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1, 2.	 Operation Table, photograph of one of the four assembled components that 
comprise the Operation Table. Nicosia, 2023. Height 87cm, dimensions variable. 
Stainless steel rods, water clear cast resin mould with steel components, 
LCD screens with plexiglass case, DLSR camera with customised plexiglass 
stereoscopic mirrored lens cap, glass mirrors, steel rings, nuts and bolts. 

3.	 Operation Table, photograph of the Operation Table near the border wall barricade 
on Lidinis street (West). Nicosia, 2023. Height 87cm, dimensions variable. Stainless 
steel rods, water clear cast resin mould with steel components, LCD screens with 
plexiglass case, glass mirrors, steel rings, wheels, raspberry Pi, wires, nuts and bolts. 

4.	 Operation Table, photograph of the Operation Table attached to the border wall barricade 
on Lidinis street (East). Nicosia, 2023. Height 87cm, dimensions variable. Stainless 
steel rods, water clear cast resin mould with steel components, LCD screens with 
plexiglass case, glass mirrors, steel rings, wheels, raspberry Pi, wires, nuts and bolts. 
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Introduction

Photography is a position. It is the conscious composition of images in 
interaction with the scene in front of the camera and the technical op-
tions of its projection. The underlying relationship to photography in 
this paper is precisely this ideal one, since it is the same attitude, though 
under technically quite different conditions, namely the application of the 
methods of classical photography in virtual space. This method, called 

“virtual photography” by the authors, treats virtual space just as if it were 
physical reality. The aim of this self-restriction is the referentiality of the 
images thus created, trusting that their reception will thereby follow in 
the tradition of the reception of classical photography and that the images 
will thus be received as naturally as possible. This, in turn, is intended 
to ensure that the content of the images is the focus of perception. For 
the pictures are about complex spatial facts, not about imitating physical 
reality. This will be explained in the following. 

The method presented here, the visualisation of uncertainty, was devel-
oped by the authors to address the need in archaeology and building re-
search to adequately reflect the uncertainty inherent in the sciences. Al-
though there have already been attempts to depict this uncertainty with 
the help of diagrams or explicit markings, for example, of the degree of 
uncertainty through the use of colour encoding, this increase in informa-
tion inevitably leads to a dilemma, namely the loss of the original intention 
of the architecture. The aim is not to reproduce the original appearance, 
as the computer games and film industries do, for here the share of the 
purely speculative, the complete freedom of the imagination, is unlimited, 
but to make the uncertainty visible. This uncertainty is not to be confused 
with the unknown, for often there are fragmentary indications of, for 
example, the rough cubature. Depending on the reference that cannot be 
chosen unambiguously or due to an ambiguity, scientifically equivalent 
but mutually contradictory alternatives can also characterise the uncertain 
knowledge. Almost constant is the indeterminacy of the details, such as 
that of the surface of each single, lost stone. 
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The central dilemma in the visualisation of uncertainty lies in the need to 
make a fundamental decision. For while the diagram or explicit representa-
tion of the degree of uncertainty provides more objective information, just 
as a marker would in physical reality, it is often a particularly prominent 
element in its visibility. There are many examples of the integration of 
metadata in a representation of a so-called reconstruction, a well-known 
and very common one being the marking of the finds, i.e. those fragments 
of components that have been found and are preserved, versus those piec-
es that can be reliably complemented, fragments of column shafts, for 
example. The reliable completion leads to practically no differentiation in 
the geometry, so that a graphic differentiation is often applied, for exam-
ple in the form of different shading, in order to represent the boundaries 
of the finds. Now, however, the objective information of the fragment 
boundaries is unquestionably part of research communication and should 
therefore be both recorded and communicated, but the visualisation of 
the hypothesis of architectural appearance is not suitable for this. This 
is because the form of the find fragments, their spatial delimitation, was 
in no case part of the original appearance or even the planning intention. 
Their visual presence with its irregularity almost completely contradicts 
the architecture and sometimes seems like a layer of camouflage. For an 
architectural interpretation, this information is not at all helpful, but rath-
er obstructive; the intention of a colonnade, for example, can no longer be 
considered together with its core characteristic of being regular.

In this context, it is an important basic requirement for the interpretation 
of architecture not to provide any distorting content. The challenge, then, 
is to provide an image as an architectural vision, in addition to the objective 
information of all available content. And this is where the direct relation-
ship with photography begins. Because here, too, there is a clear influence 
on perception depending on the composition. While classical photography 
essentially directs the recipient’s gaze by means of location, viewing direc-
tion and framing, and can thus limit and partially direct their perception, 
the visualisation of uncertainty is more like studio photography, which can 
also redefine the object itself. But apart from this option of manipulating 
the depicted, the possibilities and the modes of action are quite similar. The 
essential factor in architectural perception is the interpretation of what 
is perceived primarily as an architectural vision. While, for example, the 
aforementioned find markings refer, if not primarily, then at least essential-
ly to the historically coincidental fragmenting, a representation that wants 
to refer to the architectural structure should not be overshadowed by other 
aspects. The focus on architectural structure, however, has a clearly defined 
origin and at least one clear purpose. The origin lies in the articulation 
of hypotheses about the original appearance, which usually refer to the 
spatial structure, though often also to the material, but here rather to the 
materiality per se, not to the materials in detail. The purpose, in turn, lies 
in the clear communication of these very hypotheses on the one hand and 
in the transferability of the architectural idea on the other. The importance 

of the reception of the photo of architecture for the reception of the pho-
tographed architecture is expressed by Julius Shulman in an overview of 
his entire oeuvre as follows: “As I myself know from decades of experience, 
photographs become part of history, and therefore the documentation of a 
building must be done in such a way that the viewer is first attracted by the 
visual expression of the image. Only then does the quality of the architec-
ture become visible and capable of appealing to the viewer.”1  Transferring 
this into virtual space is the content of the method of the visualisation of 
uncertainty presented in the following. 

Visualisation of uncertainty 
— design in modelling and photography

The method of the visualisation of uncertainty essentially consists of the 
two traditional architectural sub-disciplines of model making and pho-
tography, specifically model making of the early design phase, in which 
all possible degrees of detail can be combined, from rough cubature to set 
pieces, and photography, which is consciously composed but primarily 
documentary in the sense of an imaginary user of architecture. 

Model making is the element that has the greatest affinity with compe-
tence as an architect, since it is about giving complex spatial matters an 
appropriate, new form. Even though it is conceptually about abstraction, 
the literal translation of the Latin word is misleading. For the abstraction 
that can be used to represent facts is not achieved by pulling away what 
is already there. On the contrary, the same basic idea is contained in the 
components that have been preserved, but not their generalisation, that 
which is common to all members of a type.

This commonality is described in the orders of ancient architecture. Thus, 
the orders do not allow any alternative to a certain type of capital in the 
corresponding context. If the base and shaft of a column and the other ex-
isting fragments of a building clearly suggest the Corinthian column order, 
there is no way around having a Corinthian capital. Its perceived visual 
volume, however, consists largely of its acanthus leaves. If the leaves were 
removed, the volume would be considerably smaller and the recognisabili-
ty as a Corinthian capital would be lost. So, nothing is achieved by pulling 
away. It is therefore necessary to develop a new form that expresses both 
that it is a Corinthian capital and that it is not an individual find. This new 
form is therefore an originally designed, new object for which there is no 
image in physical reality. There is only its verbal counterpart. A descrip-
tion of Corinthian capitals could begin with precisely those characteristics 
that are common to all Corinthian capitals. But what is daily practice in 
verbal form is not familiar as a plastic form in everyday life; but very much 
so in architectural design. 

1	 Shulman, “Architektur und Fotografie”, 16.
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As in the scale of ornamentation, abstraction also applies to the scale of 
urban planning. Here, too, the verbal hypotheses do not speak of individ-
ual buildings, but rather of building structures or –

 as in the case of classical antiquity—even of entire blocks of buildings, 
insulae, whose outer boundaries can be derived solely from fragmentarily 
preserved sewage pipes. And yet a verbally largely secure description of 
these buildings can be made, usually on the basis of better-preserved sites. 
It is the principle according to which they were built that can be described. 
And here, too, the discipline of architecture is in a position to give pre-
cisely this description a suitable visible form that follows the structural 
principle, but at the same time conveys just as clearly that the buildings 
are a type and that their concrete appearance is not known. 

Both forms of abstraction are therefore by no means images of physical re-
ality, yet they are representations. They focus the viewer’s attention on the 
geometry of the structure, i.e., the elements that define the space. Through 
their form, they indirectly suggest familiar buildings without pretending 
to actually depict them, as if they were part of physical reality. With this 
explicit as well as intuitive distance, they again operate in two directions. 
They convey the knowledge of science and at the same time, through the 
uncertainty, scientificity in itself, with all its ambiguity and, of course, un-
certainty. This second feature is not to be neglected, as it strengthens the 
perception of science and the reflection on science in society. It becomes 
clear to the viewer, who confronts an abstract suggestion, that in the end 
it is the viewer’s own imagination that translates the seen into architecture. 
And even then, if the viewer is not immediately aware of this process, a 
certain irritation causes reflection. Thus, scientific visualisation pursues 
a certain educational mission at the same time.

Beyond this fundamental engagement with science, however, this form of 
representation of architectural structure also makes an influential contri-
bution to architecture. The abstraction of the common visual characteris-
tics of the representation of historical architecture, first and foremost the 
texture of the surfaces, furnishings or even out of use of the acting persons 
and their clothing as well as other attributes such as insignia or weapons, 
shifts the perception away from the specifically historical characteristics 
towards the concept of space here as well. The aim of this is not to deny 
the historicity of what is depicted, but to direct the visual focus to char-
acteristics that are otherwise superimposed. Focusing on the structure, 
then, allows it to appear in a way that might not only have affected the 
user of its time. The structure can furthermore operate as an intellectual 
spatial composition and thus, liberated from its historicity, become part 
of the experiential vocabulary of current design activity. Not the building 
with its use at the time, but its spatial structure can thus be an additional 
reference for today’s planners. 

