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INTRODUCTION
— CONTEMPORARY RESEARCH PROBLEMS REGARDING TRADITIONAL DRESS

white russet coat with a straight or rolled collar constitutes the male dress; decorations
and lapels are red, crimson or light blue. They are fastened with a belt of the same
shade. (...) Boots are worn high. They wear shearling caps or straw hats, or black hats
,, that are quite tall although with a narrow brim. The ladies of Sandomierz wear almost
the same fashions as women in Cracow. If they wear fewer strings of beads it is only so that they can use
more beads of different colours. The ruffs they add to their collars reach their shoulders™. The description
of traditional dress quoted above comes from the ,Przyjaciel ludu” magazine published in Leszno in 1846.
This is how traditional dress worn by the inhabitants of the sandomierskie region had been described.
Such descriptions were typical of mid-19th century ethnic studies, because their aim was to record the
functioning aspects of folk culture. But can we say that contemporary ethnological descriptions differ
substantially from their above-mentioned counterparts? The way in which different phenomena are re-
corded, analysed and interpreted had certainly changed. The description of the dress itself often serves
as an introduction to a detailed analysis of the manufacturing and ornamentation processes. It may be
a commentary on aesthetics and the fleeting nature of fashion, or an observation on the way popular and
mass culture influence the functions of traditional dress.
Krystyna Hermanowicz-Nowak distinguishes three periods in the history of interest in rural dress:
(1) prior to the First World War, when the researchers ,,charmed by how beautiful was the work of the
people set out to (...) study and describe folk dress as a whole, and its respective elements™; (2) the in-
terwar period, during which many works had been written on the topic, mostly about areas in the East
and North; (3) after the Second World War, when in 1949 the Polish Ethnological Society was inspired
by Dr. Jozef Grajek to publish the Atlas of Polish Folk Costume®. The first issue of this series, titled ,Strdj
gorali szczawnickich” (“Traditional dress of the Szczawnica highlanders”) was devoted to the dress of the
highlanders form the vicinity of Szczawnica. It was published in 1949. The author was Roman Reinfuss,
one of the series’ originators. The release of this issue marked the beginning of a project that lasts to this
day. The aim of the project is to publish a series of monographs describing folk dress from a variety of

regions of the country*, bearing in mind that their function has changed throughout the years. The final

1 O. Kolberg, Radomskie, part I, Dziela wszystkie vol. 20, Cracow: Polskie Towarzystwo Muzyczne, Ludowa
Spoétdzielnia Wydawnicza 1964, pp. 50.

2 K. Hermanowicz-Nowak, Stan badar nad strojem ludowym w Polsce (proba oceny dotychczasowych osiggniec)
[The state of the research on traditional dress in Poland: an attempt to assess current achievements], ,Konteksty.
Polska Sztuka Ludowa”, No 1: 1977, pp. 3.

3 Ibid.

4 See: Gajek J., Metodyka monograficznego opracowywania strojéw ludowych [The methodology of monographic
studies on folk dress], ,Lud” vol.41: 1954, pp. 797-805; Reinfuss R., Instrukcja w sprawie materiatu ilustracyjnego
do Atlasu Polskich Strojéw Ludowych [Instructions for illustrations to the Atlas of Polish Folk Dress], ,Lud”
vol. 41: 1954, pp. 806-807. Some sources for research devoted to dress can be found in the archives of the Polish
Ethnographic Atlas in Cieszyn. They are reviewed in: Brzezinska A. W., Stomska J., Odziez ludowa na pograniczu
polsko-stowackim w $wietle badan atlasowych — wybrane elementy [Remarks on folk dress in the Polish-Slovak
borderlands in light of atlas studies], in: R. Stoli¢na, A. Pienczak, Z. Klodnicki (eds.), Polska-Stowacja. Pogranicze
kulturowe i etniczne [Poland-Slovakia. Ethnic and cultural borderland], series: Archiwum Etnograficzne vol. 49,
Wroctaw-Cieszyn: Wydawnictwo Polskiego Towarzystwa Ludoznawczego 2009, pp. 93-116.
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38th issue was published in 2008. Its author was Barbara Bazielich® who had been the series’ editor for
many years. Multiple researchers have studied issues related to folk dress over the course of several do-
zen years during which issues of the Atlas were published. The 1950s were the golden age of folk dress.
22 monographs were published in that period (see Figure 1). Afterwards, it was not infrequent to have
gaps of several years between the monographs that were published. This was due to a lack of financial

resources what would cover the cost of print, and reimburse the authors for the cost of gathering data.
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1. Frequency with which issues of the Atlas had been published

2012 was a special year and one that, we hope, will permit us to proudly continue the work of our
predecessors. The Polish Ethnological Society received funding in the framework of the Polish National
Programme for the Development of the Humanities for the years 2013-2015 to finance a research project
titled , The Atlas of Polish Folk Costume: a continuation of the publishing work, field research and source
queries, as well as digitalisation of sources and sharing the information on the Internet®”. The main aim of
the project is to ensure the continuity of cultural transfer and retain elements of cultural heritage regar-
ding the phenomenon of Polish folk dress and its regional varieties in different environments (both local
and scientific). Importantly, the project relies on field research as well as secondary sources, including
museum collections. The aim is to create a catalogue of information on Polish folk dress collections in
museums across Poland, including both festive and everyday wear. As part of the project, further issues
of the Atlas will be prepared and published. The varieties of dress will include zamojski, patucki, teczycki,
towicki (in the appendix), koscianski, podhalanski and the traditional dress of Bambrzy from Poznan.
Each of the planned issues of the Atlas will be based on a thorough review of the sources complemented

by field research.

5 In one of her articles Bazielich discussed the history of research on folk dress in Poland: Badania nad odzieza
i strojem ludowym w Polsce [Research on folk clothing and traditional costume in Poland], ,Lud” vol. 78: 1995,
pp- 193-210

6 Project No. 11H 12 0261 81



Furthermore, three research camps will be organised within the framework of the project. Their
topics will be closely related to the manufacture of traditional dress. The aim of this part of the project is
to document traditional craft techniques that are still used today: weaving, lacemaking and embroidery.

The implementation of the project will be conducted by the members of the Polish ethnological So-
ciety, who also represent research institutions from all over Poland, e.g. the AMU Institute of Ethnology
and Cultural Anthropology from Poznan, the UMCS Institute of Cultural Studies from Lublin and Oskar
Kolberg’s Institute in Poznan. The Internet-based part of the project that popularises knowledge about
folk dress has been realised in cooperation with the ,Ethnographic Workshop” Association in Warsaw.

We hope to become a force for the activation and integration of Polish researchers interested in
the topic of folk costume. In 2012, the Section for Polish Folk Costume has been established within the
Board of the Polish Ethnological Society. A scientific conference devoted only to the topic of Polish folk
dress was held in November 2012. As the first conference of its kind, it has drawn over twenty traditional
dress researchers who conduct their studies in various regions of Poland. The problems of reconstruction
of folk costume for a variety of purposes and audiences, and the phenomenon of folk dress as inspira-
tion and resource for fashion and design were among the topics raised at the conference. Methods and
techniques for preserving the garments, as well as maintenance of traditional costume in museums were
also recurrent topics of discussion. On the second day of the conference, invited craftswomen who ma-
nufacture traditional garments (Halina Witkowska: kurpiowski dress - Puszcza Biala; Bogumita Wojcik:
krzczonowski dress; Anna Staniszewska: lowicki dress) were asked to present their work and discuss the
most frequent challenges.

During the conference, the museologists raised a point that should be of some concern to the
Section for Polish Folk Costume. They proposed that a glossary of terms should be prepared, covering
the most frequently encountered traditional dress elements in all types and varieties that can be found
in Poland. This is far from a simple task. Although the names of particular elements of clothing may be
similar, or even identical they may refer to different items in different regions. We believe, however, that
a volunteer for this task will come forward from this group of enthusiastic researchers. Importantly, it
would be possible to consult our colleagues from Ukraine for guidance on this task, as they have com-
pleted a similar project. The project is described in more detail by Ludmita Ponomar later in this book.

Among other authors we invited to collaborate on this volume are ethnographers, cultural anthro-
pologists, museologists, conductors and members of folk bands - people whose everyday work revolves
around the topic of folk dress. Not only do they collect resources regarding the traditional costumes of
their regions, but also prepare publications on the topic and identify important trends and processes.

The articles that open this volume propose that contemporary studies on traditional dress need
innovative research with a broad spectrum of interest. Folk costume and its elements have also been
shown from the perspective of ethnodesign. The use of traditional dress in projects that, for example, aim
to understand the identity of the wearer has been discussed. Furthermore, challenges faced by museolo-
gists who curate folk dress collections have been considered; old photographs, even those that seemed
irrelevant to traditional dress have been identified as an important data source.

Imperfect reconstructions of traditional dress, usually prepared by members of folk bands, are also
a problematic issue for researchers. The discrepancies are frequently attributed to lack of access to sour-
ces of information, but also to the diminishing availability of traditional fabrics and haberdashery, and

extensive cost of faithful reconstruction. This is particularly true of those elements of traditional costume



that have to be made by a skilled craftsperson. Another difficulty lies in establishing which traditional
dress is representative of a folk band performing in the regained territories, or in regions with substantial
population exchange after the end of the Second World War.

There are several regions where traditional costume continues to be worn. Even there, however, it
has undergone certain changes. Some are considered positive and accepted; others are worrying due to
their scope and direction. Nevertheless, changes are inevitable. They result from the transformations that
have taken place over the last several dozen years in those countries where traditional dress has survived.

The final group of articles consists of reconstructions of a variety of dress types that have not been
adequately described before, and establishing where they can be found. This may well be the last oppor-
tunity to conduct such studies, as traditional dress is fading from the memories of the older inhabitants
of many rural regions. The final paper in the book introduces a project by the ,Ethnographic Workshop”
Association in which information and resources regarding Polish traditional costume will be shared with
a broader audience. It is the ambition of the Atlas’ editorial board to digitalise the issues of the series in
the nearest future in order to share them on the Internet as part of the Polish Institute of Anthropology’s
Digital Library. We hope that increasing the accessibility of the resources will mean that anyone who is
interested in the topic will be able to access all the available information, and perhaps will prevent any
future mistakes in traditional dress reconstruction efforts.

