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Abstract—This article presents a research on museum exhibitns
and discusses one of the case studies approachiliseo del Traje
- Centro de Investigacion del Patrimonio Etnolégic8pain. Based
on bibliographic references, ethnographic fieldwork qualitative
analyses and interviews, two ways of interaction Iween a
patrimonial collection and the general public are aalyzed: the
exhibition rooms and the institutional website. Theaim is to
verify the resources and connections used to commigate the
clothing material culture.
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I. INTRODUCTION

This article incorporates material that is part eof
Ph.D. thesis in design in progress, with advisof.Boéo A.
Mota (University of Aveiro) and Prof. Nuno Portor{iversity
of Coimbra and University of British Columbia).

The object of study is primarily the face-to-face strategically address the

exhibition, expanding to other media, in the musgial
context of costume/fashion, including virtual extidns and
museums websites. The analysis focuses on nasatine
connections based on design products generatednvitie
scope of costume, in order to identify the mosevaht
narrative models in the recovery of such objects] & the
provision of public information about them and abtueir
associated social universe. Four institutions servecentral
case studiesviuseu Nacional do TrajandMuseu do design e
da Moda both PortugueseMuseo del Traje-Centro de
Investigacion del Patrimonio EtnologicT-CIPE), Spain;
andVictoria and Albert MuseupUK. Here, we'll discuss, in a
very succinct manner, case Il only: MT-CIPE.
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interactivity and attractiveness to stimulate ater@st, or
curiosity, in the Museum and its exhibitions. Thigalitative
analysis protocol follows the parameters mentiomed?2]

based (and not restricted) on the usability gumalifrom the
Massachusetts Institute of Technology [3].

Given the subject complexity, theoretical reference
are searched in different disciplines: Design, ifasTheory,
Communication, Sociology, Anthropology and Museglog
with focus on approaches related to curating, étibib
(virtual and face-to-face), narratives of mategalture and
also some case studies. These benchmarks suppert th
gualitative analyses carried out on a case-by-bases, or in
comparative considerations.

[ll. STUDY CASE:MT-CIPE

The Museo del Traje-Centro de Investigacion del
Patrimonio Etnolégicois a public institution of the Spanish
Government, which has been calling for actions to
institution towards fuiah
independence. It was opened in 2004 under thigutienal
nomenclature and retains an extensive collectiahtiblonged
to different museological discourses, being the twos
collection only part of this ethnographic assemble.

In the storage space, it is possible to discertindis
collections and understand the scale of a closeds$een the
new institutional direction, much of this heritad@s no
exposition perspective. The institution definescitiection in
10 categories, and the collection of fashion alyelagls more
than 30,000 objects: Historical Costume, Contenpyora
Costume (fashion), Popular Costume, Jewellery and
Accessories, Economic Activities, Household Equipm&un
Activities, Religiosity and Beliefs, Documentaryriels.

Most of the objects come from donations or actions
with partners, such as the Association of Fashiesigners of

In the research process of MT-CIPE, a visit wasl hel Spain. There are also specific actions, eitherurghmse or by

on January, 2010 for field recognition and matec@lection.
On November, 2011, a deeper work took place, inctyéield
notes, the capture of images and an interview wlitlan
Gutiérrez from the Diffusion Department. The ingfinal
website [1] was accessed on November, 19 and 20, a6d
from February the @ to the 7, 2012. The following
evaluation criteria were adopted for analysis: citme,
usability, organization and, primarily, content, gdee of

Supported by Fundagéo para Ciéncia e Teciao{6€ T- Portuguese
Goverment), co-supported by FSE (Europeamtni
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third parties on tax agreement with the SpanisheBawent.
Based on the items of the collection and the wohictv is
conducted on them, the Museum can project mants afdals
and activities.