Here again it is photography that connects the different manifestations 
of architecture. If the hypothetical ancient, abstract architecture is pho-
tographed virtually as if it were part of physical reality, as if it were actu-
ally built in this abstract form, then it requires all the less imagination to 
picture this architecture as part of physical reality. Virtual photography 
thus helps the imagination as much as possible, it compensates for the 
abstraction of geometry, to a certain extent, and establishes a reference to 
photographs of physical reality. It creates an idea of a potential physical 
reality in the viewer. The intended impression of the photograph of an 
almost casual view is to have the photographer’s role move into the back-
ground so that the spatial impression of the imaginary architecture can be 
the centre of attention, as Gilles Mora describes the photographer’s role 
in a review of Walker Evans: “Le photographe n’est plus là pour travailler 
la composition, mais cadrer le pré-composé, l’ordre et la configuration 
préexistante des surfaces visuelles s’offrant au regard”.2 

Photography is not a limitation here, but acts as a familiar mediator of 
architecture. Of course, architecture can only be perceived authentically 
on site in space and in person, at best still as a user fulfilling the original 
purpose, an authentic experience therefore, like entering a place of wor-
ship as a participant in a religious service or a railway station as a train 
traveller. This is not possible in the case of ancient architecture, if only 
because the cultural background as visitor and user is completely differ-
ent. The intention of the visit alone finally distorts the impression. Both, 
however, are irrelevant in photographic reproductions. The static photo-
graphic image already bears the distance within itself. This circumstance 
gives photography a special role in the mediation of architecture, as does 
the fact that a large part of architectural reference is limited to images. 
The most significant examples of architecture, even when they are still 
standing, are typically communicated through the image, especially in 
view of the global scene of architectural production. The photograph is 
thus one of the most vital carriers of architectural messages. The image 
of hypothetical ancient architecture is placed in this context, making it 
feasible to compare virtually photographed abstract geometry with pho-
tographs of architecture in physical reality.

The method of limiting the liberties of the projection of virtual models 
in such a way that an impression of space is created that is as relevant as 
possible in terms of the interpretation of architecture is based on a num-
ber of conventions taken from traditional architectural photography. Both 
arise from the need to convey the abstract geometry as unambiguously as 
possible. The first aspect is always the point of view, but of this especially 
the natural eye level. Reliability is important here, because unlike physical 

2	 “The photographer is no longer there to work on the composition, 
but to frame the pre-composed, the order and the pre-existing 
configuration of the visual surfaces offered to the gaze”. See in: 
Mora, “Introduction”, 12.
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reality, abstraction lacks visual indicators that allow a conclusion to be 
drawn about the height of the viewer, such as handrails, furniture, street 
furniture or also vegetation. This absence makes it much more difficult 
to estimate the dimension. A constant and reliable eye level over a series 
of images, on the other hand, restores the ability to make this assessment. 
Elevated viewpoints, on the other hand, distort the spatial impression, 
and bird’s-eye views can be mistaken for views from actual elevated 
viewpoints such as mountains or towers. This misunderstanding is most 
easily countered by parallel projections, which do not have a viewpoint 
because the projection is only of a direction, not of an imaginary viewer 
who would be in a specific location. The second aspect is the orientation of 
the architecture. This is related to the sense of balance in physical reality 
and allows a clear idea of where is up and where is down. From this, in turn, 
it can be determined, among other things, which surfaces are horizontal 
and which are vertical. In a static perspective, this is much more difficult. 
Due to this reason, perception and interpretation depend on whether or 
not the orientation of the depicted objects is distorted. This is because 
visual perception conditions spatial perception as a whole, i.e., including 
the mental processing of what is seen into the spatial model that is con-
structed from spatial perception.

It is therefore necessary to compensate for the lack of movement in space. 
Because spatial perception in physical reality is not static, but dynamic in 
several ways. Not only the body moves through space, but also the head and, 
additionally, the gaze. Furthermore, the visual perception is dual, stereo-
scopic. The innumerable impressions perceived through the movements 
construct a spatial model in the imagination that contains, among other 
things, unambiguous orientation; ambiguities arise—if at all—through 
optical illusions. A static perspective representation corresponds most 
closely to this mental model when it takes over the orientation. As in the 
case of eye level, in physical reality it is often minor details that facilitate 
orientation. But in abstract geometry, the lack of unambiguity can lead to 
considerable misunderstandings. Yet here it is not the value that is at issue, 
but the deviation itself. It is a critical, digital distinction of an either-or. 
Very subtle inclinations are not accidentally found on certain components. 
It is the deliberate deviation from the perpendicular that underlines the 
defensibility of fortress walls, it is in a sense the main geometric char-
acteristic of a fortress wall to be defensible, and this is precisely what a 
slight inclination expresses. But if geometry makes a central statement 
about architecture, its proper interpretation is determined particularly 
by its orientation in space. Traditional architectural photography, which 
usually works with vertical image planes, has set the standard at this point. 

No less important are the other aspects of photographic composition, such 
as angle of view or lighting. But here, too, the reference to traditional pho-
tography is helpful. Focal lengths in virtual space that correspond exactly 
to those of traditional photography again create a comparability with clas-

sical photographs. Lighting, on the other hand, is an inexhaustible subject, 
but one that is shaped by two main variables. The first is the plausibility of 
natural light, i.e., the correct geographical position in sunlight; the second 
is the quality of the light, i.e., the portion of indirect light as well as the 
colour temperature. In virtual space, the liberties are comparable to those 
of studio photography. The aim of the lighting, however, is not brightness, 
but how the different brightness influence the perception and hierarchisa-
tion of space. But this, too, belongs to the realm of complex design and 
usually only succeeds in a convincing way after long experience. For it is 
not the technique that decides a photograph, but the experienced eye, the 
trained observation, the experience in photographic image composition. 
When asked by Joseph Rosa what aperture to set for a particular shot, Ju-
lius Shulman replied, “That’s not important. You can learn that anywhere. 
Learning to see is the important thing.”3 Learning to see is the prerequisite 
for designing photographs, for constructing a composition, in summary, for 
the “constructed view.”4 Shulman gladly adopts this term created by Rosa for 
himself: “The title he chose opened up a whole new view of my life’s work.”5 

Case studies

For the Cologne Cathedral Administration, the construction phases of 
Cologne Cathedral and its predecessor buildings were partly updated and 
partly reinterpreted. From then on, all construction phases have been 
visualised in their urban context. Through the process of visualisation 
from an architectural point of view, some weightings could be shifted 
in the case of ambivalences. The project was exhibited in the 2010 NRW 
State Exhibition in the Roman-Germanic Museum of the City of Cologne. 
In addition, it has been exhibited since 2010 as a permanent installation 
in the access area to the Archaeological Zone of the Cologne Cathedral 
and the tower ascent. (Fig. 1, 2)

For the Istanbul department and the excavation project in Bergama of the 
German Archaeological Institute, the entire ancient metropolis of Perga-
mon has been visualised as a permanent cooperation since 2009. The visual-
isation is constantly changing along with the research. The first milestone 
was the first monographic exhibition on Pergamon at the Pergamon Muse-
um Berlin in 2011, in the context of the Excellence Cluster TOPOI of the 
Berlin Universities, Freie University and Humboldt University. Since then, 
the latest research on the city has resulted in numerous updates, especially 
on the western slope. Numerous requests for visualisations of specific sec-
tions by a wide variety of researchers continuously enrich the image reper-
toire. Currently, several sanctuaries in the surrounding area as well as the 
Roman city in the lower part of the complex are being completed. (Fig. 3, 4)

3	 McCoy, “Persistence of Vision”, 10.

4	 Rosa, A Constructed View.

5	 Shulman, op.cit., 299.
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For the architecture department in Berlin of the German Archaeological 
Institute, numerous palaces on the Palatine in Rome during the imperi-
al period were visualised between 2010 and 2020. Exhibited in the first 
version in the final exhibition of the Excellence Cluster TOPOI in 2011, 
the representations include the Circus Maximus and the Septizonium 
Fountain in addition to the actual palaces. Of the palaces, only the repre-
sentative terraces and courtyards were visualised in detail, including, in 
the later course of the cooperation, the impressive series of successive 
representative courtyards with water basins. (Fig. 5)

For the Madrid Department of the German Archaeological Institute, the 
orchards in the Caliphate city of Medina Azahara from the 9th century CE 
were visualised, in which the focus was on the representation of the land-
scape and the agriculture, the cultivated vegetation. The visualisations 
show the tension between architecture and the regular establishment of 
plantations for the purpose of fruit cultivation, which also gives the veg-
etation an architectural expression. (Fig. 6)

Funded by the Gerda Henkel Foundation for Historical Humanities, and 
together with the former head of the Rome Department of the German 
Archaeological Institute as well as the Archaeological Institute in Tirana, 
Albania, the unique principle of the construction and accessibility of the 
ancient Roman amphitheatre of Dyrrachium, today Durrës, was analysed 
through visualisations and for the first time completely worked through 
as a coherent three-dimensional model. The result, as well as the con-
struction phases of the Cologne Cathedral and the ancient metropolis of 
Pergamon, can be viewed as a film on the knowledge portal L.I.S.A. of 
the Gerda Henkel Foundation. (Fig. 7, 8) 

Conclusion

Photographic composition as part of the creative disciplines can neither 
be comprehended in simple recipes nor judged objectively. It is a complex 
process that often only manifests itself in the producing itself through 
the reflection of the author. Nevertheless, there are some principles in 
composition that can be at least clearly helpful for an intuitive spatial 
interpretation of what is depicted. Following these is the basis especially 
for the depiction of abstract geometry if it is to represent architectural 
content. Similarly, the design of abstraction is a creative process. In addi-
tion, the two are mutually dependent, which means that the creation of 
a scientific visualisation can probably best be compared to studio pho-
tography. Architecture as a site-specific subject is geographically bound to 
certain lighting conditions, but at the latest in the case of diffuse lighting 
or indoors, the lighting is also subject to the liberties of design and is thus 
part of the complex, interactive and reciprocal process of creativity. In 
the visualisation of uncertainty in the knowledge of the humanities, it is 
less the technique than the competence to design that decides whether the 

content is adequately represented, just as it is not the camera but the pho-
tographer who decides on the essential quality of a photograph. For then, 
when architecture appears self-evident despite abstraction, an architectur-
al interpretation is a direct reflection of the hypothesis. And quite similar 
to the creative design process in architecture, the scientist is thus able to 
make the visible the basis of further reflection. New, transdisciplinary re-
search questions emerge simply from looking at what was previously only 
verbally formulated, what was only theoretically conceived. The trans-
lation of the verbal into the visual form is thus a form of re-articulation 
that serves the evaluation and further development of the hypothesis. The 
discipline of architecture is the translator. The visualisation is the catalyst.
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1 	 Hildebold Cathedral, the last predecessor of Cologne Cathedral, around 1025 
CE, for the Cathedral administration © Lengyel Toulouse Architects Berlin

2 	 Cologne Cathedral between in the 16th to 19th century CE, for the 
Cathedral administration © Lengyel Toulouse Architects Berlin

3 	 Sanctuary of Athena in ancient Pergamon around 300 CE with Gruppo Ludovisi 
and Dying Gaul sculptures, the library and the palaces at the back, in cooperation 
with the German Archaeological Institute DAI © Lengyel Toulouse BTU