As the editors of this volume, and as members of the editorial board of the Atlas of Polish Folk
Costume series we hope to follow in the footsteps of our predecessors: Jozef Gajek, Barbara Bazielich and

Janusz Kamocki.

Anna Weronika Brzeziriska, Mariola Tymochowicz
Poznan — Lublin, February 2013



Hubert Czachowski'
Justyna Stomska-Nowak?

Ethnographic Museum in Torun

TRADITIONAL COSTUMES FROM ANOTHER PERSPECTIVE...
BETWEEN THE AESTHETIC AND PHILOSOPHICAL DIMENSIONS OF RUSTIC CLOTHING

dward Taylor, one of the founding fathers of ethnology and cultural anthropology wrote with

a characteristic rhetorical flair ,But even among the rudest of our race, and in hot districts where

clothing is of least practical use, something is generally worn, either from ideas of decency or for
ornament™. Therefore, research on clothing, whether rural, folk, ethnic or worn by subcultures, is clearly
the task of the anthropologist.

Much has been written on the topic of folk dress*. It had been studied in relation to historical changes and
regional differences. The development of different items of clothing, from simple shirts to elaborate bonnets, had
been interpreted from the point of view of their practical, social and even magical applications. Folk costume
research methods have changed along with the paradigms of ethnology and anthropology. Yet, rustic clothing
as a whole is characterised by an artistic perfection of form. It is the reason why this cultural phenomenon may
be analysed and interpreted from the aesthetic perspective. Due to the many functions that it performs, clothing
has always been both an item and a sign. It practical importance on both levels is undeniable.

In this paper, we take a broader perspective of clothing in general. We refuse to use the term
sfolk costume” with all its implications, as it is burdened (or not) by dozens of years’ worth of ideas and
convictions. The term aimed to distinguish folk dress from the diverse array of clothing worn by the rural
population. Where we draw this line, however, depends on our definition of the rural population, and
the adopted time frame. Folk clothing has always constituted part of the history of clothing in general.
Contemporary ethnographic research seems to relegate folk clothing to the margin, placing it within the
scope of interest of traditional ethnography. We propose to review this meaning.

Seemingly, the aesthetic dimension of folk clothing is present in scientific discourse. The beauty of
traditional dress appears undeniable. Yet, for many years ethnographers upheld the belief that the only

direction for innovation is downward, from the upper to lower classes.

1 Hubert Czachowski, Ph.D. is an ethnologist working in the Ethnographic Museum in Torun. Contact:
h.czachowski@etnomuzeum.pl

2 Justyna Slomska-Nowak, Ph.D. is an ethnologist and museologist working in the Ethnographic Museum in
Torun. Contact: wydawnictwo@etnomuzeum.pl

3 E.B. Taylor, Anthropology: an introduction to the study of man and civilization. London: Macmillan and CO 1881,
p. 236.

4 We use the terms: costume, dress and clothing interchangeably.
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Undoubtedly, many gifted tailor-women, weavers and embroiderers had observed fashions in
churches and mansions, but the process through which ideas are borrowed is far more complex than it
seems. Rural clothing changes slowly, and in ways permitted by available weaving techniques. Clothes
were treated with respect, carefully stored and inherited. Changes in the length of cloth required for
different clothing items, such as decorative aprons and skirts, or changes in colour trends meant that
different ornamentation techniques had to be used. At each stage of development, however, regional
dress was a perfect and complete artistic form.

Clothing also served as a regional marker of rural identity. Some elements were shared, while others
added an individual touch. The canon of beauty was based on that, which was acceptable, permissible or
allowed. Throughout the ages, it had been refined by many years of aesthetic inquiries devoted to finding
means of expression of self, but first and perhaps foremost, of finding a sense of communal ,I”. In this
way it became the glue that kept local communities together. Individual expressions of fashion or self can
be seen in the aesthetics of manufacture of rural clothing. Aleksander Btachowski remarked ,individual
garments reflect the personality of a particular creator while stemming from the beauty canons that are
embraced within the community™.

The creative process involved in making folk clothing was ripe with the need to invent new solutions.
The artistic value of traditional dress can be clearly seen in collections of ethnographic museums filled
with garments that are works of art: aprons, shirts, kerchiefs, corsets, russet coats, belts etc. Is it a mistake
to treat a folk apron from Wysokiennice or Opoczno as a work of art, and have it face similar aesthetic
and artistic scrutiny? From our perspective, what was created by legions of anonymous weavers, tailor-
women, embroiderers and other ordinary, yet extraordinarily gifted village inhabitants is art. Perhaps
by taking this stance we can take rustic clothing out of its regional context and allow researchers to
appreciate its artistic value. Contemporary museums made us appreciate the fact that each displayed item
tells its story. Perhaps it is time to allow the aesthetic value of exhibits to become an equally important
plot in the story we tell about traditional dress?

In order to do so, we must first learn about a largely unknown text, mostly absent from the scientific
discourse regarding traditional dress. Thomas Carlyle, a well-known philosopher and author, wrote and
published a book called Sartor Resartus (which is translated as ,the tailor re-tailored”)®.

The book is a masterpiece of a multidimensional narrative that seems contemporary even though
it had been written at the beginning of the 19th century. It is firmly rooted, however, in 19th century
culture and the literary experimentation of that time. Carlyle’s work could actually be categorised as
belonging to the domain of cultural philosophy, historiography of ideas, or social theory - or perhaps all
of these disciplines at once. It is unusual due to the way the narrative is constructed. Carlyle presents his
convictions as research on the ideas of a German philosopher, professor Diogenes Teufelsdréckhe, whom
he invented, and Teufelsdrockhe’s book Die Kleider, ihr Werden und Wirken (,Clothes: Their Origin and

Influence”). Sartor Resartus consists of dialogue between the narrator (representing the author?) and the

5 A. Blachowski, Ubiér i krajobraz kulturowy Polski i Ukrainy Zachodniej w ikonografii J. Glogowskiego i K. W.
Kielisiniskiego [Clothing and the cultural landscape of Poland and Western Ukraine in the iconography of J glogowski
and K.W. Kielisiniski], Torun: Muzeum Etnograficzne w Toruniu 2011, pp. 13.

6 The first Polish translation of the book was translated by Sygurd Wisniowski and published in 1882. The authors
used the book’s second translation from the book Wszystko jest dialogiem by Leopold Buczkowski (the text was
translated by L. Buczkowski and Z. Trziszka). Quotes in English are taken from the original text.



philosopher discussing the hypotheses presented by the latter. The game played by the author becomes
clear once we investigate the hero’s name. It references Greek philosophy; Diogenes of Sinope, described
by Diogenes Leartios, lived in a barrel and dressed in rags. But Diogenes’ name also refers to Zeus, while
Teufel means ,devil’. Therefore, a philosopher of clothes is at once a demiurge, creator and villain. The
scope of his activities spreads between heaven and hell. Philosophy of clothing encompasses the whole
cycle of life.

This is typical of Carlyle’s text in general. He mixes autobiographical elements with complex
fiction, seriousness with irony, and hope with pessimism. In fact, his own work can be described with the
words of the author he invented, professor Teufelsdrockhe: A work “interesting alike to the antiquary,

the historian, and the philosophic thinker; a masterpiece of boldness, lynx-eyed acuteness™

. Due to space
constraints we will not discuss the author’s views regarding the civilisation of that time, nor his social
criticism in its entirety. It is important to note that Carlyle invented the character of a German researcher
on no other topic than the philosophy of clothing.

The author chose philosophy of clothing as an appropriate vehicle to convey his opinions on
society and culture. Sartor Resartus is a persuasive essay. ,In his book, Carlyle conducts an argument on
the philosophy of clothing with himself as the book’s author, with remarkable bravado™. Although the
references, or rather dialogues on the philosophy of clothing serve as a pretext for the Scottish thinker
to present a set of much broader views, for the purpose of this paper we shall interpret them from a one-
dimensional perspective. Let us see what can be learned about the philosophy of clothing from Sartor
Resartus. In this way, we will approach Carlyle’s metaphor literally.

Let us quote a fragment of the text that seems to be key for Teufelsdrockhe (narrator, or Carlyle)
sFor neither in tailoring nor in legislating does man proceed by mere Accident, but the hand is ever guided
on by mysterious operations of the mind. In all his Modes, and habilatory endeavors, an Architectural
Idea will be found lurking; his Body and the Cloth are the site and materials whereon and whereby his
beautified edifice, of a Person, is to be built. Whether he flow gracefully out in folded mantles, based
on light sandals; tower up in high headgear, from amid peaks, spangles and bell-girdles; swell out in
starched ruffs, buckram stuffings, and monstrous tuberosities; or girth himself into separate sections, and
front the world an Agglomeration of four limbs, —will depend on the nature of such Architectural Idea:
whether Grecian, Gothic, Later Gothic, or altogether Modern, and Parisian or Anglo-Dandiacal” This
fragment alone seems to underscore how modern was Teufelsdrockhe’s (and, by extension, Carlyle’s)
approach. For Teufelsdrockhe, the philosophy of clothing is the discovery of a tight network of causes
and effects. In this way, the professor seeks answers to a number of basic questions; questions that
are not about particular items of clothing but rather clothing as a whole: ,Let any Cause-and-Effect
Philosopher explain, not why I wear such and such a Garment, obey such and such a Law; but even why
I am here, to wear and obey anything!™’. A philosopher of clothing trying to answer the question ,Why
am I here” shows that for Carlyle philosophy of clothing is first and foremost a branch of anthropology;

a science of mankind.

7 T. Carlyle, Sartor resartus, Project Gutenberg: 1831 (published 2008). n.p.

8 Z.Trziszka, Dialog miedzytekstowy [Intertextual dialogue], in: L. Buczkowski, Wszystko jest dialogiem, Warsaw:
LSW 1984, pp. 130-132.

9 T. Carlyle, op. cit.,

10 Ibid.

11 —
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~All visible things are emblems; what thou seest is not there on its own account; strictly taken,
is not there at all: Matter exists only spiritually, and to represent some Idea, and body it forth. Hence
Clothes, as despicable as we think them, are so unspeakably significant. Clothes, from the King’s mantle
downwards, are emblematic, not of want only, but of a manifold cunning Victory over Want,” he says. He
concludes this thought with: ,and the essence of all Science lies in the philosophy of clothes™.