The MT-CIPE does not directly states an institugion
mission for itself, but in some spaces of dissetionasome
measures adopted or directions may be identifieds hlso
possible to assess its strategic positioning thHroactions in



partnership with other entities; proposals and ulex; the
criteria adopted in the process of assets inventargll these
cases we find a unanimous attribute: the valoomatby
authorial objects as recognized by the internatidashion
system, or even fashion designers celebrated infStianish
national market. Declarations in support of an e¢imaphic, in
contrast to such an aesthetic/status symbol appr@ae not
verified in all of its performances.

positions himself against the institution's name amssion,
and consequently collection, shift. Viana argueat tthe
change would be much more linked to the busineszulbdire
professionals, and in this specific case to theiléexarket,
than to the mission to investigate and narrate wliba
cultures and the collection itself. According tonhiand which
is clearly noted, the current institutional posiiing does not
seizes the collection diversity, i.e. anthropolagiend not

The Museum presents itself to the public in thetypological: costume.

Spanish language. Has English translation not forthe
information displayed, and French translation, orftyr
specific information.

Its main exhibiting space is basically formed breth
independent cores, either by architectural desigrbyo the
narratives as defined above and presently setdpithjected

sequence. Those three cores are: permanent eahijbiti patrimonial

didactic area and space for temporary exhibitiortgch shall

According to Daniel Sherman and Irit Rogoff, by
comparing the policies adopted by museums, oveg,timis
possible to appraise the "cultural construction]. [6hus,
summarizing Viana's analysis, "culture and culturatitage
are not necessarily synonymous, although some stiggs
present as an undisputed fact that what is seleet®d
(with  the approval and support of the
administrations) constitutes the essence and the ob a

not be discussed here. The Museum's website will beulture" [7].

considered as another exhibition space, with enmplmasthe
approach to its exhibitions and collections.

A. Permanent Exhibition

An historical narrative is conducted by chronoland the
aesthetic concept of the exposure object as a wbsakt. It is
divided into 9 main themes and adopting its owreshewith
emphasis on some historical periods or authoriatksvolt
provides information on lit panels, guides of roorasd
computer terminals. It also makes use of audio-@(®panish)
and sometimes video (or audio-video). All text isSpanish
and English languages.

B. Learning Area

This nomenclature is used by the Museum. It makesod
an educational narrative and addresses the unieérfsshion
in its technical, marketing, psychosocial and pbiggjical
components. Presents different interactive thenzgtfiroaches
with approximately 20 themes. In a more cognitigerative, it
presents some tactile references of the theorsdictipal
information (Spanish/English). In this area ardized specials
activities, including visitors with visual restrighs.

C. Website

It presents a simplified navigation graphical basder a 6
topics menu. It provides an overview of the pernmane
collection and some parts of the acquisitions, mdes a data
catalog. Variations are to be found for temporadyilgitions.

IV. EXPOSITORYCONTEXTANALYSIS

Therefore, the permanent exhibits (A, B, C) also
reflect this cultural build-up, and, moreover, some
dichotomies of discourse, as may be verified byaleling
some institutional positioning and exhibition aoo As an
example, the ethnographic objects, from traditiooalture,
and the fashion system's objects. And it is thas alteresting
to reflect about the binary narrative, which, fewveral reasons
and mainly because of conservation, separates somepts
and methodologies. A clear example is the Divisioh
historic/ aesthetic/ artistic and learning/ prasticise/ touch
exhibitions. A reflection of the traditional binamconomy
between art and science, which narrows or expaoctsr@ing
to the social-historical context, also handled Iy €conomic
system [8].

However, when the exhibition (A) and its virtual
representation (C) are correlated, the whole rigeratontext
is lost, creating a third expository reality, whicltoes not
borrows the concept of the first one or at leaist blgpermedia
platform potential tools. However, it may be notichat the
use of communication in cyberspace is a concerheMT-
CIPE, since it has promoted discussions about it ii®
addition to being more active on its social netvilngkpage,
which sums up more than 5.000 followers [10].

Targeting is another conflict: which public sha# b
addressed? The didactic exhibition (B) is presectlysidered
as a children's section, as stated in an interviemwever the
project, designed by Manuel Estrada Disefio Gré&idto, was
conceived under another perspective, and the engiaso
adopted are for adults.