4 	 Building Z in 3 in ancient Pergamon around 300 CE in a skewed axonometric projection 
showing both the undistorted plan and the elevation of the building, in cooperation 
with the German Archaeological Institute DAI © Lengyel Toulouse BTU

5 	 Imperial palaces on the Palatine hill in ancient Rome, in cooperation with the 
German Archaeological Institute DAI © Lengyel Toulouse Architects Berlin

6 	 Agricultural orchard in the Ummayad fortified palace-city Medina Azahara 
near today’s Córdoba in the 9th century CE, in cooperation with the German 
Archaeological Institute DAI © Lengyel Toulouse Architects Berlin

7 	 The Roman amphitheater of Dyrrachium, today Durrës in Albania, as a 
visible landmark for the sea route and bridge head between the Via Appia 
and Via Egnatia from Rome to Byzantium @ Lengyel Toulouse

8 	 The interior of the Roman amphitheatre of Dyrrachium with the drawn Vela, an 
important factor in attracting spectators in antiquity @ Lengyel Toulouse
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introduction

The subject of this paper is the photographic oeuvre of the Croatian eth-
nologist and university professor Milovan Gavazzi, which arose in the 
period from 1928 to 1939 and was related to the region of Dalmatia.1 
Some of the photographs were taken as a result of organized fieldwork 
within the then Chair of Ethnology and Ethnography.2 Others were the 
result of Gavazzi’s private travels that, as it turns out, were inseparable 
from his scientific research interests and vocation.3 Since Gavazzi’s photo-

1	 Milovan Gavazzi (1895–1992), Croatian ethnologist, university 
professor, intellectual, and scientist of worldwide reputation. 
He is the central figure of older Croatian ethnology. In 1927, he 
filled the vacant position of associate professor at the Department 
of Ethnology and Ethnography, which he thoroughly reorganized. In 
terms of research, he dealt with: a) South Slavic linguistic her-
itage, b) ethnomusicological features of Southeastern Europe, and 
c) family structure, especially of the cooperative type. For more 
information on Gavazzi and his activities in the context of the 
history of Croatian ethnology, see: Belaj, “Zreli plodovi”, 353–
357; Belaj, Die Kunde vom kroatischen Volk, 1–304; Petrović Leš, 
“The intellectual circle of Milovan Gavazzi”, 69–94; Grkeš, Petro-
vić Leš, “Care mi amice nec non fratre in Christo”, 354–375; Rubić, 
“Milovan Gavazzi and ethnographic photography”.

2	 The photographic material that is the subject of this paper is the 
result of fieldwork conducted by the members of the Chair and their 
collaborators from the interwar period to the late 1970s. See: 
Rubić 2023, “Milovan Gavazzi and ethnographic photography”; Grkeš, 
Petrović Leš, “Care mi amice nec non fratre in Christo”, 354–375.

3	 In previous research, Milovan Gavazzi’s contribution to visual 
anthropology was insufficiently explored. Most works dealing with 
his contribution to the visual aspects of ethnology and cultur-
al anthropology focus on his important and pioneering role in the 
development of ethnographic film (See: Majcen, “Etnološki filmovi 
Milovana Gavazzija”, 121–133; Antoš, “Etnografski film Milovana 
Gavazzija”,73–75; Urem, “Specifičnost disciplinarnih i institucio-
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graphic oeuvre is the subject of our current research, which also includes 
a long-term arrangement and description of all archival material of the 
Department of Ethnology and Cultural Anthropology4 as a prerequisite 
and prearrangement for its future digitization, in this article we present, 
in an informative way, a selected body of material thematically related to 
Dalmatia.5 We consider the photographic material as a historical source 
and at the same time as a cultural anthropological document that has doc-
umentary value and is subject to interpretation and critical questioning.6

Gavazzi photographically documented various aspects of culture and the 
everyday life of the rural and suburban population in interwar Croatia 
and the Kingdom of Yugoslavia.7 From the point of view of ethnology and 
cultural anthropology, this material represents a valuable source for the 
study of social and cultural changes in the 20th century and for the study 
of historical anthropology, cultural history, and the history of Croatian 
ethnology. In this paper, we focus on two research questions: 1) how the 
photographic work of M. Gavazzi can be used as a source for the study 
of topics from the history of ethnology and cultural anthropology, and 
2) how this visual material contributes to the (re)evaluation of previous 
views on Gavazzi’s research work and early Croatian ethnology. The work 
is methodologically based on archival research—written and photographic 
material—and on literature related to (the history of) ethnology and cul-
tural anthropology.

nalnih pristupa etnografskom filmu”, 247–273.), while his photo-
graphic engagement, which preceded his filming efforts but also ran 
parallel to them, has remained in the background.

4	 The work on organizing archival materials is carried out within the 
framework of the institutional project The Visual Identity of the 
Croatian Nation and Homeland in the First Half of the 20th Centu-
ry (leader: Professor Tihana Petrović Leš, PhD), whose members are 
Professor Tihana Petrović Leš, PhD, Professor Suzana Leček, PhD, 
Associate Professor Tihana Rubić, PhD, Sanja Grković, MA, and re-
search assistant Ivan Grkeš. Tihana Rubić is also a member of the 
project Exposition [Ekspozicija]: Themes and Aspects of Croatian 
Photography from the 19th Century until Today of the Croatian Sci-
ence Foundation (IP-2019-04-1772), and this paper has been written 
as part of the mentioned project.

5	 The Department archives hold written and visual materials intended 
for research and university teaching. About the Archives of the De-
partment of Ethnology and Cultural Anthropology see: Kelemen, Rubić, 
“Arhiv Odsjeka za etnologiju i kulturnu antropologiju”, 99–114.

6	 Gidley, “North American Indian Photographs”, 33.

7	 Although the focus of this paper is not the political history of 
interwar Yugoslavia, it should be noted that we are aware of the 
complexity of this concept, which we have necessarily simplified 
due to the subject of our paper. Interwar Yugoslavia changed its 
name several times: first it was called Kraljevstvo Srba, Hrvata i 
Slovenaca. (Kingdom of Serbs, Croats, and Slovenes) (1918), then, 
Kraljevina Srba, Hrvata i Slovenaca (Kingdom of Serbs, Croats, and 
Slovenes) (1921), and finally, Kraljevina Jugoslavija (Kingdom of 
Yugoslavia) (1929).

Milovan Gavazzi and  
ethnographic photography

From the institutionalization of ethnology as a science in Croatia in the 
late 19th and early 20th centuries, research was conducted by document-
ing elements of traditional culture as “research of the way of life and 
culture of the peasantry”.8 The aim of this research was 1) to preserve 
and reconstruct traditional customs, techniques, and skills and save from 
oblivion the cultural treasures of the peasantry as a part of society that 
has a strong national feeling;9 and 2) to study the origin of elements of 
traditional culture with an awareness of their scientific importance and 
multi layeredness.10 At the same time, within the framework of newly es-
tablished museum and scientific institutions, photographs also began to be 
collected and preserved 1) as documentation of a museum (ethnographic) 
object, and 2) as a museum object that provided insight into everyday life 
and testified to culture/cultural and social changes, people, and events.11 

Milovan Gavazzi was primarily interested in (South) Slavic cultural her-
itage and its traces in the linguistic or cultural inventory within the Croa-
tian historical space.12 In his scientific and teaching work, he very quickly 
turned to ethnographic photography and then to ethnographic film as a 
visual means of documenting the material, spiritual, and social elements 
of traditional peasant culture. For Gavazzi, ethnographic photography 
was an important tool for understanding and documenting the spatial 
spread of cultural elements, whose purpose was to interpret the origin, 
age, and distribution of the phenomenon under study.13 His reasons for 
visual documentation were: a) fixing reality, “preserving” what would 
soon cease to exist in the rush of modernization and subsequent social 
and cultural changes, b) the idea that visual content is14 an invaluable 
scientific arbiter in ethnological problematization and action, and c) the 
idea that such material is extremely important as a medium of knowledge 
transfer, which is why it could be used in university teaching.15 At the 
time when Milovan Gavazzi made his first ethnographic photographs 
in the interwar period, this kind of photography was thought to enable 
additional—visual—mediation, experience, and “evidence” (visual record) 

8	 Muraj, “Teorijsko-metodološke zamisli Antuna Radića”, 32.

9	 Muraj, “Teorijsko-metodološke zamisli Antuna Radića”, 34.

10	 Gavazzi, “Kulturna analiza etnografije Hrvata”, 115–144.

11	 Maroević, “Fotografija kao muzejski predmet”, 14–15; Dejanović, “Do-
prinos Vladimira Tkalčića razvoju sustava muzejske dokumentacije”, 83.

12	 Gavazzi, Sudbina stare slavenske baštine, 1–41.

13	 Belaj, “Milovan Gavazzi, sein Leben und Werk”, 7–18.

14	 In the interview, Križnar and Vinšćak focus on ethnological film, 
but the same characteristics can be associated with ethnographic 
photography.

15	 Križnar, “Razgovor z Milovanom Gavazzijem”, 187–200.
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of what was thus far recorded in text; therefore, in the positivist climate 
of the time, which was deterministic and excluded the author’s interpre-
tation and reflective moments, photography was understood as a research 
tool and as a document of “reality”.

Milovan Gavazzi’s scientific and research work in the interwar period 
shows that, from the very beginnings of ethnology as an established sci-
ence in the 1920s, photography was its indispensable part, and Gavazzi’s 
first original photographic material was also created around that time.16 
Gavazzi most likely encountered ethnographic photography while work-
ing as a curator at the Ethnographic Museum in Zagreb (1923–1927), and 
his photographic sensibility was influenced by the museum’s manager at 
the time, Vladimir Tkalčić, a champion of museum and conservation pho-
to-documentation.17 

After his arrival at the Chair of Ethnology and Ethnography at the Faculty 
of Humanities and Social Sciences in Zagreb in 1927, Gavazzi established 
the study of ethnology: he shaped the teaching process and initiated scien-
tific research, publication, and collecting activities within the Ethnology 
Seminar.18 From the very beginning the photographic documentation of 
phenomena, was systematically included in all this, and visual material 
served as 1) illustrative material for scientific purposes, 2) a scientific doc-
ument in ethnological knowledge, and 3) a pedagogical tool for training 
ethnology students. When Gavazzi arrived at the Department, he already 
had basic photographic knowledge and skills, even though he was not 
a professional photographer. He had excellent knowledge of the photo-
graphic technology of the time and of photographic processes and all their 
stages: preparation, shooting, and development. Photographic technology 
in the interwar period was still in its infancy and technically limited, so a 

16	 The archives currently contain around 700 units of Gavazzi’s photo-
graphs from various locations throughout Croatia and the countries 
of the former Yugoslavia, and it is expected that this number will 
increase as new photographs are discovered during sorting.