Let us now go forward by some one hundred years, to Georg Simmel and one of the first research
papers that analysed the notion of fashion'. Can a comparison be drawn between fashion and traditional
dress? We think that this is possible, bearing in mind that fashion in the sense contemporary to Simmel
was a different phenomenon to what we understand it to mean now. Modern fashion is a fast-changing
cultural phenomenon, where the changes in what is considered fashionable are motivated by the advent
of new styles and driven by consumerism®.

Simmel had been aware of this difference as early as the beginning of the 20th century. For him, and
many others, fashion was relevant to all types of societies. Naturally, some of Simmel’s views regarding
sprimitive people” and ,lower classes” are today considered either unacceptable or untrue. Nevertheless,
many of his insights are still valid when it comes to the social power of fashion even in potentially
conservative societies, such as 19th century European peasants. Bogatyrev had also noticed this relation
between conservatism and fashion. Fist, he drew a contrast between fashion and traditional dress, only
to later admit that the latter is not free of fashionable influences™. Fashion needs to be understood in
a broader sense, as a socially and culturally driven compulsion rather than a phenomenon consisting
of quickly changing tendencies and their short, but powerful influences. Edward Sapir pointed out that
fashion is a historical notion and, as such, should not be taken out of its appropriate context lest it
becomes impossible to interpret. For him, fashion depended on the dominating culture and social ideals:
sunder a layer of culture that is seemingly calm there are always powerful cultural trends”?. Particularly
interesting are Sapir’s thoughts on the unconscious forms of symbolism, colours, body language and
other means of expression whose interpretations and symbolic references differ so widely in cultures
across the globe.

Simmel built his whole concept of fashion around the social and psychological dimensions of
imitation, which he considered its most interesting feature. ,When we imitate, we transfer our claims to
creative action but also the responsibility for our behaviour to someone else. This is how an individual
frees themselves from the burden of seeking and appears to be a creation of the group, a vessel for

social content™®. This aspect of fashion perfectly describes the nature of the emergence of new forms in

11 Ibid.

12 G. Simmel, Filozofia mody [Philosophy of Fashion], in: S. Magala, Simmel, Warszawa: Wiedza Powszechna 1980,
pp- 180-212. (translated from the Polish version)

13 Aninteresting analysis of contemporary culture in this respect can be found in a work entitled fittingly Rozkoszna
zaraza. O rzgdach mody i kulturze konsumpcji [A Blissful Pestilence. On the rule of fashion and consumerism
culture], edited by T. Szlendak and K. Pietrowicz, Wroctaw: Wydawnictwo Uniwersytetu Wroctawskiego 2007.
Of course, the authors understand fashion in a broader context, rather than referring merely to clothing trends.

14 P. Bogatyrev, Funkcje stroju ludowego [Functions of folk dress], translated by Z. Soloni, in: idem Semiotyka kultury
ludowej [Semiotics of folk culture], Introduction and editing by M. R. Mayenowa, Warsaw: PIW 1975, pp.27.
(translated from the Polish version)

15 E. Sapir, Kultura jezyk, osobowos¢ [Culture, language, personality], Warsaw: PIW 1977, pp. 240. (translated from
the Polish version)

16 Simmel, op. cit., pp. 181. (translated from the Polish version)



traditional dress, but it is also a broader commentary on the kind of socialisation prevalent in peasant
culture. Let us investigate a question that is seemingly quite simple: why traditional dress took a certain
shape in one region, and looked entirely different in a community across the river. In order to not
merely pose such questions, but answer them, we need to follow in Simmel’s footsteps and connect the
historical and social perspectives. ,Only historical investigations inspire inquiries on which types of
social order could supply content which is adequate (or inadequate) to develop or reject certain cultural
forms™".

From a sociological perspective, fashion is always an opposition of two inseparable concepts:
belonging and exclusion. On the topic of belonging, Simmel wrote: fashion is ,a satiating need for social
acceptance, which makes any individual take the route that everyone else is taking”*®. The sense of group
belonging and establishment of social connection is manifested more readily in clothing than in speech.
Establishing a common identity, however, requires separation from all other groups, whether horizontally
or vertically. Thus, Simmel adds decisively: ,unity and segregation are two basic inseparable functions;
each is the logical opposition of the other but together they become the condition under which the other
can be realised””. To draw this demarcation line is important, particularly in cases like folk culture. Folk
culture insists on separating itself from other groups in the social hierarchy, but also from neighbouring
communities that are socially similar, but perceived as foreign.

Let us come back to Taylor, who points out that an ethnologists’ spectrum of interest needs to be
very broad when analysing clothing. He cites an example from the culture of his time: ,These remarks
may lead readers to look attentively into books of costume, which indeed are full of curious illustrations
of the way in which things are not invented outright by mere fancy, but come by gradual alterations of
what was already here. To account for our present absurd “chimney-pot” hat, we must see how it came
by successive changes from the conical Puritan hat and the slouched Smart hat, and these again from
earlier forms™. Although these opinions are typical of the evolutionist view, they still illustrate the
multidimensionality of interpretation when it comes to clothing.

Research on clothing and fashion can be conducted using a variety of methodological approaches:
from purely historical analysis, through aesthetics, sociological and anthropological functional analysis,
to a structuralist approach to clothing as a system?, studies of everyday behaviour and oral history*.

Memories and reminiscences regarding clothes play a vital role in historical and ethnological
studies. Cheryl Buckley, whose research focused on making and designing clothes at home, came to the
conclusion that ,making clothes marked out different stages [these women’s] lives: connecting feelings
and memories with family and friends. It related intimately to the specific places and locations in which

they lived, rather than just the chronological, temporal sequence of their lives™. Buckley found out that

17 Magala, op. cit., pp. 67.

18 Simmel, op. cit., pp. 182 (translated from the Polish version)

19 Ibid, pp. 183 (translated from the Polish version)

20 Taylor, op. cit., pp. 251-252.

21 R. Barthes, System mody [System of Fashion], translated by Maciej Falski, Cracow: Wydawnictwo Uniwersytetu
Jagielonskiego 2005.

22 L. Taylor, Historia mowiona a badania nad dziejami ubioru [Oral history and research on the history of clothing],
“Kultura i Spoleczenstwo. Kwartalnik”, R. 45: 2001, issue 3-4, pp. 145-166.

23 C. Buckley, On the Margins: Theorizing the History and Significance of Making and Designing Clothes at Home,
Journal of Design History, Vol. 11, No. 2 (1998), pp. 157-171
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elderly women were able to describe the clothing they wore during important events in their lives, first
dates and dances with exquisite detail, including the exact shade of the dresses they wore - even if they
were talking about events from the 20’s and 30’s.

Lou Taylor stresses that clothing historians are very aware of the importance of oral history for the
research process. Unfortunately, information about clothing can be difficult to find in men’s reminiscences
as opposed to women’s; the issue of clothes worn at home is almost never talked about. A similar fate
struck work clothes and everyday clothes, a topic almost completely neglected in research on traditional
dress. Museologists have long been aware of the importance of individual memory. Whenever traditional
dress is donated to the museum collection, care is taken to gather information about the individual
pieces from the donor. Nevertheless, Taylor believes that this information is usually very basic and rarely
permits further research into the topic.

We have discussed merely some of the multitude of aspects of the discussion regarding traditional
folk dress. We believe that this phenomenon should be analysed anew in order to find hidden meanings
and ideas, and the kind of mysterious action described by Carlyle. Let us view the topic of traditional
clothing not as a well-researched phenomenon, but rather as a fresh and exciting project. At times, we
might need to follow a philosopher’s trail, on other occasions the key to a new interpretation will be
found in aesthetic analysis. Festive dress is undoubtedly part of material culture and folk art. It is much
less common to encounter an interpretation that classifies folk dress as a finished, perfect aesthetic form.
Let us analyse and discover. And in doing so, let us turn the shirt of folk interpretation completely inside

out.



Anna Weronika Brzezinska®

Adam Mickiewicz University in Poznan

TRADITIONAL DRESS
— FROM THE BIOGRAPHY OF AN OBJECT TO THE IDENTITY OF THE SUBJECT

INTRODUCTION

n ethnographic description of traditional dress ought to answer a number of questions: where the

dress is worn; how it is made; what fabrics, patterns and ornaments had been used; what components

it consists of; what differences there are when it comes to the gender and age of the wearer, and if

ifferent options are worn in winter as opposed to summer. The aim of these descriptions is to

prepare a typology of dress. In 1926, Adam Fischer wrote “when it comes to the clothing of Polish folk, one should
distinguish between everyday wear and festive or ceremonial wear, and also between clothing for winter and
summer seasons. Men’s festive wear includes a russet coat, a vest and a Zupan; women wear corsets and caftans™".

Thanks to ethnographic investigations, it has become possible to classify traditional dress as well
as establish its history and development; identify factors that influenced it; find causes for change and
disappearance. This, in turn, made it possible for us to create a cultural inventory of this cultural domain.
Traditional dress is studied in the context of material goods (we assume the tripartite division of folk
culture) and became a significant part of many museum exhibitions.

Yet, to see a cultural phenomenon only in the framework of material culture seems unsatisfactory.
Kazimierz Moszynski wrote: “All culture is in its essence spiritual, all culture is social. There is not, and cannot
be culture that is non-social and non-spiritual. This distinction aims to underscore only the most characteristic
features of a given discipline™2. Traditional dress allows the wearer to declare their local and regional identity.
Thus, whoever wears festive traditional dress becomes a representative of their community. The aesthetic
choices were guided by personal preferences, and a desire to express oneself. When used in a certain manner,
the material aspect of dress reflected the personal history of the wearer. Cultural scientist Tim Edensor wrote
that the ability to use a certain object, once habitual causes the human and the object to merge into one®. This
is why the history of the object (clothing), how it was created and used is at the same time a history of the

wearer, expressed through the relation between the object (clothing) and the subject (wearer).

