the first half of the 20™ century represents a fertile and vast soil of anthropologic
research. An entire generation of anthropologists — formed or not in the spirit of a
“Balkan anthropology”®® — can link their names to this type of studies, which did
not necessarily have the identity as a topic; however, identity remained on a meta-
thematic level of any theme. For the moment, | have identified a small number of
studies from a cultural anthropology point of view™, even in Greece, where the
phenomenon has the largest range of action and the most intense manifestation.
The studies on historic topics are in greater number.>* According to a piece of
information I received from Dimitra Lotka from Athens (one of the participants in
the trip | mentioned before, with a PhD in Social Anthropology at the University of
the Aegean, Department of Social Anthropology and History in Mytilene, Lesbos
Island), there is no such interest in these topics in Greece. She did not mention the
reasons; however, in at home anthropology, it is known that, for an anthropologist,
the study of those cultural and/or social phenomena he is most accustomed with
represents a great challenge. At a first glance, those phenomena seem the most
ordinary, thus unworthy of being researched.”® On the coordinates of either the at
home or abroad anthropology, the theme of the identity markers and symbols that |
dealt with in the present text is in itself quite promising for the understanding of the
identity phenomenon mentioned and, comparatively, for the understanding of the
behaviors of individuals, groups or populations which find themselves in similar
situations with the population categories we have dealt with.”

seb_filozof@yahoo.com

23, Stefanuca, 2018, «Thoughts regarding a possible Balkan anthropology», Annuaire Roumain
d’Anthropologie, tome 55, Bucarest, 2018, p. 141-162.

%3 For example, referring to the Aromanians i