17	 Grković, “Vladimir Tkalčić i fotografsko dokumentiranje baštine”, 
110–119; Vlatković, “The Role of Vladimir Tkalčić”, 272–288; Vu-
jić, Development of Museological Thought, 217–234. In the letters 
that Gavazzi, as curator of the Ethnographic Museum, exchanged with 
Tkalčić, we find information about their collaboration in the field 
of ethnographic photography. During his scholarship stay in Czecho-
slovakia in 1925–26, Gavazzi arranged with Tkalčić the purchase 
of various equipment for the museum, including a 6x9 “pocket cam-
era” (negative size) and a suitable lens (Zeiss, Tessar 4.5) (Grkeš, 
Petrović Leš, “Care mi amice nec non fratre in Christo”, 139). It 
was a camera with roll film for low light shooting, with the largest 
possible aperture, which could be stored in a leather case. In that 
period, Dresden was the centre of Germany and Europe in the produc-
tion of cameras and camcorders (https://zeissikonveb.de/start/objek-
tive/normalobjektive/tessar.html; accessed: 14 June 2023).

18	 Belaj, Die Kunde vom kroatischen Volk, 1–304; Petrović Leš, “The 
intellectual circle of Milovan Gavazzi”, 69–94.

good knowledge of exposure, composition, and the process of developing 
photographs was necessary. His interest in photography probably led him 
to ethnographic film.19 

The photographs at issue here were taken during fieldwork conducted by 
the Chair of Ethnology and Ethnography and during Gavazzi’s own travels, 
which were private in nature and inseparable from his scientific research 
interests and vocation.20 This is not surprising considering that the in-
terwar period saw a democratization of travel and vacations.21 Thus, in 
August and September 1929 and 1930 he used his time off from teaching 
to combine leisure and work and conducted field research in the surround-
ings of Trogir, in the towns of Seget, Labin (Prgomet), Okruk, Marina, and 
others.22 His research in Dalmatia and his interest in Dalmatia stemmed 
from his general interest in Mediterranean subjects. He was one of the 
first researchers in Croatian ethnology to contribute to the development 
of Mediterranean studies23 by identifying the Mediterranean region in 
the context of traditional Croatian culture as a distinctive cultural region 
to which he attributed certain characteristics like fishing, olive and wine 
cultivation, stone construction, traditional clothing, and so on.24 In the 
eastern Adriatic area, he discovered different cultural strata that influ-
enced the emergence of traditional culture, such as the Paleo-Balkan and 
Old Mediterranean cultural strata.25  

Gavazzi came to the ethnological field with his own research agenda and 
interests, looking for cultural elements that interested him as a researcher 
but sometimes spontaneously recording what caught his eye on the field 

19	 We were first led to this interpretation by the photographs them-
selves—Gavazzi often photographed the process of handicraft produc-
tion in the form of series (sequences)—for example, the making of a 
vessel on a manual potter’s wheel from Kaluđerovac in Lika. Today, 
when we look at the pictures on the computer, we have the impression 
of connected sequences that show the entire production process.

20	 Gavazzi stated in a 1970 interview that he had stayed for longer or 
shorter periods of time in more than 220 villages (all over Cro-
atia, Bosnia and Herzegovina, Gradišće, and southern Italy). See: 
Šestan, Milovan Gavazzi, 4.

21	 Duda, U potrazi za blagostanjem, 35.

22	 Grkeš, Petrović Leš, “Povjesničar Miho Barada u svjetlu korespon-
dencije”. He was assisted by Miho Barada (1889–1957), a historian 
and medievalist who worked closely with Gavazzi as his local guide 
and collaborator on these field travels. On this occasion, Gavazzi 
stayed the night in Seget in the house of Barada’s brother Ante, 
about which an extensive correspondence has been preserved. The cor-
respondence also testifies to the contacts and connections of older 
Croatian ethnology with other disciplines, for example historical 
science, precisely because of its interdisciplinary orientation.

23	 Čapo, “Ethnology, Mediterranean Studies”, 37.

24	 Gavazzi, Vrela i sudbine narodnih tradicija, 193–194.

25	 Gavazzi, “Kulturna analiza etnografije Hrvata”, 119.
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regardless of his original predetermined research interests. Thanks to in-
formation provided by his collaborators on the field, often museum asso-
ciates, he knew exactly where and when something was taking place (for 
example, roof-laying ceremonies, burials, customs, etc.). After returning 
from the field, he made photographs,26 which he systematically processed 
(catalogued) according to the rules of museum and archive documentation 
at the time: by entering them in the inventory book and creating data cards 
with the corresponding content and technical data.27 

Characteristics of Gavazzi’s photographs  
thematizing the region of Dalmatia  

Gavazzi’s photographs fall typologically under ethnographic photogra-
phy—a visual source whose purpose is to document and reflect on the 
culture of the subject or the culture of the photographer himself.28 It is a 
subtype of documentary photography that detects a certain condition or 
changes in the ethnological field, which is characteristic of ethnological 
and cultural anthropological research.29 Ethnographic photography is 
used as scientific and educational material and by is by no means em-
ployed for commercial purposes. For the study of ethnographic photogra-

26	 How much attention he paid to photography and film can be seen 
from the fact that in the new building of the Faculty of Humanities 
and Social Sciences, built in 1961 in the Zagreb neighbourhood of 
Trnje, a space for a photo laboratory was planned. From 1961 to 
1980, the Ethnology Division of the Faculty of Humanities and So-
cial Sciences employed an expert collaborator, Andrija Stojanović, 
who, in addition to drawing ethnological maps and contributing to 
ethnological publications, managed photographic documentation, con-
ducted field research, and made photographs and films. See: Belaj, 
“Andrija Stojanović”, 147–148. After Stojanović retired, his posi-
tion was filled by Krešimir Tadić, MA, (1934–1997), art historian 
and photographer at the Faculty’s Department of Art History and at 
the Institute of Art History of the University of Zagreb (Tadić, 
Krešimir. Croatian encyclopedia, online edition. Miroslav Krleža 
Lexicographic Institute, 2021. Accessed on 14 June 2023 http://
www.enciklopedija.hr/Natuknica.aspx?ID=60153). In the early 1990s, 
the photo laboratory of the Department of Ethnology and Cultural 
Anthropology, the photo laboratory of the Department of Archeology, 
and several additional rooms were merged to form a large, modernly 
equipped laboratory, which fell into disuse after Tadić’s death in 
1997 and was soon after converted into teachers’ rooms. 

27	 A comparison of the data cards from the Archives of the Department 
of Ethnology and Cultural Anthropology with those from the Pho-
to Library of the Ethnographic Museum in Zagreb shows a different 
approach to cataloguing visual material in the same period. Data 
cards from the Department’s archives thus contain a photograph with 
basic information about the visual material on the face and back of 
the card, while those from the Ethnographic Museum contain textual 
data separated from the photograph.

28	 Schrerer, “Historical photographs as anthropological documents”, 
131–155; Pinney, Photography and Anthropology, 7–154.

29	 Belaj, Obiteljske fotografije, 1–175; Rubić, “Milovan Gavazzi and 
ethnographic photography”.

phy, it is important to comprehend the technical, cultural, and socio-his-
torical context in which it was created, as well as the need out of which 
it was created.30

The context in which the photographs were taken can be determined in 
several ways. First and foremost, this can be done by a literal analysis of 
the information written on the data cards. In the case of the photographs 
we studied, the systematization is very clear, legible, and detailed, and the 
written content that accompanies the photographs is particularly valuable. 
Gavazzi not only describes what is in the photograph but also provides ad-
ditional information about the first and last names of the people pictured, 
their occupation and importance in the local community, and other valu-
able biographical facts. He also describes the manner, method, or process 
of making an object and the function of the object, details about customs, 
and so on. The data card consists of a front and a back side (Fig. 1 and Fig. 
2). The front side contains the following elements: a) positive showing 
the subject/object in a certain situation, b) inventory number and link to 
the negative, c) information about the location where the photograph was 
taken, d) short notes about the photographed subject/object, which clarify 
why the author chose to record a certain scene and what interested him 
at that moment.31 The back side contains a) information about the year 
(and sometimes, the date) when the photograph was taken, b) information 
about the author of the photograph, and c) additional information, such as 
information about the place where the photograph was reproduced, the 
type of camera used, and occasionally also the type of film used.32 Thus, 

30	 Pinney, Photography and Anthropology, 7–154; Belaj, Obiteljske fo-
tografije, 1–175.

31	 The notes often contain descriptions of individual objects, cus-
toms, or skills as well as descriptions of how the objects were 
made and interesting facts about the subject of the photograph.  

32	 Gavazzi published the photographs in scientific articles and in 
books he wrote himself. In this sense, it is significant that in the 
literature the photographs were credited only to the institution, as 
their owner, while the authorship was mentioned very rarely and can 
be determined only by examining the data cards. In his 1928 article 
“The Cultural Analysis of the Ethnography of Croats” in the journal 
Narodna starina, he published photos of an old man from central Dal-
matia wearing a cap with a slightly conical top, a weaver and the 
process of weaving an apron and a bag on an upright loom from Donji 
Seget near Trogir, as well as a photo of an older male folk attire 
from Dalmatian Zagora (Gavazzi, “Kulturna analiza etnografije Hrva-
ta”, 115–144). The second time he published the same photos was in 
a paper in German entitled “Der Aufbau der kroatischen Volkskultur” 
in the Berlin journal Baessler Archiv für Völkerkunde (Gavazzi, “Der 
Aufbau der kroatischen Volkskultur”, 138–167). 

	 In 1939 he also supplemented the book Godina dana hrvatskih narod-
nih običaja (A Year of Croatian Folk Customs) with his own photos 
of zvončari (bell ringers), Easter bonfires, jurjaši (St. George’s 
Day village processionists), ladarice (female singing procession-
ists), the Christmas custom of covering fruits with straw on St 
John’s Day (27 December) in Podravina, and a crown for the custom 
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the above content testifies to the role of photography in the scientific 
research and educational activities of the time and to the development of 
documentation in the ethnological profession. The photographs from the 
oeuvre of Milovan Gavazzi provide an insight into the scientific research 
and educational activities within the Chair of Ethnology and Ethnography. 
The locations listed on the data cards also help reconstruct Gavazzi’s first 
fieldwork research after his arrival at the Faculty. (Fig. 1a. , Fig. 1b.) 