About the permanent exhibition (A) is worth poimfin

Essays on museology criticism may be betteout a few choices made for its narrative:

understood thanks to MT-CIPE. Of the many museums

studied, MT-CIPE is one of those which most emuadiif
presents himself as an example of Anthony Sheltoritisal
perspective, when he says that "Narratives areadfeoted by
external contingencies, sometimes reflected innheseum's
name change, which might, over time, even resstgutional
objectives" [4], this when taking into account tréicisms by
Spanish professor and researcher Luis Dias Vighatjgn he

First, the space devoted to the last 40 years of
fashion. When considering the large chronologicairjey
narrated in the whole exhibition, one may deduag #bout

40 years would not exceed more than two rooms. kewyet

is exactly during this period that the fashion sgstchanges
and accelerates in an unsustainable way, and die®sllow
only an aesthetic line, rather assuming concepaesthetic),
commercial and social ramifications.



Another choice assumed for its narrative chronology The first example highlighted before is just the
was not to experience the Second World War anduto r utilization of an image (radiographic), an old tealogy, but
forward towards to the glamorous nurturing of Newok. it also intermediate and communicate about theobbieis an
Meaning that after the first three decades of il 2entury, image that show more than an aesthetic perspeciikis
the narrative jumps directly to 1950-60, despite thct that method is also made recently B&A Museumpublications
the Museum owns objects from this period. about pattern of women clothes [15].

Finally, we mention the emphasis given to some The second and third examples are two possibilities
names of fashion, with showcases or even speadifions, of interface between the objects and the publidiauideo
mainly to Spaniards, in concordance with the aativgsion of and magnifier), by characteristics about their cgtrre. Both
the Museum. methods are sustained by the visual language. itle® expos

Like everything else involving a reflection of the a part of the process to sewing clothes by animmeteie. The
sociocultural and psychosocial behavior, such akiém, it is same technique is used in thduseo Chileno de Arte
complex to bring forward or to decide which apptoadll be  Precolombinao show how a hat was knitted [reseairctoco,
worked on in a museum space, no matter how large fthe  Santiago, Set/2011]. Or in thMduseu Téxtil i d'Indumentaria,
MT-CIPE opted for an exhibit, which follows the &fme of the video presents the transformations of the ‘maditbody
Haute-Couture, a facet of fashion which currenths Hts shape by clothes in a clear, quick and easy wagefrehin
action more reflected on brand image and cosmatesghan loco, Barcelona, May/2011]. This kind of communication
on the design and production of costumes. have been applied frequently to explain a procathematic,

From the analysis of particular sections of each onto contextualize or to immortalize, like the protilooc made to
of the presence exhibitions (A and B), some apgreachall “Schiaparelli and Prada: Impossible Conversatiots”the
be highlighted, relevant to understanding and @meed Costume Institute of Metropolitan Museum of Art (ME
knowledge and connections relative to costume ¢bjec“Viewers have the impression of eavesdropping on a
acquisition, and here relevance is given to thasside the fantastical meeting of two great fashion minds”][16
expository standard. Other techniques are applied in temporary

« In the underwear costumes section (A) the®xhibitions, for example the holography of a shod &om

presentation on a radiographic image of a corsePita von Teese (burlesque dar_10er) by “Christian dautin”

model, a piece of complex drafting technique, is" the Design Museunil7] or in the MET by “Alexander
rather enlightening: McQueen's. Savage beauty” [18]: a woman dressediand

e Audio-Video Animation made to show the pattern movement with_the iame garment exhibit in_l_the *"9:6‘?‘
lannin of clothin mold), from two- statlc_manr_lequm. The SC|en_ce Museum uti izes alam

(b g g ) . technique like a “human guide” (and other intenfers)

dimensional to three-dimensional when it is ™~ " "™ ; : .
superimposed on the body. This dimensionalViSiPle just from iPhones/smartphones during tis yi9].
In a website, or in the internet, the options averde

transposition and the dressing process bring the : .
object closer to its use and provides anand there is the prospect of researches and nasagiroduced

understanding of its structure by comparativeby own the internet users. But also herg, the vigeovisual

reflection: languages) is an |mpo.rtant commumgauor) re_sounhmt
. Magnifier/screen for viewing details and presents not only ;he object and its patnmomafata/el,.bu_t

differences of textile samples; also other narratives, as the backstage of thebidm

. Objects to be used (dressed) by visitors: production [20], process of conservation or rep[@d], lives