30 Anna Weronika Brzezinska, Ph.D., ethnologist and craft teacher, assistant professor at the Institute of Ethnology
and Cultural Anthropology, Adam Mickiewicz University in Poznan. Editor in chief of the Atlas of Polish Folk
Costume series. Member of the Section for Polish Folk Costumeof the Polish Ethnological Society. Contact:
annaweronika@op.pl

31 A. Fischer, Lud polski. Podrecznik etnografji Polski. [Polish folk. A handbook of Polish ethnography]. Lviv, Warsaw,
Cracow: Wydawnictwo Zakladu Narodowego im. Ossolinskich 1926, pp. 95.

32 K. Moszynski, Kultura ludowa Stowian. Czesé 1. Kultura materialna [Folk culture of the Slavs. Part 1. Material
culture]. Cracow: Polska Akademia Umiejetnosci 1929, pp. 4-5.

33 E. Edensor, Tozsamo$¢ narodowa, kultura popularna i Zycie codzienne [National identity, popular culture and
everyday life]. Cracow: Wydawnictwo Uniwersytetu Jagielloriskiego 2004, pp. 134.
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FOLK DRESS AND ITS DERIVATIVES

Literature divides folk dress into three main categories based on the material from which they had been
made. The first group consists of homespun cloth in natural colours, the second - striped and checked
homespun cloth, the third — machine-made fabrics and patterns of non-folk origin*. These criteria are
applied to the classification of historical artefacts, used for the analysis and categorisation of museum
exhibitions and, at times, acquisition of new items from certain regions.

At the same time, contemporary folk dress frequently consists of reconstructions, inspirations or
stage costumes. What could be the criteria for the classification of such artefacts? For instance, in which
regions the demand for reconstructed or reimagined traditional dress is the largest could be one criterion;
or which groups use traditional dress and for what reasons. Thus, we are moving away from material
criteria and towards more social issues. This tendency is also related to the fact that traditional dress
acquired cultural value as part of cultural heritage. It has become both important and indispensible for
contemporary rural life because “things that accompany humans belong to their world, and are a source
of information on them”.

When it comes to regional demand, researchers need to take into account different approaches to
local and regional traditions, and the extent to which different social groups consider themselves traditional.
This type of information is available to employees of cultural institutions who cooperate, for instance,
with local initiatives (e.g. Farmers’ Wives’ Associations) and folk bands. They have invaluable information

regarding traditional dress, both in terms of its reconstruction and manufacture of accurate copies.

1. Pouches decorated with Lowicz embroidery by M. Madanowska, photo J. Stomska-Nowak 2005

34 For details see: E. Fry$-Pietraszkowa, Stroj [Dress], in: E. Fry$-Pietraszkowa, A. Kunczynska-Iracka, M. Pokropek
(ed.), Sztuka ludowa w Polsce. Warsaw: Wydawnictwo Arkady 1988, pp. 134-171.

35 J.Kruk, Doswiadczenie, reprezentacja i dziatanie wsrdd rzeczy i przedmiotow. Projektowanie edukacyjne. [Experience,
representation and action among things and objects. Educational design]. Gdansk: Wydawnictwo Uniwersytetu
Gdanskiego 2008, pp. 29.



It would be interesting to consider certain elements typical of folk design in a broader context,
particularly when it comes to their popularity in pop-culture. The use of these items, motives or elements
of traditional dress represents the trend of ethnodesign, but it also relies on their commercialisation and
mass production. A study that asks participants across Poland to identify common folk patterns and
motifs would be an interesting pursuit. The motif of a rose, which had been borrowed from traditional
hunting embroidery patterns, is becoming more and more familiar. Recently, it seems to have become
a common pattern that is frequently encountered outside of the context of traditional dress. The fact
that a single element from one of the more widely recognized types of folk dress* became so popular is
a symptom of a broader tendency. Wojciech Burszta named it the national post-folklorism, which “is not
only characterised by semantic simplification of message and its cultural load, but also by a complete
disassociation from the original context™. This interpretation focuses on how elements that stem from
traditional rural culture (such as traditional dress) function is an environment that is conventional and
semantically impoverished. In situations like these, such elements undergo gradual degradation (Fig. 11 2).

The popularity of ethnodesign raises interesting questions. One reason behind it is that people
search for meanings (their transformation, simplification or even lack of meaning); another that they
look for a relation between the person and the object because “people live and socialise not only with
other people but also with objects™®. The anthropological relation between the user and the used object
is rooted in a cultural context and the understanding of its symbolism®.

Contemporary transformations of folk dress, as well as products inspired by folk tradition (more or
less related to the original) are, in a way, taking a stand against fleeting fashions, canons and ever-changing
trends. An object that has familiar features makes its user experience a sense of stability. Edensor writes:
“the national nostalgia for certain objects manifests itself in the demand for craftsmanship, as opposed to
mass-produces homogenous artefacts™. A single motif, pattern or ornament that stems from folk dress
tradition can become the start of a personal journey for its user, a way to rebuilding their personal and

cultural identity (Fig. 3).

36 The first national study on cultural competence in Poland on the topic of broadly understood folk culture
had been conducted between 2002 and 2004 by a team of sociologists connected to the Institute of Rural and
Agricultural Development of the Polish Academy of Sciences led by prof. dr. hab. Izabela Bukraby-Rylska. Part of
the study was devoted to the recognisability of folk dress. The participants were shown photos of three types of
traditional dress and asked to name the varieties. Highlander dress was the most readily recognised (in 87,1% of
cases). Less familiar were the traditional costumes from Cracow (54,2%) and Lowicz (45%). To learn more about
the study see: I. Bukraba-Rylska (ed.), Polska wies w spotecznej Swiadomosci. Wiedza i opinie o kulturze ludowej,
rolnikach i rolnictwie [Polish rural areas in social consciousness. Knowledge and opinions about folk culture, farmers
and farming], Warsaw: Instytut Rozwoju Wsi i Rolnictwa Polskiej Akademii Nauk 2004.

37 W. Burszta, W obliczu wspélczesnosci. Trzy przyktady funkcjonowania wyobrazeri kulturowych, in: W. Burszta,
J. Damrosz (ed.), Pozegnanie paradygmatu? Etnologia wobec wspétczesnosci [The dawn of a paradigm. Ethnology
vs. Modernity], Warsaw: Instytut Kultury 1994, pp. 106.

38 O. Kwiatkowska, A. F. Kola, O przywréceniu zachwianej rownowagi w refleksji antropologicznej. Glos podwajny
w sprawie przedmiotow, in: M. Brocki, K. Gérny, W. Kuligowski (ed.), Kultura profesjonalna etnologéw w Polsce.
Wroctaw: Katedra Etnologii i Antropologii Kulturowej Uniwersytetu Wroctawskiego 2006, pp. 134.

39 J.Kruk, Doswiadczenie, reprezentacja i dziatanie wsrod rzeczy i przedmiotow. Projektowanie edukacyjne [Experience,
representation and action among things and objects. Educational design]. Gdansk: Wydawnictwo Uniwersytetu
Gdanskiego 2008, pp. 27.

40 Edensor E. Tozsamos¢ narodowa, kultura popularna i zycie codzienne [National identity, popular culture and
everyday life]. Cracow: Wydawnictwo Uniwersytetu Jagielloniskiego 2004, pp. 153.
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PERSONAL OBJECTS AND PERSONAL STORIES

In 2008, I conducted a series of interviews with the inhabitants of several villages in Zutawy who originally
came from villages located on the Polish-Ukrainian border.

They moved to the north of Poland in 1947 as part of operation ,Wista®“. These interviews were
biographic in character, and focused on such issues as relocations, difficulties in adaptation, and gradual
acclimatization to new social and cultural conditions. I have listened to memories of the most difficult, and
most beautiful parts of the participants® lives; we browsed through family photos and looked at souvenirs.

All of the stories that had been shared with me had an underlying meaning. They talked about
identities and how they are kept, constructed and maintained. Identity was understood in the national and
ethnic sense, but also as something very personal. One’s own identity was built in relation to building and
supporting an ethos of belonging to a minority. All of the stories also mentioned traditional dress. One of
the participants described her memory of a dance organised in her hometown in the Ukraine. Everyone
was wearing Ukrainian shirts, and she was wearing “a Ukrainian skirt — a red one. It was decorated with
blue and yellow ribbon™*. During the second meeting we browsed family photo albums, which contained
photographs of teenagers posing in Ukrainian costume. Each photograph was explained to me: who wore
what, why not everyone wore the same kind of shirt*. The third story told me about a valuable family
heirloom - a woollen headscarf decorated in a flowery pattern. It used to belong to the interviewee’s mother.
The family was able to bring it to Poland from their hometown: “If you had a beautiful headscarf that you
wanted to take you needed to hide it. My sister brought one with her, a large colourful scarf. We also have

another one that is 80 years old. We had to hide them, otherwise they would have been taken away™*.

3. ,W rytmie folk”, a project by Ola Szymanska. Based on snutka golinska, a type of openwork embroidery.
Project won 1st prize on the “Souvenir from Poland” competition organised during the NEW FOLK DESIGN
festival Photo: A. W. Brzezinska 2009*

41 Interview with L.PP. born in Uhrynowo. Author’s research, Marzecino 2008.
42 Interview with P.T. born in Uhrynowo. Author’s research, Marzecino 2008.
43 Interview with A.H. born in Kornie. Author’s research, Stegna 2008.

44 http://www.newfolk.pl/2009/ (accessed on: 13.01.2013).



These examples illustrate two important functional contexts of traditional dress and its elements. It may
emphasize identity and convey tradition, or it may have personal value as a memory or souvenir. Jozef Gajek,
a researcher on the topic of folk dress from Pomorze (Pomerania), referred to the latter in his work from the
end of the 1930’s: “sometimes a trip down the memory lane is the only opportunity for the hands of an aging
woman to present the world with these faded testimonies of the past. In their memories these items are still
glowing with sumptuous colours, vibrancy of youth, and evoke images of past acquaintances and events®.