An insight into the context in which the photographs were taken can also 
be gained from other archival material: more specifically, from M. Gavaz-
zi’s correspondence—letters in which he often talks about his own field 
research and scientific work. The letters offer a view from below of the 
context in which the photographs were made; they refer to circumstances 
that preceded going to the field and testify to events on the field itself or 
to events that followed shortly after the fieldwork was completed. Their 
micro dimension allows us to detect social connections and contacts that 
were often a prerequisite for the fieldwork research and photography to 
take place at all. In conclusion, they allow us to trace the relationships be-
tween collaborators, local officials, the community, and the local elite with 
the central figures of ethnological science (in this case, Milovan Gavazzi). 
The study of social nexuses, contacts, and transfer and reception of ideas 
within ethnological science is particularly relevant from the perspective of 
actor-network theory.33 Newer research trends in the sub-discipline of the 
history of ethnology/cultural anthropology attempt to study issues such 
as transfer and reception of ideas, centre-periphery relations—particu-
larly by exploring the relations between the central figures of ethnologi-
cal science and other stakeholders, by analysing the intellectual circles in 
which individual ethnologists/anthropologists move. An attempt is made 
to surpass the classical approach, which focuses on the events and biogra-
phy of the central figures of cultural anthropology. Therefore, the studied 
photographic material and letters reveal a multi-layered, dynamic, and 
lively relationship between Gavazzi, local populations, and collaborators. 
Gavazzi maintained a particularly strong relationship with the local pop-
ulation. He often stayed in contact with community members long after 
his fieldwork had ended: he continued to correspond with colleagues, ex-
changing copies of photos, greetings, and various information.34 On some 

of electing village kings on the islands of Silba and Olib. The book 
Pregled etnografije Hrvata (A Review of the Ethnography of Croats) 
(Gavazzi, 1–80) is equipped with photographs of streets and archi-
tectural buildings (houses and outbuildings, interiors of peasant 
homes—hearth), various aids and tools (children’s walkers, ploughing 
tools and ploughing), and peasants in their traditional clothes.

33	 Darnell, Gleach, Centering the Margins of Anthropology’s Histo-
ry, 1–270; Delgado Rosa, Vermeulen, Ethnographers before Malinows-
ki, 1–522; Darnell, History of theory and method in anthropology, 
1–315; D’Agostino, Metera, Histories of Anthropology, 1–676.

34	 In 1930, he had 9 copies of photographs made for his collaborators 
and tellers from Dalmatia, which he sent to the following places:  

of the photographs he recorded the names of the people in the picture. The 
above examples show that maintenance of connections with informants 
was a very important determinant of his research approach, which was 
far from depersonalized, decontextualized, or typological. 

In terms of content, Gavazzi’s photographs taken in Dalmatia in the inter-
war period can be roughly divided into four groups: a) photographs of the 
local population in everyday or festive dress, b) panoramic photographs 
and views of different places, c) sacral and vernacular architecture, and 
d) objects of material culture. We have made this classification according 
to the predominant motifs, but the division is only conditionally valid 
because in some cases the motifs overlap or complement each other, as can 
be seen in the photographs we have included in the paper.

In the photograph (Fig. 2) Gavazzi noted the name and surname of the 
old man, who was photographed in worn out everyday clothes. The pho-
tograph was taken at a moment when the man was immersed in reading a 
prayer book, to which he directed his gaze and attention. He is pictured 
frontally, in a portrait-like manner, in a seated position with a walking 
stick resting on his body. The background is blurred, but the exterior is 
recognizable (it is probably trees, compositionally placed vertically in the 
central part of the background, thus visually emphasizing the posture of 
the person in the photograph). 

Photograph (Fig. 3) is a full-figure shot of five women wearing “old Olib 
clothing”. The women are standing side by side, half-posed and looking 
toward the photographer. They were photographed outside, in front of 
the rectory stairwell.

In terms of ethnographic film, Gavazzi emphasized the importance of 
relations with the local population and members of the local elite, such as 
priests, teachers, and prominent peasants. As mentioned earlier, collabo-
rators/associates often informed him of village events that they deemed 
worthy of recording on film and of the professor’s attention.35 In addi-
tion to his relationships with collaborators, Gavazzi obviously had prior 
agreement, acquaintance, and close relationship with the local population 
in regard to photography—for example, for the realization of individu-
al portraits or group photographs in different situations and places, at a 
time when photography was a technically demanding and slow process 
unknown in broader layers of society. The small distance between the 

Seget (4 photos), Bitelić (3 photos), Potravlje (1 photo), and 
Marina (1 photo) (HR-HDA-1029–7, box 69: 8 October 1930). He sent 
special thanks and photos to his collaborators from the Barada 
family, the historian Miho and his brother Ante. To Ante’s young-
er sons he sent a small toy as a gift (a wooden motorboat) (Grkeš, 
Petrović Leš, Povjesničar Miho Barada u svjetlu korespondencije). 

35	 Križnar, Razgovor z Milovanom Gavazzijem, 188.
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camera and the subject indicates the researcher’s familiarity and close-
ness with the people he photographs. In some places, the private space of 
the informant’s family home was recorded. An extremely large number 
of photographs are portrait in nature and indicate a social interaction 
that must have preceded the fact that the researcher could photograph 
someone (up close) or inside their home.36 This does not mean that the 
negotiation process was without problems. The local population often 
reacted to photography with resistance and fear of the unknown.37

A photograph can be a source for “reading” and interpreting the context in 
which it was recorded. Our photographs contain valuable visual informa-
tion about the historical period and the geographic and cultural space in 
which they were taken. They also serve as confirmation of the author’s pres-
ence on the field, reflect the researcher’s interests, and refer to the research 
agenda and to the choices and ways of presentation (selection) of cultur-
al elements. Certain photographs point to the technical limitations that 
Gavazzi encountered as a researcher in this period, for example, problems 
with exposure, which could not be achieved artificially as it can be today.38 

The photograph (Fig. 4) shows four men of different ages in a boat by 
the rocks on a slightly rough sea. They are dressed differently according 
to their age and role, with the oldest man standing out in light-coloured 
clothing, sitting at the oars in the back of the boat. Two young men sit in 
the front, focused on the fishing net, and the youngest boy peeks out from 
behind the oarsman, intently watching the action in the front of the boat. 
Gavazzi instantly captured this marine scene with his camera. The boat 
was shot from the shore, from above, positioned diagonally in a horizontal 
photo, with the bow and the rocks in the foreground. 

The photograph (Fig. 5) shows an “old fisherman”, whose last name 
(Mavrić) was recorded by Gavazzi, sitting and weaving a net. The shot 
is vertical, showing the upper half of the fisherman’s body. The moment 
of threading the needle through the mesh is captured and the fisherman’s 
gaze is focused on his work. Compositionally, the fisherman’s figure fills 

36	 This possible feature of ethnographic photography is mentioned 
by Christopher Pinney, who points out that “photographs became a 
crucial pivot of interaction” (...) and “means of eroding barriers 
between anthropologist and locals (...) a research tool” (Pinney, 
Photography and Anthropology, 48). 

37	 Dragutin Boranić, editor of the Zbornik za narodni život i običaje 
(Proceedings of Folk Life and Customs) (1902–1954), on one of his 
inspection trips through Dalmatia in 1902 made contact with older 
village women who refused to pose for him, which he later inter-
preted, based on foreign literature, as a result of their belief 
that “having your picture taken strips away your soul” (Čuli-
nović-Konstantinović, “Etnografska istraživanja u Dalmaciji”, 36).

38	 Some of the photographs are of lower quality due to the developing 
process, which depended on chemical procedures that were not always 
successful. 

the entire left half of the photo, while in the lower right corner of the 
photo there is a taut and stretched fishing net, which the fisherman gently 
holds with his left hand while weaving. Architecture, shafts, and open 
wooden sheds are visible in the close background.

The photograph (Fig. 6) shows a wide horizontal shot of the local port of 
Veli Iž, where pit fired pottery products are being loaded on a ship. The 
shot is in landscape format and captures several people moving around 
and working in the foreground and centre, while in the background there 
is architecture, several single-story or stone houses, and partially visible 
dry-stone walls.

The vertical photograph (Fig. 7) shows a full view of a wind-driven flour 
mill. The windmill was filmed in its natural environment showing the 
preserved part of its stone masonry tower. The upper part of the windmill 
and its covering have fallen into decay, exposing the wooden cornice that 
supported the former construction of the structure’s upper part. Three 
people in civilian clothes pose in front of the entrance to the windmill. 

The photograph (Fig. 8) shows a single-nave stone Gothic church of St. 
Peter in Nerežišća on the island of Brač. The church is shot from the rear, 
showing the apse and a tree growing on the roof of the apse.39 The chapel 
is covered with stone slabs. In the background, on the church’s front façade, 
there is a horse-pulled bell tower. Compositionally, the church is placed 
in the upper half of the vertical photo, while in the foreground there is 
an unpaved clearing. 

The photograph (Fig. 9) shows stacked pottery products and potters in the 
local port of Veli Iž. The foreground of this horizontal photograph shows 
pottery items to be pit fired, mostly arranged in a circle, with branches 
for kindling the fire. Next to the various vessels (lopiže, čripnje, teće) for 
preparing food on an open hearth stand male figures and a boy in front 
on the far left. Interestingly, at the same time Gavazzi also documented 
the pottery modelling of Veli Iž on film, noting this fact on the back of the 
photographs and inviting comparison with the film. Gavazzi independent-
ly shot his first ethnographic film recordings precisely in the 1930s, with 
a 16 mm amateur film camera, AGFA movex with cassette, container for 
12 m of film tape. These are black and white films without sound made on 
reversal film (Majcen 1997:128).40 

39	 The church is a protected immovable cultural property (Z-4453). 
Today it is a well-known tourist attraction because of the 
black pine tree that grows on the apse’s roof and is one of the 
most photographed wedding motifs and postcard pictures. Due to 
its rarity, this pine was declared a protected natural monu-
ment in 1969. https://hr.wikipedia.org/wiki/Crkva_sv._Petra_u_
Nere%C5%BEi%C5%A1%C4%87ima (accessed: 18 June 2023). 