. Obiects to be touched tive inf i fstory, etc. The valuable is the large communicatibis
d_ﬁjec St 0 et O_uf € ; ash cognitive |ndorma 10N Oy terface provides, besides acting as a paralleoanplement
imerent materials, - lechniques and - processeys e exhibition which is held in museum spacet fnidual),
described in texts and images.

such as links not available in other forms of iatgion.
Furthermore, it is in the institutional websitesd@o sites or
blogs) that the ephemeral is perpetuated; the teampo
exhibitions are accessible beyond their duration.
Other possibilities are created and recreated (3D,

multimedia terminals, touch screen, light/soundssenetc.) to

tell stories, produce emotions and experiences.tWhgound

is a primary choice for a visual language like aywaore

From the virtual exhibition (the some program
interaction applied on computer terminals) nothatll be
approached, since it is much more an informatisey eatalog,
than a narrative feature, according to Piacentgdlidelines.
The exhibition of MT-CIPE is much more efficientcamvell
provided museum experience in an attendance context

. However,. focus. on technology mte_rface, WE Calhatural to make “dialogues”, considering the analysf
discuss about their possibilities to show whatdsatcept in a Grudin and Norman [22]
real/material situation of conservation with thgeats of the )
patrimonial collection. It means that, paradoxigalithe
movement and the corporal context of these objemttd be
better explored, or expanded, in a “virtual” contedifferent
than a direct exhibition of them that restrict tharator
through conservation rules [12-14].

Clothes, as other manufacture/industrial goods, are
produced with a lot of processes and the final pctgido not
show all the knowledge, material and technics, Ived to
them. How and what to communicate about the passibl
narratives around an object of the material cujteeen a



typology of objects, is a curatorial decision, imncordance
with the institutional position. However, mainly permanent
exhibitions — those are made for a long time arilbécethe
museum mission — it is important the multidisciplin
discussion. It means that to know, study, investigan object
are required specific knowledge, even to commuaidhe
aspects involved (material, technic, aestheticiafosemiotic,
etc.) are need the conjugation of methodologies stndies
areas.

Sure that all these possibilities referred here aré?]
important to expand the knowledge of the objectd doeir
context, even so do not substitute the direct ainthe touch
feeling of the object’s textures, the sensatiothefbody with
restrictions of some pattern structure of a garmamtthe 4]
comfort of another, in a cognitive learning of tH#ferent
shapes, contexts and beliefs that the body wasrialating [5]
during the human history. The MT-CIPE considerss thi
perspective in his Learning Area (B), and sure dah de
improved.

(1]

(3]

(6]
V. FINAL CONSIDERATIONS

This research focus on costume heritage narrative[;]
because understand that these objects presentybeties
that increase the challenges of them exhibition ahdhe
communication of their material and immaterial etents.

The MT-CIPE is a good example of social
transformations in a museum institution, primarBy the
relationship between its collection and its ingtitoal
placement.

It presents itself as a benchmark in the area by th
excellent work it develops, both in research otitexobjects 10
and in the detailed work of its historical exhibiti (A), with [11]
the use of tailored mannequins, the whole ambiamze the
quality required. It also features innovation cdesing its
exhibition choices by means of a teaching expogitwea (B)
and some of their visitation dynamics.

While seeking to meet different audiences and13
present different narrative concepts, it is inténgsto note  [14]
that these accentuate some dichotomies and, duéheto
discourse option, delineates independent and somsti
incompatible narratives. It makes use of technglagya very
punctual basis, appropriate for the understandfrigenobject
in its technical component, but it does not addrédss
psychosocial components of the historical context. (18]

Finally, it appears that, despite the resourcesemad
possible by a hypermedia tool, the communicationtref 19
museum with its public through the internet (officivebsite
and other) is little exploited and does not have game [20]
appeal, investment, or content which is providethtovisitor
in loco, mainly because there is no effective translatianrs f 5
other languages, in addition to Spanish, whichfoetes the
local, or national, character of MT-CIPE.

The interaction between multiple agents and
interfaces in the production of a heritage nareatimake
possible an expansion of the perceptions and vadveait an

(8]
(9]

(12]

(15]

[16]
(17]

[22]

object or context. The strategic how it is commatgcto the
public
professionals and budget.
enchantment and discoveries or, we can just trynaie it
more accessible and plentiful.

linked with choices,
We can tell

is a challenge techpics
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