In the foreground, there is the person and their history, as well as the object they are connected
with. The object is a witness of events that acquired its own history — a biography of sorts. Traditional
dress can be viewed from two research perspectives: as a story of a single object (element of traditional
dress) and as a clue, pointing us towards the history of its owner. The appearance of the dress, its cut,
colour and decoration become a matter of secondary importance®. Just as the functions of traditional
dress, described by Krystyna Hermanowicz-Nowak as: “practical, aesthetic, magical; clothing helps
define age, social and family standing, profession; clothing can also be festive or ritual® have changed,
the directions of research on traditional dress could change as well. Out of the enumerated functions,
only the aesthetical function remains applicable to contemporary times* (e.g. research on ethnodesign).
Other functions remain interesting from the ethno-historical viewpoint, while the elements of traditional

dress serve as souvenirs and mementos.
THE ARTISTIC QUEST FOR IDENTITY

Let us begin the debate on the kind of personal and cultural messages conveyed by traditional dress
with an artistic project described by art historian Ewa Witkowska. “The project in question, ,Top Model
Made in Poland” is a complex artistic and scientific endeavour by Violka Kus. The artist travels through
time and space to meet Polish rural women from bygone years, while at the same time attempting self-
discovery. The large, colourful photographs show us portraits of women wearing regional dress from the
main areas of cultural importance in Poland. Looking at the photographs, we may listen to the stories
of the artist meeting each of these women, called “One — Ofiarodawczynie” (The Givers) from a portable
MP3 player. A map on the wall shows us the locations of folk culture centres visited by Violka Kus,
and the route of her journey. Next to the colourful portraits there is a storage space filled with boxes of
photographs that depict women the artist met, called “One — Spotkane” (The Acquaintances). Visitors can
also access an office space containing ethnographic records of all the regional dress elements used in the

project. In the office, visitors can view the virtual museum with a teleport room™.

45 J. Gajek, Stroje ludowe na Pomorzu. in: J. Gajek (ed.), Struktura etniczna i kultura ludowa Pomorza, Inroduction,
catalogue and editing Anna Kwasniewska, Gdansk, Wejherowo 2009, pp. 99.

46 Research of folk clothing and traditional dress in Poland was primarily conducted in the context of material (rather
than symbolic) culture, as K. Hermanowicz-Nowak writes in her work Stan badan nad strojem ludowym w Polsce
(préba oceny dotychczasowych osiggniec. ,Polska Sztuka Ludowa” 1: 1977, pp. 3-7. A separate approach that goes
beyond the material context is found in the work of I. Turnau: Ubiér jako znak, ,Lud”, vol. 70: 1986, pp. 67-83.

47 K. Hermanowicz-Nowak, Odziez., in: M. Biernacka, B. Kopczynska-Jaworska, A. Kutrzeba-Pojnarowa,
W. Paprocka (ed.), Etnografia Polski. Przemiany kultury ludowej. Wroctaw, Warszawa, Krakow, Gdansk: Zaktad
Narodowy Imienia Ossolinskich, Wydawnictwo Polskiej Akademii Nauk 1976, pp. 379.

48 See the chapter by H. Czachowski and J. Stomska-Nowak, this volume.

49 http://top-model.bo.pl/ (accessed on:24.01.2013).
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TOP_MODEL MADE IN POLAND is the title of the photography project by Violka Kus, a Polish
artist from Bydgoszcz. It was implemented in several stages through 2007. At the heart of the project
was a journey in search of inspiration and answers to questions regarding the artist’s social and cultural
identity. In this way, the project became the artist’s personal sentimental journey (Fig. 4). In the years
2003, 2005 and 2006 the artist went on 16 ethnographic journeys, travelling the distance of approximately
9 000 kilometres. She took photographs of herself wearing traditional dress from a variety of regions, each
time attempting to recreate a particular scene or situation. An so, when the artist wearing the traditional
dress of a married woman stares wistfully out of the window of a kashubian home she becomes a woman
“waiting for the return”, and when she does chores in a traditional Bamberg dress she is “a painting
carrier waiting for the procession™". During the field research, the artist cooperated with ethnographers
- guardians of memory*?. These women made it possible for the artist to access a variety of collections,
and wear the traditional dresses from various regions. In doing so, they became active participants
in the artist’s personal journey. The guiding principle behind the project was the metaphorical act of
teleportation, that is travelling in time to the period between the end of the 19" century and the 1960s.
Ethnographic space, autobiographical memory and mind were tools supporting this journey.

Each field trip in search of one of the female characters was completed by recording the gathered
materials in several ways. Not only did the artist dress in the traditional clothes of a relevant region, she

was also interested in the particular items the dress consisted of: beads, headscarf, bonnet, apron, booties.

SALON TELEPORTOW
/ przykladowe rejstracje Onej 3,4,5 /

4. ,Structure of the Teleport Museum” — map of the journey. Source: http://top-model.bo.pl/

50 Ibid.
51 Ibid.
52 Artist’s own term, Ibid.



Each element was catalogued and described creating a museum record that contained information about
the origin of the item, its state, the material it had been made of, ornamentation, and its original user
or wearer. Thus, the object — an element of traditional dress — became a carrier of information about
its wearer, and the starting point of an investigation into her life story. Reliving everyday situations in
interiors that were specially set up for the purpose was supposed to help the artist understand the “other”
woman and the conditions in which she lived, for instance, the palucka villages in the early 20" century.

The project consists not only of staged photographs and museum records, but also of black and white
portraits of the owners of the traditional dress signed with their names and surnames®. The artist, according to
Marianna Michalowska (curator of Galeria 2piR): “seems to question the role of museums as archives of cultural
heritage. She demonstrates the need to bring back the memory of objects that are held captive in museum
catalogues. The artist herself admits, that the project “pays homage to the tradition of the richly dressed,
ornamental woman”. Although much of the effort was devoted to record-keeping (finding the clothes, learning
the methodology of making ethnographic records, creating artistic arrangements) the scope of the project goes
beyond the world of cultural institutions. The work of Viola Kus ventures outside the walls of a museum to tell
us a story about its heroine. Ethnography is merely a costume worn by a much more interesting cause. The
artist borrowed the clothes from the private collections of their owners. Wearing them, she became a model
in the ethnographic scenes that she had staged; a mannequin in an ad-hoc museum™*. The memory of these
women and girls, mothers and wives was brought back through the artistic creation and recreation of reality.
Violka Kus has named this part of her artistic journey “One - ofiarodawczynie strojow regionalnych z terenéw
Polski po 1945 roku” (They - The Givers of Polish regional dress after 1945).

We will discuss three photo shoots by the artist. The first features a woman wearing traditional
female clothing typical for Tursk, a village in Wielkopolska. This opening scene of the project is a self-
portrait that the artist shot in her grandparents’ backyard. In the photographs, a sombre woman sitting
under an apple tree looks into the lens, or bends to reach an apple on the ground. She removes parts of
the fruit in order to “remove the pain of the fruit”) (Polish: ,wykroi¢ béle w owocu”)*. It is worth noting
that the Artist’s sister, Anna, helped in the production of the photograph. The journey into the past
becomes a personal journey into the history of one’s own family. Finding out about different aspect of
womanhood makes the artist ask questions about herself: who she is, who she wants to be, what roles
she finds fulfilling (Fig. 5).

The second photo shoot features the author wearing traditional dress from Kujawy in a contemporary
setting - her own apartment in Bydgoszcz. The self-portrait shows the artist standing in her kitchen,
wearing traditional dress for married women. Titled “Waiting for boiling water”, this photo made the

artist want to perform the role of a good housewife*® (Fig. 6).

53 Multiple ethnographers were involved in the project: women working in traditional and open-air museums,
members of folk bands. They were considered experts with regard to a particular type of traditional dress, but
they also allowed the artist to feel the ambiance of the relevant time period and location. They also permitted the
use of museum records for artistic and ethnographic study.

54 M. Michatlowska, Z kregu teorii fotografii — Oddane spojrzenie — museum Violki Kus$ [Theory of photography —
A reflected sight — museum of Violka Kus], in: Top-Model Made in Poland. Muzeum teleportow Violki Kus. Materiat
artystyczno-badawczy..., Poznan: Galeria 2piR 2007, pp. 14-15.

55 http://top-model.bo.pl/ (accessed on: 24.01.2013).

56 Top-Model Made in Poland. Muzeum teleportéw Violki Kus$. Material artystyczno-badawczy..., Poznan: Galeria
2piR 2007, pp. 44.
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The third photo shoot, and the author’s final artistic journey took place in the Kujawsko-Dobrzynski
Ethnographic Park in Klébka near an 18" Century shrine of St. Anthony. This is the only photo where
the artist is wearing contemporary clothes that are “described as typically worn by women”". The outfit
consists of contemporary elements: pants from a fashion retailer and comfortable sandals. However, the
artist has also added a personal touch — a girl’s headscarf (Fig. 7). St. Anthony, the patron saint of loss and
hopeless cases, is posited as a remedy for lost identity of the artist, whose family comes from the vicinity
of Tursk, who lives in Kujawy but also travels, and is part of the global village. Malgorzata Jankowska,
the curator of the project, wrote: “Each of these journeys is a journey in time. We go back to the past,
relive childhood memories and years spent in the countryside. The data gathered throughout the project
helps the artist understand the role of women in rural areas, and their thought processes. It guides her in
an attempt to find her own identity, which had been shaped first by a village in Wielkopolska and later
by the chaos of a big city”™.

6. Wykrawajace bole owocu 5. Czekajaca na wrzatek 7. Szukajaca wlasnej zguby

Photos: Violka Kus, source: http://top-model.bo.pl/

ETHNOGRAPHICALLY SUPPORTED IDENTITY

Violks Ku$ approached the topic from two perspectives: museology (including record keeping and object
description) and field research (experience based auto-ethnography). The author uses the metaphor of
ateleportation device to explain a three-stage process of “dematerialisation, passage and materialisation”.
This is a clear reference to the rituals of passage and liminality. The artist becomes someone new after
every stage of her project. She assumes the social roles of the women she encountered, tries to understand

them, and finally leaves them in order to move forward. With every iteration she becomes richer by new

57 http://top-model.bo.pl/ (accessed on:24.01.2013).

58 M. Jankowska, Stowo od kuratorki projektu [A word from the curator of the project], in: Top-Model Made in
Poland. Muzeum teleportéw Violki Ku$. Material artystyczno-badawczy..., Poznan: Galeria 2piR 2007, pp. 8.