40	 Vessel modeling—Veli Iž. b/w, silent film, 1930, author and camera 
Milovan Gavazzi (Majcen, “Etnološki filmovi Milovana Gavazzija”, 130). 
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In this vertical photo (Fig. 10), a long, large net (migavica) is seen spread 
out on the sand (pržina) on the shore. The net is positioned diagonally 
across the photo, with the baggy part of the net (sak) seen in the fore-
ground. Migavica is a “special kind of movable net found in the Adriat-
ic”, named for the movement that occurs when the meshes of the net are 
tightened and loosened causing the fish to gather in the centre, which 
bulges out like a bag.41 In the photograph, the net follows the line of the 
shoals and the coastal zone, compositionally extending from the lower 
left edge in a semicircle towards the upper edge and background of the 
photograph. Gavazzi used the photograph to illustrate a text about fishing, 
published in Pregled etnografije Hrvata (A Review of the Ethnography of 
Croats) (1940). In 1955, Gavazzi recorded film footage of fishing with the 
migavica and šabak nets, but this was in Tkon on the island of Pašman.42

Gavazzi’s work on visual documentation and visual research as seen on 
this small sample proves to be much comprehensive. Material culture did 
interest him, but not outside the social, interactional, environmental, and 
functional context. Most of the photographs show people rather than 
material objects, and people are the dominant feature in Gavazzi’s photo-
graphs. Furthermore, the photographs present individual or group portraits 
of women and men in everyday informal clothes usually captured while 
working, as well as informal events the photographer witnessed “on the fly”, 
as they unfolded (e.g. pit firing and loading pottery products on the coast 
in Veli Iž, reading prayer books, weaving nets, fishing), noting the change-
ability and dynamism of culture and even the decay of architecture (wind-
mills without a roof structure). The variety of motifs is also pronounced 
Gavazzi’s photography is not distant, not voyeuristic, not separated from 
the immediate event and the protagonists. We cannot yet speak here of 
the photographer’s direct presence in the photographs themselves, in the 
sense of a tangible self-reflexive consideration of the ethnological terrain 
as a construct, Gavazzi’s photography is characterised by the fact that the 
people in the photographs are shown in a specific context and occasionally 
in a posing position. They are mostly in a larger group of people or in a 
particular ecological setting. They are not decontextualized or typological, 
as can be seen in many foreign anthropological photographs of the period. 

Conclusion  

In this paper, we have presented Gavazzi’s ethnographic documentary 
photographs from the region of Dalmatia in the interwar period. If we 
read Gavazzi’s written works more closely, it is certain that he treated film 
and photography as scientific documents in the service of ethnological 

41	 Gavazzi, Baština hrvatskog sela, 49.

42	 Fishing with the migavica and the šabak — Tkon, author and camera 
Milovan Gavazzi, 16 mm, b/w, silent film, 16 mm (Majcen, “Etnološki 
filmovi Milovana Gavazzija”, 131). 

knowledge, analysis, and comparison. For Gavazzi, photographs were a 
document of culture as valuable as any other cultural historical source. We 
can now see that Gavazzi documented pottery, one of his most important 
research topics in the field of material culture in the interwar period, pre-
cisely in Dalmatia. In 1930, in Veli Iž on the island of Iž he recorded the 
making of vessels on a manual potter’s wheel both photographically and 
on film, and the film recording of the pottery from Iž is one of his first 
films. Thematically, we have singled out examples of sacred and vernacular 
architecture here. It is particularly interesting that the church of St. Peter 
in Nerežišća on Brač caught Gavazzi’s eye and that he took a picture of it 
from the apsidal side to capture the then small black pine tree, which is 
today not only a very popular but also a protected natural phenomenon. 
Gavazzi will return to windmills as an example of buildings that were 
already disappearing in some of his field research after the Second World 
War. Photographs with depictions of women in ceremonial dress taken in 
front of the lavish staircase of the rectory on the island of Olib contrast 
with the old man from Seget near Trogir immersed in reading the prayer 
book and dressed in worn out everyday clothes. In addition to the distinc-
tive fishing net, migavica, also indicative is the depiction of a fisherman 
in work clothes occupied with weaving a net. Perhaps Gavazzi went from 
the documentary to the aesthetic in his photograph of fishing from a boat. 

Here, we have only scratched the surface of Gavazzi’s photographs of the 
Adriatic region, for which he laid the foundations in the framework of 
Croatian ethnology and cultural anthropology, highlighting its predomi-
nant cultural features and then photographically documenting them, for 
example, in his photographs of stone constructions, clothing, and fishing, 
as shown in the paper. 

Working on Gavazzi’s photographs opens up the issues of (re)valorizing his 
research work and using this type of material in university teaching.43 Pho-
tography as a source offers many possibilities, including that of a better un-
derstanding of cultural historical topics that Milovan Gavazzi researched. 

43	 In discussion with our colleagues at the Department and with the 
students we teach, both the potential and the challenges of using 
this type of source in the university teaching of ethnology were 
recognized. Practical work in the classroom to date has shown that 
it is possible to present the history of the profession through 
literature and photographs, to create an awareness of the dynamism 
and changeability of culture, but also to better understand the 
role of photography as a technique in ethnological research.
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1a. 	Front side, photograph of two potters from Veli Iž. Source: 
AOEKA: 237. Author: M. Gavazzi, 1930.

1b. 	Back side with technical data. Source: AOEKA: 237. Author: M. Gavazzi, 1930.

2. 	 An old peasant (Jozo Pavković?) from Seget near Trogir reading a 
prayer book. AOEKA: 128. Author: M. Gavazzi, 1928.

3. 	 Five women in traditional Olib clothing standing in front of the 
rectory. AOEKA: 212. Author: M. Gavazzi, 1930.

4. 	 Lowering the net from the boat in Podgora near Makarska. 
AOEKA: 428. Author: M. Gavazzi, 1937.

5. 	 Old fisherman Mavrić from Silba weaving a net. AOEKA: 224. Author: M. Gavazzi, 1930.

6. 	 Loading of pottery products on a ship anchored in the port. 
AOEKA: 242. Author: M. Gavazzi, 1930.

7. 	 Windmill from Silba. AOEKA: 223. Author: M. Gavazzi, 1930.

8. 	 Stone church of St. Peter with apse and bell tower, Nerežišća on the 
island of Brač. AOEKA: 103. Author: M. Gavazzi, 1929.

9. 	 Pottery products stacked for pit firing in Veli Iž. AOEKA: 239. Author: M. Gavazzi, 1930.

10. 	Drying of a large fishing net (migavica) in Podgora near 
Makarska. AOEKA: 427. Author: M. Gavazzi, 1937.

[ 9 ]

[ 10 ]
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MERI KUNČIĆ

DOI:10.31664/9789533730530.18  

A Distant City — Photos from 
the Past of the Island of Rab

Miroslav Maroević (Miro Marojević) was born in Zadar on the February 
25th, 1900. According to data from the birth book of the Zadar parish of 
St. Stošija his father was Marin (born in 1863), and his mother was Marija 
Demicheli (born in 1871).1  Little is known about his schooling, the first 
his photographs date from the end of World War I, which points to the 
fact that he spent his formative years in Zadar, where several prominent 
photographers and their studios were active up to that time. Famous Zadar 
photographers of the second half of the 19th century and the first decades 
of the 20th century left numerous examples of skillfully made portraits, 
views of the city and cultural and historical landmarks, reports of certain 
events and scenes of everyday life.2 Almost the entire range of motifs that 
can be found in Maroević’s oeuvre. His earliest known 33 photographs, 
a photo reportage taken from October 31st to December 1st, 1918, with 
scenes of the entry of the Italian army into Zadar, are part of the collection 
of the State Archives in Zadar, and were presented in 2014 at an exhibition 
of photos about World War I.3 He left Zadar after the signing of the peace 
of Rapallo in 1920 4 and spent most of his life on Rab, where in February 
1934 he married Emilija Marija Sokolić.5 He worked there as a postal of-
ficial and amateur photographer.6 A catalogue record has been preserved 
of his participation in the photo exhibition in Split in 1926, where 12 of 
his photographs with Rab motifs were exhibited.7 He died on the March 
22nd, 1975, on Rab.8

1	 State Archives in Zadar (henceafter: HR-DAZD), Inv. no. 2186 - ZA-
DAR - Sv. Stošija, Register of births 1899‒1903, p. 13, no. 43.

2	 On the development of photography in Zadar at the end of the 19th 
and the first decades of the 20th century see: (Grčević, Fotografi-
ja devetnaestog stoljeća u Hrvatskoj, 162‒173; Seferović, “Fo-
tografija u Zadru 1848–1950”, 174–205).

3	 Collection of photographs 1855–2011, HR-DAZD-385 (analytical inven-
tory prepared by Denis Martinović, Zadar 2015); about the exhi-
bition, held in June 2014 at the State Archives in Zadar, see: 
(Gverić, Veliki rat) 

4	 Bradanović, “O nekima od nepovratno izgubljenih i jednom pronađenom 
rapskom spomeniku”, 72.

5	 HR-DAZD, Inv. no. 2186 - ZADAR - St. Stošija, Register of births 
1899–1903, p. 13, no. 43.

6	 HR-DAZD-385, Collection of photographs 1855–2011 

7	 Katalog izložbe fotografija Split 1926, 24‒25. 

8	 HR-DAZD, Inv. no. 2186 - ZADAR - St. Stošija, Register of births 
1899–1903, p. 13, no. 43. The date and place of death are recorded 
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Most of his photographic oeuvre, with scenes from everyday life on the 
island spanning half a century, is part of the private collection of Josip 
Andrić in Rab, part of which has been published in various publications 
to this day.9 Most of the photographs are attached to various historical 
and art historical texts, starting from the 1920s, when they were first pub-
lished in V. Brusić’s book dedicated to the island.10 Part of the photographs 
from the private collection were printed in Rapski zbornik I (Zagreb—Rab 
1987)11 mainly as illustrations accompanying certain scholarly texts, then 
in Ivan Pederin’s book Svakidašnjica u Rabu. Od mistike do renesanse i 
baroka (Rab 2011)12, in Rapski zbornik II (Rab 2012)13 and in the mon-
ograph on the Franciscan monastery of St. Bernardin (St. Euphemia) in 
Kampor on Rab.14 They were also printed in certain scholarly articles, for 
example in M. Bradanović’s article about the lost monuments of the island 
of Rab and the found tombstone of Rab bishop Zudeniko de Zudenigo.15 A 
documentary about Maroević’s photographic opus was filmed in the HTV 
series Kulturna baština (Cultural heritage) entitled Slike s otoka (Pictures 
From the Island; director: Luka Marotti, screenwriter: Edda Dubravec).

along with the birth information, originally recorded in the book 
of deaths of the place Palit on the island of Rab.  

9	 In the private collection of Josip Andrić in Rab, there is a large 
number of Maroević’s photographs taken on the island of Rab from 
the 1920s to the 1960s. His rich oeuvre includes a series of por-
traits, photographs of everyday life of the city and island popu-
lation, depictions of old crafts, children, religious ceremonies, 
processions, city views, buildings, works of art, natural diversity 
of the island, old vessels, steamers and military ships, soldiers, 
airplanes, divers, tourist destinations, etc. Some of the photos 
are presented on the Internet: https://rabdanas.com/index.php/
kolumne/bastina-koja-obvezuje/item/5468-bijeli-rab-iz-fotograf-
ske-ostavstine-miroslava-maroevica-1900–1975 (accessed 5/26/2023). 
I thank the owner of the collection for the opportunity to see the 
photographic material, the photos used here are taken from the lit-
erature indicated in the notes of the paper.

10	 Brusić, Otok Rab.

11	 Mohorovičić, Rapski zbornik I, 272 (fisherman, 1935), 435 (woman 
plowing).

12	 Pederin, Svakidašnjica u Rabu, 142‒143, 145‒148, 150, 152.

13	 For example, in: (Andrić, “Rapska lađa”, 383‒403, photos on: 
425‒426, 657‒660).

14	 Braut, Majer Jurišić, Šurina, Franjevački samostanski kompleks sv. 
Bernardina Sijenskog: photo 23 (p. 31): View of the monastery of 
St. Bernard from the southeast, between 1918 and 1929; photo 24 (p. 
31): Refectory of the monastery in 1920s; photo 27. a‒b (p. 34): 
The plateau in front of the church of St. Bernard and the chapel of 
St. Catherine, 1930s; photo 35 (p. 45): View of the monastery from 
the promenade; photo 112 (p. 102): Polyptych in the church of St. 
Bernard, Antonio and Bartolomeo Vivarini, 1458.

15	 Bradanović, “O nekima od nepovratno izgubljenih i jednom pronađenom 
rapskom spomeniku”: photo 5 (p. 72): Revelin, the remains of the Re-
naissance port tower with shackles for tying ships in front of the 
count’s palace, before its demolition between the two world wars.

The intention of the text that follows is to look at the author’s relationship 
to the photographic tradition of the environment in which he worked, at 
the same time his relationship to photographs with motifs of the island 
of Rab and the literature that dealt with the island’s cultural and historical 
landmarks, in which some of his photographs have been printed to this 
day. Undoubtedly, as will be tried to show in the analysis, he was well 
acquainted with touristic and historical literature which dealt with Rab, 
and with the photography of Zadar photographers of the second half of 
the 19th century and the first decades of the 20th century. Here we will 
primarily talk about the part of his oeuvre that was created after 1920.

Until the time when Maroević’s earliest photographs with island motifs 
were printed (1926), the natural and cultural and artistic sights of Rab 
were recorded in several picture series created for the needs of various re-
search and publications. The earliest known illustrated edition with scenes 
of Rab cultural and historical motifs was prepared by Rudolf Eitelberger 
von Edelberg in a book created as result of documenting monuments in 
Dalmatia in 1859, entitled Die Mittelalterlichen Kunstdenkmale Dalma-
tiens in Arbe, Zara, Nona, Sebenico, Traù, Spalato und Ragusa (Vienna 
1860; second amended edition from 1884).16 The two earliest editions of 
that book, however, do not contain photographs, but drawings of individ-
ual works of art, for example the tiles from the cross of King Koloman and 
the mighty St. Kristofor,17 as well as buildings, including the bell tower of 
the Rab Cathedral (drawing of architect Winfried Zimmermann).18

A little later, Thomas Graham Jackson’s book Dalmatia, the Quarnero and 
Istria with Cettigne in Montenegro and the Island of Grado (Oxford 1887)19 
was also published, which deals also with Rab’s history and monuments. 
However, even that edition was still not equipped with photographs, but 
with drawings, for example, that of a view of the city with bell towers,20 
the bell tower of the cathedral,21 the Gothic entrance door of the Nimira 
palace, in front of which two Rab’s women in traditional clothes are talk-
ing.22 In 1884, the same author also painted several watercolors with Rab 
motifs, some of which are kept in the Split City Museum.23 Among the 

16	 Eitelberger von Edelberg, Die Mittelalterlichen Kunstdenkmale Dal-
matiens in Arbe.

17	 Ibid., 18‒20, 22.

18	 Ibid., attachment (panel) no. III.

19	 Jackson, Dalmatia, the Quarnero and Istria, 195‒238.

20	 Ibid., 237.

21	 Ibid., attachment (panel) 57 (between pp. 210 and 211).

22	 Ibid., 208. 

23	 Škarić, Gjini, “Nove spoznaje o korskim sjedalima”, 48 (ciborium in 
Rab’s cathedral, watercolor); one of Jackson’s watercolors, de-
picting a view of Rab from 1884, is reproduced by M. Bradanović in: 
(Bradanović, “O nekima od nepovratno izgubljenih i jednom pronađen-
om rapskom spomeniku”, 71). 
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early tourist guides that described the island of Rab is that of Czech writer 
and folklorist Adolf Černý Dalmátský ostrov Ráb (Prague 1910) with a 
geographical map of the island and seven illustrations.24

In the first two decades of the 20th century, the first publications equipped 
with photographs about the island of Rab appeared, and among the first 
were articles by the Austrian art historian Dagobert Frey. In an article 
from 1911, he described some of the historical buildings on Rab, bringing 
photos of the view of Rab as well as individual buildings and their de-
tails.25 In 1912, he also published an article about the Rab cathedral, also 
equipped with photographs within the text and in the appendices at the 
end of the magazine.26

Soon after German architect and professor at the University of Hannover, 
Friedrich Wilhelm Schleyer,27 several times 1910‒1913 visited the island, he 
published a historical overview of Rab’s cultural and historical landmarks 
in monograph Stadt und Insel, ein Schatzkästlein der Natur und Kunst in 
Dalmatien (Wiesbaden 1914).28 In it, as many as 145 illustrations were pub-
lished on 180 pages, including many photographs. Among them are many 
views of the city of Rab, as well as details of the city core, with depictions 
of religious and secular buildings, as well as artistic landmarks. As he ex-
plains in the book’s introduction, most of the photographs were taken by 
the author himself, experienced in the restoration of historical buildings 
and urban areas, and then developed in two Viennese studios. Along with 
several photos, the name of the photographer Bruno Reiffenstein from Vi-
enna is indicated.29 It is noticeable that a little later Maroević’s photographs, 

24	 Černý, Dalmátský ostrov Ráb.

25	 Frey, “S. Giovanni Battista in Arbe”.

26	 Frey, “Der Dom von Arbe”. 

27	 Friedrich Wilhelm Schleyer (von Schleyer), German architect (An-
germünde, 1853 ‒ Hannover, 1936). In 1880 he obtained a degree in 
civil engineering, 1884‒85 participated in the restoration of the 
medieval Cistercian monastery Chorin in Brandenburg. After passing 
the state exam in 1885, he worked on the restoration of the Lieb-
frauenkirche (Dammkirche) in Jüterbog in Brandenburg, originally 
from the 12th century, and on alterations and new buildings in Bad 
Nenndorf in Lower Saxony. He designed the new prison building in 
Wohlau 1892. Since 1895 he has been a professor at the Technical 
College in Hannover. In 1903 he was awarded by the Sultan of Tur-
key for his services in the photogrammetric recording of the Hagia 
Sophia in Istanbul, and in 1920 received an honorary doctorate from 
the University of Berlin. In 1929 he spent several months in Para-
guay, where he investigated the Jesuit reductions of the indigenous 
Guaraní people (Deutsche Biographische Enzyklopädie 2007, 673; Legac, 
“Turistički razvoj otoka Raba”, 461).

28	 Schleyer, Arbe. Stadt und Insel; the first version of the manu-
script was published in Zeitschrift für Architektur und Ingenieur-
wesen 1913 and 1914. (Škarić, “Nove spoznaje o korskim sjedalima”, 
59, note 7).

29	 Bruno Reiffenstein, photographer (Vienna, 1868 ‒ Vienna, 1951). 
He attended the Graphic Institute in Vienna, where he founded a 

especially those of the veduta and the city center, are very reminiscent of 
those in Schleyer’s book in terms of the choice of motifs and framing.

In the interwar period, several authors from the Italian-speaking area paid 
more attention to the history of Rab, about which they published sever-
al scientific articles and documents, either exclusively dedicated to Rab, 
or within broader thematic entities. This especially applies to Giuseppe 
Praga,30 who wrote about the cultural and historical sights of the island, 
as well as Ugo Inchiostri and Giovanni Galzigna, who wrote about the 
organization of the Rab commune and its statute in the 14th century.31 But 
their texts were supplemented with only a few graphics and photographs, 
the author of only one of which is known ‒ Bruno Galzigna.

In 1926 was published the book by Vladislav Brusić, Rab’s Franciscan from 
the monastery of St. Bernard (St. Euphemia), entitled Otok Rab, geograf-
ski, historijski i umjetnički pregled sa ilustracijama i geografskom kartom 
Kvarnera i gornjeg Primorja,32 which includes some of Maroević’s earliest 
published photographs, to whom the author thanks in the conclusion at 
the very end of the book, as to one of the two photographers whose works 
were printed there; Z. Purač is mentioned as the second photographer.33 
As the author’s name is not found in the book along with the photographs 
themselves, Maroević’s authorship of some of them can be determined by 
comparison with the private collection of J. Andrić. These photographs 
were undoubtedly created in collaboration with V. Brusić, who begins the 
book with a nostalgic introduction, with a description of the island of Rab 
and its inhabitants:

photography studio and publishing house at the turn of the century. 
He left a rich photographic archive, especially of the architec-
tural heritage of Vienna, thanks to which the reconstruction of the 
city was carried out after the Second World War. On his biography 
see: https://www.geschichtewiki.wien.gv.at/ ; on his oeuvre see: 
https://sammlung.wienmuseum.at/ (accessed May 19, 2023)  

30	 Praga, “Scuole e maestri in Arbe nel Medioevo e nel Rinascimento”; 
Praga, “Arbe nella storia dell'arte, delle lettere e del pensiero 
italiano”; Praga, “Documenti intorno ad Andrea Alessi”; Praga, “La 
mariegola della Confraternita di Sant’Eufemia di Arbe”. 

31	 The earliest articles on this topic the authors published in the 
newspaper Archeografo Triestino from 1899 to 1902, later consoli-
dated in: (Inchiostri, “Gli statuti di Arbe”; Inchiostri, “Il co-
mune e gli Statuti di Arbe fino al secolo XIV.”; as a book printed 
in Rome 1931).