59 http://top-model.bo.pl/ (accessed on: 24.01.2013).



experiences, observations and insights. It is a paradox that a project so entrenched in the past should
tell the story of modern womanhood. Yet, it would have been impossible without the ethnographic
descriptions, anthropological interpretations and museum collections of traditional dress. The author
writes: “My analysis of time and custom is purely empirical. By taking self-portraits in regional dress
I have began to understand the mentality, reasoning and customs of women at the turn of the 20" century.
I needed to find out if the dress would transform me, or send me back in time. My actions come from the
desire to travel and learn™. The artist pulls the object into the spotlight and creates its personal history
by recreating the story of its wearer.

Another project that focused on building biographies of objects in contemporary context was devoted
to bringing back the camel scarves of Leczyca. These scarves can be found only in the Leczyca area. The
Leczyca Museum, together with the Museum of Archaeology and Ethnography in LodZ tried to revive
scarf-making skills. The project was grounded in the historical context through ethnographic lectures and
exhibitions of scarves from the museum collection. But first and foremost, it was designed as a contemporary
practical workshop. The participants were 20 women who had taken up various crafts as a hobby. Teaching
the participants how to make the Leczyca camel scarves is an excellent example of ethnodesign. It is also an
attempt to create a regional product that “could become an exclusive and unique example of craftsmanship™.

A single element such as a scarf is consciously separated from the costume as a whole. It operates in
the context of a specific kind of aesthetic and is used for marketing purposed. It becomes symbolic to a region.
Because the project consisted of a workshop, the product was re-established as part of contemporary rural
culture. The final stage of the project was a publication It described the Leczyce traditional dress in detail, as
well as introduced camel scarves and provided instructions for their manufacture. But the most intriguing
part of the publication is a series of interviews with project participants. Their contributions were quite
intimate, and often revealed a lot of their personal life. All of the women who took part in the project had
been photographed posing with the scarves they’ve made draped around their shoulders. The reader learns
about their passions, but perhaps more importantly, their motivation to participate in the project. In this
way the object (the scarf) becomes part of the personal context of family history, and a craft that can be
passed down from mother to daughter. This element of traditional dress is entrenched in regional tradition
and contemporary, folk-inspired fashion® while also being personally important to its wearer and maker.

The ethnographer not only disseminates knowledge and registers the phenomena observed,
but also points out potential interpretations of the dress and grounds it in a contemporary context.
“Currently, to read the message contained in things is to put together fragments and traces, which seem

to be disappearing at an ever-accelerating pace™.

60 V.Ku$, Zabawa w antropolozke wspotczesnosci — stowo od autorki [Pretending to be an anthropologist of the future
— a word from the author] in: Top-Model Made in Poland. Muzeum teleportow Violki Kus. Materiat artystyczno-
badawczy..., Poznan: Galeria 2piR 2007, pp. 6-7.

61 A. Dluzewska-Sobczak, A. Wozniak, Leczyckie chusty kamelowe [Camel scarves from Leczyca] . Leczyca, Lodz:
Muzeum w Leczycy, Muzeum Archeologiczne i Etnograficzne w Lodzi 2007, pp. 3.

62 AW. Brzezinska, J. Stomska-Nowak, Czy i jak badac dzis stroj ludowy? [Should traditional dress be studied today,
and how?], in: H. Rusek, A. Pieniczak (ed.), Etnologiczne i antropologiczne obrazy $wiata — konteksty i interpretacje.
Prace ofiarowane Profesorowi Zygmuntowi Klodnickiemu w 70. rocznicg urodzin. Cieszyn, Katowice: Uniwersytet
Slaski w Katowicach 2011, pp- 71.

63 J.Kruk, Doswiadczenie, reprezentacja i dziatanie wsrod rzeczy i przedmiotow. Projektowanie edukacyjne [Experience,
representation and action among things and objects. Educational design] Gdansk: Wydawnictwo Uniwersytetu
Gdanskiego 2008, pp. 40.
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SUMMARY

Traditional dress is, among other domains, the object of ethnological research, studies on costume and
museum studies. It can give insight regarding current tendencies related to its function outside of the
theatrical stage and folk band contexts. It is an excellent source of information regarding the identity of
its wearers, and those who chose objects inspired by folk design and decorative techniques. Contempora-
ry migrations, globalisation of culture, the quick changes in cultural inventory and crossing cultural and
social boundaries means that we have been reaching towards the heritage of other ethnic and regional
groups bolder than ever before. This applies, for instance, to product design. Perhaps then contemporary
studies on the changing functions of traditional dress could help us decide to what extent the widespread
use of our (Polish, regional and local) folk designs is a conscious effort, and to what extent is it a fashion,
or a fleeting trend. Jolanta Kruk wrote: “The road from a thing to an object is paved with experience. An
object is not something given, or something named but rather a conceptual description that operates
according to a set of rules guiding human perception”*. Therefore, when recreating a single element of

traditional dress and building its biography we may not omit the history of its user.

64 Op. cit., pp. 29.
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FEMALE HEADGEAR AS A TYPE OF SIGN

INTRODUCTION

raditional folk dress is one of the most interesting phenomena in folk culture. To a greater
extent than other factors, it is a stunning illustration of various aspects of rural life. Folk dress
would in its various forms convey various meanings; most importantly, it sent a message about
the person who was wearing it together with assigning them a place in a given community.
Such is the motivation behind this attempt at description of the cultural image of folk dress on the
example of female headgear. Two factors decide about the meaningful role of dress in folk culture: one
of them is the significance of holidays, the other - the importance of dress in the emergence of group
identity together with the need to participate in the community. In this context, the dress resembles
a language as it is a system of signs and codes created to fulfil the requirements of a given community.
Wearing diverse types of headgear is a symbolic sign with multiple meanings, various motivations and
functions which are rooted in magical thinking and mythical assessment of the world. Hence the second
reason behind this undertaking: when the cultural portrait of female headgear is reconstructed from the
communicative viewpoint, not only a fragment of common conscience of our ancestors is being rebuilt,
but also the deepest layers of Polish culture from the pre-Christian era are touched, and the changes in
the Polish system of values are indicated. Headgear constitutes a distinctive element of folk dress as it
describes its owner by telling who they are, but also by implicating who they are not. It would reveal
differences regarding the wealth and age of the wearers (e.g. a girl and a grown-up and married woman,
or a bachelor and an elderly farmer) which can serve as a base for reconstruction of the social, moral and
ideological system of their community.
The aim of the paper is to decipher that system of signals hidden in female headgear and ornaments.
The most interesting are here the contexts in which the dress expresses more than just its visual aspects
and functions as a sign or symbol of immaterial phenomena or states. Due to the extensiveness of the
topic, the most important matters have been discussed here as a background for more detailed analyses.
The research material concerns the region of Lubelszczyzna. It consists of verbal and non-verbal
data excerpted from printed sources such as linguistic dictionaries; records of beliefs, customs and rituals;

folklore texts; lexicons of symbols; collections of photographs and online resources®.
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66 Photos and postcards presenting the traditional dress of Lubelszczyzna are stored by the National Ethnographic
Museum in Warsaw, The Seweryn Udziela Ethnographic Museum of Krakéw, the Lublin Museum, the Museum
of History of the Town of Lublin and the Museum of the Lublin Countryside.
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As regards the time span of ethnographic literature, the limits have been set by the “Lubelskie” and
“Chelmskie” volumes of Oskar Kolberg’s “Collected works™, together with the issues of Atlas of Polish
Folk Costume dedicated to the types of dress of Lubelskie®. They are a synthetic analysis of the changes and
development of the costume. Another source is the work of J. Swiezy on female folk headgear in Lubelskie
voivodship, published in 1961%. Therefore, most of the data concerns the very end of the 19th century and
the times before that, while the cut-off point is the end of the First World War - when the festive outfit
stopped being worn in the majority of the discussed area. Despite this quite wide time span and richness and
diversity of female headgear in the region, until the end of the 19th century both the traditional form and

method of wearing the headgear were adhered to, and thus the semantic value was maintained.
TRADITIONAL DRESS AS A MACRO-SIGN

Objects that belong to headgear category are macro-signs, and thus units built from elements placed lower in the
hierarchy and carrying equally intricate meanings. Yet, they constitute a finite and orderly sequence, one global
sign” that is a coherent whole, since its cultural image consists of elements unified at the level of meaning’'. What
is meaningful is the colour, length, cut, type of seams, form and shape, fabric, layers of the dress and everything
that is nowadays called an accessory: ribbons or ornaments. Female headgear, especially that worn during the
wedding rituals, included many such micro-signs™. The ritual was particularly solemn and considered unusual
and magical, due to the prevailing belief that during a wedding the forces of good and evil appear to spar in a duel.
The latter had to be skilfully driven away or deceived in order for the newlyweds to have a long and wealthy life.

The most significant recommendations of magical and wishful character included:
THE COLOUR PALETTE:

 red - functioned as an apotropaic, anti-demonic attribute that was to avert all misfortune. Red
pieces, in particular tied ribbons, sashes or beads etc. block the access for any demonic forces and
remove spells. Red also symbolises the unique and ambiguous situation of the newlyweds who

during the ritual do not belong to any particular world™.
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+ green - the greenery of flowers and coniferous plants is a symbol of life and immortality, hence
it plays a predominant role in observances that aim mostly at enhancing growth, abundance
and fertility”™. Young girls’ rue garlands symbolised virginity, state of maintained harmony and
undiscovered sexuality. Both leaves and twigs of rue and rosemary were also assigned aphrodisiac
qualities, they were thought to improve fertility and used as apotropaic objects - sewn into the
hems of aprons they protected against witches and curses”.

« white - symbolises the ambiguous status of the newlyweds, the contact with both the sacrum and
the evil forces”. White stands also for cleanliness, maidenhood and hidden fertility”.

+ black - during the wedding ritual it indicates the contact between wedding guests and the afterlife.

A black bonnet was given to a bride that was in mourning™.

SHAPE:

+ open or closed: related to either blocking or enabling various processes and changes. The circular
shape allows for a change, while the closure stops any such action and creates a magical enclave,
fixing the existing state of affairs’’. Maidens wore round headgear since their status was open and
ready for transformations. Married women, however, tied their bonnets so as to block any further
shifts of status (and not to become widows).

« roundness and circular shape: symbols of connection between cosmic spheres and continuity of time*.

ACCESSORIES:

+ flower wreath - symbolised the virginity of the bride and connected the participants in the ritual to
the sacral and undifferentiated reality of the beyond. When they undergo the transformation, they
go through the phase of ritual death as well. Wreaths provide magical protection to their wearers
or those who stand within their symbolic field of influence®. Their magical properties were to
impact the whole later life of the newlyweds. It was also believed that if the bridesmaid touched

the wreath, she would marry soon®.
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Generally, everything repeats itself. Days of the week, days of the week and of the year... And wedding bands are also
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« jewellery - first and foremost, coral beads worn to important celebrations due to their high value,

very rarely also amber beads®. Additionally, women from Krzczonéw would wear scapulars under
the beads®. These accessories belonged to the ceremonial dress of the bride. During the Lent or in
mourning, white beads were worn instead of regular ones.

flowers - are a sign of life, vital strength and connection with the other world. Further, colourful
flowers were said to avert evil spells®.

ribbons - due to their length, they forecast wealth and good fortune of the farm and the family, they

promise a long life*. A bunch of ribbons in various colours symbolises the maiden state®.

ACTIONS:

« unfastening, unbraiding - undone hair symbolises the transformational phase, as the bride changes

her social status®.

keeping wedding ribbons, bouquets or traditional bunches of twigs was a magical action aiming
at securing the permanence and happiness of the marital union®. Rosemary bouquets made from
the bride’s garland were thrown into water at the firstborn’s child first bath to assure happy
upbringing”. Sewn into corners of newlyweds’ pillows, they were to bring happiness to the family.
Leaves from the garland were also supposed to help with various ailments®.

The above are examples of microsigns utilised by the common consciousness to construct and

reconstruct the traditional folk dress. They aim at delivering a specific message concerning group identity

of the wearer of the dress; starting from regional identity, through the age, social class, or material wealth.

They additionally underline the difference between the time of work and of celebration. What follows are

possible readings of headgear as selected cultural codes.

DRESS AS A SIGN OF IDENTITY (ETHNOGRAPHIC AND REGIONAL BELONGING)

Apart from the fundamental function of protecting human body, dress has always served as a constructing

base of group cultural identity, as a canon of “our” costumes differentiated us from “the others”. Costumes

as a criterion for division of territory between “our own” and “others” were analysed by Oskar Kolberg

and Kazimierz Moszynski, who underlined the fact that some parts of clothing were basis for names

and nicknames of local groups®. Such monikers were also - or perhaps predominantly - attributed to
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minorities®®. Moszyniski indicated that women of Ukrainian origin residing in borderlands in Chetmskie
were called “the horned ones” due to the construction of their klobuks with two horns at the sides of the
head. Despite such hairstyles existing also among the Polish community*, the nickname “horned ones”
functioned as a description of Ruthenian women. Similarly, residents of each particular village were
distinguished by their own type of headgear. Women from Krzczonéw did not wear the “ugly half-cap”
worn in surrounding villages, preferring a scarf resembling a sieve, or in Polish sito which earned them
the name of sitarki. This demonstrates that headgear was one of the pillars for the distinction between

“us” and “them” as well as manifestation of regional and ethnic identity®.
DRESS AS IDENTIFICATION OF SOCIAL AND MATERIAL STATUS

Clothing or elements of costumes were treated as property mainly by that group of rural folk which
could afford to satisfy their needs in this matter”. The material status of both the peasant and the noble
class of Lubelszczyzna was quite uniform, respectively. Despite that, noble tenant farmers and wealthier
farmers paid attention to distinguishing themselves from their poorer neighbours, such as townswomen
of Bilgoraj or nobility of Podlasie. Appropriate colours would also indicate the wearer belonged to
the given class. Thus, women from boyar families of Miedzyrzecz differentiated themselves from their
neighbours by kerchiefs wrapped around their heads, decorated with traditional patterns of blue, white
and red stripes. With time, fashions from the city replaced the patterns with colourful checks®.
Clothing is a type of property that has been and continues to be often used as manifestation of
wealth and social status. The manners of such manifestation are various:
a) economically speaking,
+ ornaments made from noble metals, for instance resembling coins,
« more expensive fabrics (wool or silk thread)®,
+ intricate bonnet draping, performed by farmers’ wives specialising in it”.
b) aspiring to own as many headpieces as possible, made from the highest quality fabrics available:
+ quantitatively, it meant putting an old everyday headscarf under the new one'®,
« qualitatively - wealthy married women of the Bilgoraj region wore laced and embroidered
nadkrywkas (long linen scarves). Poorer women wore linen sheets woven diagonally which were

also parts of their workwear'.
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c) wearing clothes resembling ordinary city clothes:

« purchasing ready-made scarves, moving away from homespun cloth'®,

« as regards both form and names, switching from former customs towards new trends; changing
colour sets (chiefly, the headscarves had to be colourful and bright) and dominating patterns *(e.g.
from stripes to checks),

« girls from towns and cities would only wear flowers in their hair and resign from headscarves,
while village girls would cover their heads with small muslin or wool kerchiefs'®.

Expensive scarves were certainly very valued and only worn on special occasions in order for them
to be inherited by further generations. This is indicated by numerous lists and last wills enumerating
various wraps and headscarves, most often when they were made of high-quality fabric and laced or

embroidered'®.
DRESS AS A SIGN DENOTING THE AGE AND MARITAL STATUS

A universal rule stated that married women needed to cover their hair, while unmarried ones had to
leave the plaits uncovered. Construction of headpieces was dependant on the rule: those for girls always
had to be open on top and took mostly the form of garlands, rings or bands. Headpieces for wives, such
as caps and headscarves, covered the head. Married women wrapped their hair without plaiting it, as
girls would do; a wife “(...) undoes her hair for the wedding and never plaits it again until the end of her
life”%. Regional differences could affect numerous details of this basic rule. For instance, there could have
been one or two braids, woven into a crown or a bun. During the ceremony of unveiling and capping,
hair would be cut or only wound around a stiff pad called chametka. Married women put on a cap or
a bonnet and a headscarf; alternatively, a headscarf folded in a specific manner. To be seen in public with
uncovered hair meant much shame and humiliation'””. A bonnet was namely an attribute of marriage and
conventionalised sign for sexual initiation. Hence the unbraiding, hair cutting and hiding under the cap
symbolises the closure of one and opening of another life stage'®.

Decorations of headgear also bore messages concerning the length of married life. In Zamojskie,
caps of older married women were only embroidered in black. Those worn by younger women also
had black embroidery, but with additional small red embellishments; they were also bigger and more

ornamental'”. With age, the number and distinctiveness of ornaments would become limited, since “it
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was time to think about death and not love™". Thus, older women’s clothes were mostly in black and
grey, as a symbol of the end of life. Additionally, the shape and size of the cap presented information on
the age of the wearer. Caps of younger married women were smaller (6.5 x 9.2 cm) and elliptic; those of

older women were bigger (11.5 x 12 cm) and almost round™.
DRESS AS A SIGN OF THE RITUAL

Participants of rituals performing different roles would wear different types of headgear. During the
wedding, the headpiece indicated what the function of the participant was. The bride, the matron of
honour, bridesmaid and the matchmaker would each choose different head embellishment. For example,
the matron of honour in Chetmskie would put on a whole construction consisting of a garland of vinca
and down adorned with weavings from colourful wool, galoons, bunches of white down, red ribbons
and pieces of straw''2. In Wielgcza (the district of Zamos¢), “(...) the matron of honour wore a crown-like
wreath made from dried cereal ears, ripe grass and shiny straw curled in rings, decorated with dried twigs
of viburnum or rowan, with berries. The master of ceremonies would also have a bunch of ripe oat sewn to
the crown of his hat”'*. Lavish embellishment of the matron’s headgear refers to her important function.
She was as it were the leader of married women with much respect and esteem in the community, as
well as a good and responsible housewife. Thus, her plant-based headpiece was to symbolise and herald
harvests and abundance for the newly formed family.

A girl invited to be the bridesmaid during the wedding also decorated her head in a specific way.
In the region of Wlodawa, she would put a kerchief on, just as the bride, but with fewer bows and shorter
ribbons'*. Since the wedding attire was mostly festive in nature, the character of the ritual manifested in
accessories, such as special hair arrangement covered with a garland, colourful ribbons and other shiny
adornments. A bridesmaid’s headgear had to be particularly full of various ornaments since it symbolised
the maidenhood with its playful light-heartedness.

The situation changed when decorations for the wedding attire resembling ordinary city clothes
came into fashion. The bride’s dress changed most rapidly. It borrowed the following elements from the
city attire: a set of “white percale clothes, a skirt and a waist-long caftan with a muslin apron embroidered
with lace. Over that, she wore a scarf, white with colourful flowers. It could also be light grey or yellow,
but always light. Her hair was braided and put up, decorated with a lavish garland from artificial white
flowers and several white ribbons hanging down her back”*. Poorer girls had to make do with cheaper

fabrics such as fustian or plain hemp. The dress, even though it basically retained the typically folk
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elements, has changed character due to the new element of the caftan and new colours (previously
uncommon in wedding costumes). The principle of autonomous folk wedding costume, distinguishing
the peasant class, has been broken. Furthermore, with new costumes another rule was abandoned: the

festive character of the clothes was no longer emphasised solely through headgear and accessories.
DRESS AS A SIGN OF THE FESTIVE SEASON

Holidays were an occasion to present the costumes, underline the importance of the festive season and
manifest the owners’ social status. The newest and most fashionable clothes made from fabrics more
expensive than usual were donned, even if they did not necessarily match the season of the year: “Often
also in the summer, regardless of the heat, they wear fustian skirts and wadded caftans, as long as they
are festive”''. Further, various headscarves and scarves had to be delicate, thin and richly ornamented, as
well as often draped in a certain way'"".

The festive outfit was a visual symbol of the border between the times of work and rest. By putting
on colourful headscarves from better-quality fabrics, the wearers emphasised how they switched to the
festive season, and manifested their positive attitude to it or its crucial values. Taking off the everyday
headscarves and donning the special ones made from muslin or lace was a ritual gesture. Whoever was
dressed in their best clothes, behaved differently; in fact, it was their duty. In traditional culture, festive
outfits could not have been worn at random. Instead, they were put on in specific situations uniform
for the whole community. The most well-known and popular type of festive outfits is represented by
Sunday clothes worn for religious celebrations. Headscarves for such days were bound in a special
manner, one that was not applied to everyday scarves. Zofia Staniszewska in her description of life of
Krzczonéw inhabitants recounts how to bind the festive scarves. “The whole art of binding or rather
fastening depends on the skilful highlighting of the embroidery; not every woman can boast of such
a skill. Usually, before going to church the peasant women gather at the house of a famous neighbour
with much competence, asking her for the fastening. The more durable the bind, the more appreciated
it is”"®. Such a bonnet would be taken off upon returning from the church and put carefully in the chest
without being undone. Later, the ceremony would be repeated until the headscarf became completely
dirty. Similarly, in the poviat of Bilgoraj, on a normal day the wives of sieve traders used to put up quite
a high wrap from colourful headscarves, usually in nut-brown, white, light pink or skin colour, with
flowers and patterns. For holidays, they would decorate it more, putting it up even higher, adding knots
and bends or coin embellishments (“like the Greeks™'*). In case of bad weather, it was covered by a larger
colourful scarf that also protected the shoulders'®. In Podlasie, girls wore wraps for holidays and dances.
Its ends would fall on the shoulders and then fly up during dancing. They also wore colourful headscarves

or weaved colourful ribbons in specially braided hair'*'.
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The concern about the aesthetics of festive outfits was manifested among others through materials
used for adornments: silk embroidery instead of cotton thread as in everyday clothes'®, use of lace and
ornaments'®, and the colour palette of the outfit. What mattered was the lavishness, elegant cut, vivid
colour, ruffles and folds, number of times it was wrapped around head as well as the frequency of wearing

- everything that constitutes the general outfit aesthetics'*.

CONCLUSION

Since the beginning of the 20th century, alongside the transformations of the society, changes in
clothing and dressing customs have been observed. Deregulation of patterns, norms and conventions
- which influence individual choices - has become the dominating trend that manifests itself also in
the dressing customs of countryside inhabitants. The process has led to change in the basic functions
of folk costume, now all unified under the umbrella of ludicity and folklore. Currently, folk costumes
are mostly reconstructed and can be seen during national or church celebrations, or at various festivals
devoted mostly to traditional folk culture. Out of the previous primary functions of the festive and ritual
outfits, only the demarcation of the ethnographic identity of the wearer remained. The traditional dress
is most often worn in the time of holiday and celebration. Its ludic character affects its form profoundly,
manifesting itself in the decorativeness, lavishness and imitation or stylisation. Hence, modern folk dress

ought to be called costume, as it requires new research methods and a new cultural code.
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Malgorzata Imiotek'®

Museum of the Kielce Countryside

OBJECTIVES, FUNCTIONS AND NEW RESEARCH ASPECTS OF CONTEMPORARY STUDIES ON
TRADITIONAL FOLK COSTUMES (BASED ON THE PAPER “FOLK COSTUMES OF KIELECCZYZNA”)

INTRODUCTION

raditional folk costume, which had been one of the most important determinants of cultural
individuality for ethnographic groups in Poland until mid 20" century and had been used
for various purposes in peasant communities, is a relic of the past. Nevertheless, researchers
with both academic and museological background still find it interesting. Traditional folk
costumes of Kielecczyzna are not an exception and the 2012 monograph published by Museum of the
Kielce Countryside “Folk costumes of Kielecczyzna” is a case in point. The region is located on the border
of Malopolska (Lesser Poland) and Mazowsze (Masovia). Both the character and the different aspects
of traditional folk costume as a cultural phenomenon stemming from the region’s location deserve
a comprehensive study. Problems generated by the contemporary situation of traditional folk costume,

which nowadays is mostly used as a stage costume, are equally interesting.

- Terytorium wehodzyce w sklad wszystkich jednostek

terytorialnych funkcjonujacych kolejne na terenie
historycznej Ziemi Sandomierskiej w poszczegdl-
nych okresach historycznych (1474 - 1975)
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KIELECCZYZNA AS A CULTURAL REGION

The area referred to as Kielecczyzna covers the territory between Vistula river and two of its tributaries
— Pilica and Nida. Before the partitions of Poland this area was located within administrative borders of
Sandomierz voivodeship'*. The turbulent history of changes in administrative structures entailed various
changes in terminology. In the 18" century the territory was referred to as Sandomierszczyza while in the
19" century as ziemia kielecka and ziemia radomska (land of Kielce and Radom). The term “Kielecczyzna”
first appeared in the 20™ century. The territory has never actually fitted in the borders of administrative
units, but was in fact their most stable and durable element. Its continuous affiliation to consecutive
territorial units from the Middle Ages until 1975 allows to state that the Land of Sandomierz is home to
a region that is deeply rooted in the local tradition. A region, that had been shaped in specific political,
economic and migratory conditions and revolved around constant administrative centres — Sandomierz
till the 18" century, Kielce and Radom in the 19" and 20™ century'?. The region is situated in the north of
Matopolska. The majority of inhabitants represented one of the ethno-regional groups Sandomierzanie'*.
In the northwest, Sandomierzanie bordered with another group - Krakowiacy. Several subgroups of
Krakowiacy identified themselves with different types of traditional costume. Skalbmierzacy inhabited
the southern part of Kielecczyzna. In the west and northwest Sandomierzanie bordered with Sieradzanie
and Leczycanie who lived along the right bank of Pilica. Mazurzy, a group from Mazowsze living on the
territory between the mouth of Drzewica and middle and lower Chodcza (right bank tributary of Ttzanka)
were Sandomierzanie’s northern neighbours. This illustrates the diversity of Kielecczyzna’s ethnographic
makeup (referring to primal tribal settlement), which resulted in a great variety of traditional folk costumes.
The long-lasting clash of influences from both Malopolska and Mazowsze translated into different types
and forms of traditional folk costumes within the region. Such clashes tend to leave mark on all aspects

of the local culture, including the traditional folk costume.
THE CHARACTER OF TRADITIONAL FOLK COSTUME IN KIELECCZYZNA

The following types of traditional folk costumes were found in Kielecczyzna: Kielce traditional costume
with a Wloszczowa variety, Swiqtokrzyskie traditional costume, Sandomierz traditional costume, Cracow
traditional costume (eastern Krakowiacy), Radom traditional costume and Opoczno traditional costume.
The taxonomy used by researchers interested in the Polish folk costume based on a number of criteria (the
use of raw materials, form of particular pieces of clothing, type of ornaments and ethnic and linguistic
premises) distinguishes between four groups of folk costumes on the territory of Poland from mid 19" to
mid 20™ century'®. Group one includes highlanders’ traditional costume, group two consists of costumes

from Malopolska, Lubelskie and Podlasie, group three includes Mazowsze traditional folk costumes and
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group four - Slask (Silesia), Wielkopolska (Greater Poland) and Pomorze (Pomerania) traditional folk
costumes. The costumes from Kielecczyzna fall into groups two (Krakéw, Sandomierz) and three (Kielce
- Wiloszczowa, Swietokrzyskie, Opoczno and Radom). They have the characteristics of respective
groups. Typically Matopolska women’s costumes were made of flax or hemp cloth. Later these fabrics
were partially replaced by industrial ones. The characteristic elements included for example white
muslin or cloth aprons. Striped fabric — woollen homespun cloth with a characteristic pattern — was
not known. Men’s russet coats were not cut off at the waist — gussets of fabric were put on the sides in
order to achieve the flared shape of the garment.

One of the characteristics of Mazowsze costumes was the use of striped homespun fabric in order
to make aprons and shoulder wraps — probably the most representative element of women’s costume.
Men’s russet coats were cut off at the waist and consisted of two parts: a well-fitted waist (upper part)
and a wide skirt-like garment pleated in the back (lower part).

However, it should be emphasized that the discussed characteristics of Kielecczyzna costumes
can also be found in other groups. And so a russet coat typical for Malopolska can be found in
Swietokrzyskie costume, which belongs to the Mazowsze group, and a pleated men’s russet coat cut
of at the waist, typical for Mazowsze, can be found in Sandomierz costume that belongs to Mazowsze
group. This proves that the clash of cultures on the transition territories such as Kielecczyzna makes
it difficult to unambiguously classify a cultural phenomenon (in this instance the traditional folk
costume). Especially if one wishes to do so based on a single criterion, which in this particular case
would be the cut of a given piece of clothing. It seems that the occurrence of transitional costumes (or
varieties of costumes) not only between different groups but also within them, is a representative trait
of the above-described conditions. The northwest part of Konskie poviat (former Radoszyce starosty)
can serve as an example. The traditional peasant costume included elements representative for both

Kielce and Opoczno: women’s dresses weiniaki or white, braided men’s russet coats.
CHANGES TO AND DECLINE OF THE TRADITIONAL FOLK COSTUME. OTHER PHENOMENA.

The formal unchangingness of the folk costume was one of the basic characteristics that allowed
distinguishing between folk costume and ordinary clothes. However, this unchangingness was only
superficial and applied to selected elements. Even in its prime — mid 19" and the turn of 20" century
- when the traditional folk costume had been an accurate representation and a solidifier of the group
identity, it had not remained unchanged'. Depending on the users’ initiative, it was altered due to
changing fashion trends, availability of raw materials - fabric, dyes, haberdashery — and the particular
taste of the makers who wanted to have a more colourful and festive costume. The contact with
representatives of other regional groups and their costumes also had its significance. However, all of
the formal changes were in fact adaptations that did not go beyond the traditional costume of a given
group. The basic functions stayed the same, while ornaments, colours or the set of fabric and execution
technique would change. Sometimes expansion of certain elements or complete costumes that would

replace the local dress occurred.
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The traditional folk costume, perceived as universal festive attire for the peasants, disappeared
from Kielecczyzna at the end of the interwar period. It is worth emphasizing that vanishing of the
costume was a multi-stage process affecting different parts of Kielecczyzna at a different pace. It started
with the adaptation of new fabric and accessories (early 20" century), continued with the replacement
of certain elements with new forms of attire usually adapted from the city — for example blouses
instead of women’s shirts (the 1920s) — and finished with the actual replacement of the traditional folk
costume with ordinary clothes (1930 — 1950). Men’s costume disappeared much earlier than women’s.
Some elements such as shoulder wraps and szalindwka wraps were still noted in the late 20™ century,
however rarely and usually worn by mature or even elderly women.

It should be noted that certain aesthetic standards referring to traditional