32	 Brusić, Otok Rab.

33	 In an attempt to identify that photographer, I came across the name 
of Jerolim Purač (Gračanica, Bosnia and Herzegovina, 1897 ‒ Rakičan, 
Slovenia, 1978), a photographer who spent most of his life in Belt-
inci and Murska Sobota in Slovenia, but in the interwar period he 
was active in the entire Kingdom of Yugoslavia, publishing photos in 
various publications. See more about his biography in: (Papp, “Pu-
rač, Jerolim /1897‒1978/”).
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“Back then, the city of Rab was a real ‘Dead city’, where people lived 
equally in summer and winter, and which even then barely felt the 
change of seasons. Everything in it was cold, everything was dry, 
everything was dead, lifeless. Only my soul was young and full of 
enthusiasm, and that’s why Rab ‘Dead city’, even then forgotten and 
unknown, awakened something in me, which made it appealing to 
me. Slender, dilapidated bell towers; old, darkened churches; irreg-
ular, cobbled, and arched streets; ornate portals with coats of arms 
and inscriptions; you can see the balconies with arched windows, the 
magnificent slopes of the rough and ancient city ramparts; as well 
as the slopes of many houses and patrician palaces overgrown with 
dark green ivy and overgrown with thorny blackberries, they told 
me about something that was, something that had passed. They told 
me: about the free city; about the free municipality, about patricians 
and commoners; about life and work; about wealth and prosperi-
ty: in one about the people, who lived better than their happy and 
longing descendants lived. And out there on the island, scattered in 
apartments and settlements, there lived a man neglected and without 
schools. As a shepherd and farmer of a primitive type, and without his 
own consciousness and feelings, he worked hard, and fed and clothed 
himself poorly. He was poor and crippled but born into wealth!” 34

It is noticeable that the photographers in the book bring a number of 
motifs mentioned in the introduction, which Brusić himself explains in 
more detail in the elaboration of individual chapters. Dealing with the 
past of Rab, and especially the Middle Ages, the author certainly noticed 
a lack of visual sources with which he could supplement and clarify the 
text itself. One gets the impression that the photographers were trying to 
fill that void, probably preparing more photos with motifs of the island 
landscape, old city streets, cultural and historical landmarks, and city and 
village life for the purposes of the publication.35

Within the book, Maroević’s authorship, based on a comparison with the 
fund of a private collection, can be assumed with great probability for the 
photographs with motives of panoramic and landscape views,36 everyday 

34	 Brusić, Otok Rab, 3‒4.

35	 The exhibition catalogue lists the titles of the photographs: 1. 
Spinning; 2. Rab: old vessel »copul«; 3. Monastery of St. Andrew 
and the main bell tower; 4. Rab: four belfries; 5. Rab: tower of the 
brave; 6. Rab: Franciscan monastery of St. Euphemia; 7. Rab: Fran-
ciscan monastery of St. Euphemia; 8. Rab: Monastery of St. Andrew; 9. 
Rab: on the western side; 10. Tuna fishing in the bay of Dražica; 11. 
Rab: coming from the harvest; 12. By the hearth in a peasant’s house.

36	 Brusić, Otok Rab: View of Rab and its surroundings from the hill of 
Kamenjak or Tinjaroša (p. 7); Centuries-old agaves under the west-
ern city walls (p. 15); Poplar trees and a view of Rab (p. 17); Tuna 
fishing in the bay of Dražica (p. 35); Town of Jablanac (p. 79).

life,37 Rab’s churches interiors and exteriors38 and some medieval art piec-
es.39 Although some of these photos are not identical to the photos in the 
private collection, there is a high probability that they represent different 
variants of the same motif and were taken at the same location, but not 
at the same time. Namely, for the purposes of that edition, far more pho-
tographs were created than were published in Brusić’s book, and some of 
them were presented at the exhibition in Split.

The photos are directly attached to Brusić’s text to which they refer and 
document the state of architectural, urban, and artistic heritage on Rab in 
the 1920s. In the way of presenting architectural and artistic monuments, 
Maroević had immediate role models, above all in the aforementioned 
Schleyr’s book, so some of his photos strongly resemble photos from the 
German edition from 1914, such as, for example, the detail with the figure 
St. Christopher on the antependium of the main altar in the cathedral,40 a 
shot of the interior of the Rab’s cathedral41 or the courtyard of the monas-
tery of St. Bernardina (St. Euphemia) in Kampor.42 Since Schleyer, how-
ever, does not pay too much attention to the social history of the island in 
his book, there we do not find scenes from the daily life of Rab residents, 
as is the case with Brusić, who devotes individual chapters to considering 
the relationship between patricians and commoners in the town of Rab 
which for centuries was the cultural and administrative center of the is-
land,  and the relationship between the city’s population and the residents 
of the district, especially for the long-term Venetian administrations from 
1409‒1797. It is interesting that when describing the Rab’s population 
of his contemporary era, the 1920s, he still emphasizes the division into 
citizens and outsiders, i. e. residents in the Rab villages, noting their differ-
ences in clothing and lifestyle. In Maroević’s photographs, certain scenes 
of the life of the peasants were brought, such as, for example, the scenes of 

37	 Ibid.: Spinning (p. 29); Plowing (p. 37). 

38	 Ibid.: The interior of the church of St. Mary the Great (former 
Rab’s cathedral), choir and ciborium (p. 69); Duke’s palace (p. 
84); The city lodge with the church of St. Nicholas (p. 107); The 
old nave under the city walls (p. 111); The courtyard of the monas-
tery of St. Euphemia (p. 161); Ruins of the church of St. Damjan in 
Barbat (p. 179).

39	 Ibid.: The mighty St. Christopher (p. 38); The mighty St. Chris-
topher (on the other side; p. 39); Enameled plate from the cross 
of king Koloman (p. 75); Another enamelled plate from the cross of 
king Koloman (p. 77); The third enamelled plate from the cross of 
king Koloman (p. 83); Antependium of the great altar of St. Chris-
topher in the church of St. Mary (p. 98); Antependium of the altar 
of St. Anton (p. 131); Crucifix in the church of St. Bernardin from 
the 15th century (p. 170); Polyptych of the Vivarini brothers in 
the church of St. Bernardin from 1458 (p. 181).

40	 Ibid., 98; Schleyer, Arbe. Stadt und Insel, 80 (photo 52).

41	 Brusić, Otok Rab, 69; Schleyer, Arbe. Stadt und Insel, 74‒75 (photo 
46‒47).

42	 Brusić, Otok Rab, 161; Schleyer 1914, 124 (photo 80).
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a woman holding a dill in the company of children, and a woman plowing 
with a wooden plow.43 At the same time, he showed them the activities 
performed by women on Rab for centuries, touching on an unwritten part 
of history, which still existed on the island during Maroević’s lifetime, but 
today is almost completely lost.44

Various sources from Rab provide scant information about the daily life 
of women in the past. Sometimes in wills from the Middle Ages, they are 
mentioned as recipients of testamentary legacies or as testators who leave 
their goods to family members and for making altars, artistic paintings 
and items for furnishing churches. In this case, it is always a question of 
members of the wealthier strata of the population, members of the local 
nobility and citizens. The written sources from that era are silent about 
the life of women from the lower strata of society. Something about their 
obligations can be deduced from the medieval Rab statute, from which it 
can be inferred that they were in charge of processing wool and textiles, 
one of the key usable and exportable raw materials of the Rab commune.45 
In a series of his photographs, Maroević presents scenes from the life of 
women in the Rab’s village from the first half of the 20th century, in which 
he reveals a few details of their everyday life that can only be partially read 
from written sources: a woman plowing the land with a wooden plough, 
women in different stages of processing wool, with grazing cattle.

Historian Ivan Pederin (2011) paid more attention to the history of women 
and their economic role in the development of the island. In his writing 
about the most prosperous part of Rab’s history in the 15th and 16th cen-
turies, before the period of its long-term economic stagnation, he touched 
upon various aspects of social and economic history and the history of 
everyday life. The position of women is in detail elaborated in the chap-
ters The position of women46 and Family and the position of women.47 In 
Pederin’s book some of Maroević’s photographs with scenes from the life 
of rural families in their daily activities, were printed as an attachment. 
Those include scenes of peasants making a wooden lime kiln, scenes of 
fishing and working with an olive press.48 The photos are accompanied 
by brief explanations, without an indication of the time of their creation. 
Among them, there are two photos already published in earlier Brusić’s 

43	 Brusić, Otok Rab, 29, 31. 

44	 In the sense of “long term history” which was used by the French 
historiographical school associated with the journal Annales d’his-
toire économique et sociale (Braudel, “Historija i društvene nauke. 
Dugo trajanje”).

45	 Margetić, Statut rapske komune iz 14. stoljeća.

46	 Pederin, Svakidašnjica u Rabu, 18‒21.

47	 Ibid., 119‒124.

48	 Ibid., 142‒143, 145‒148, 150, 152.

book, one with the motif of a spinning woman,49 with her children behind, 
and the one with the scene of a woman plowing with a wooden plow.50

With two photos showing the traditional way of making limestone, Ped-
erin provides an interesting explanation: Making limestone in the Middle 
Ages.51 In the upper picture, peasants are building a lime factory on a 
hill, while an old sailing ship is visible in the background. At first glance, 
the scene seems devoid of elements typical of the early 20th century. Be-
low, the lime kiln is shown in its completed state, with a group of people, 
probably tourists in interwar clothing, along with two Franciscan monks. 
For the historian, these two photos serve as illustrations of the text, espe-
cially the chapter Structure and organization of the feudal estate,52 which 
deals with the importance of lime production on the island of Rab in 
the Middle Ages. Even though the historian uses both photographs to 
clarify the same historical fact (or long-term process), the photographer’s 
approach within the two photographs is fundamentally different. In the 
first representation, historical context is deliberately removed, and in the 
second, the time of the event has been undeniably captured. Nevertheless, 
both scenes bear witness to the long duration of a production process 
accepted on the island of Rab long before the emergence of the medium 
of photography. Pederin’s book elaborated the same theme that Maroević 
had documented with his photographs over half a century earlier. The text 
itself explains the content of the photographs more explicitly than it is the 
case in Brusić’s book. It tells in detail about the economy of the island and 
about the life of women in Rab society in the 15th and 16th centuries, both 
patricians and commoners. The photo directly testifies to the slowness of 
changes on the island and the presence of working procedures that began 
in the Middle Ages, as well as the hard physical work of women, especially 
those in the countryside, until the 20th century.

Maroević’s photographs with motifs of children, of which there are a large 
number in his private collection, are not represented in the editions men-
tioned here. But they document children’s everyday life, which, like the 
everyday life of women, is poorly represented in historical sources. In late 
medieval sources, children are usually mentioned only in the statutory law 
of the communes and in wills, and only if they reached the age of majority, 
which, depending on the communal laws, was between 14 and 16 for male 
children, and between 12 and 14 for female children. The legal provisions 
on coming of age changed only after the 19th century, but the reality of 
childhood on Rab did not change significantly until modern times. It is 
likely that commoners’ children were involved in the work process very 
early on, and the children of wealthier citizens and patricians went to 

49	 Pederin, Svakidašnjica u Rabu, 147; Brusić, Otok Rab, 29.

50	 Pederin, Svakidašnjica u Rabu, 152; Brusić, Otok Rab, 61.

51	 Pederin, Svakidašnjica u Rabu, 145.

52	 Ibid., 54‒57.
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school outside the island, most often to Italian universities. Involvement 
in the work process is evidenced by the contracts that masters of various 
professions concluded with the parents of the children they apprentice, 
which determine the duration of the apprenticeship and the conditions 
under which they perform certain tasks. The Rab sources are silent about 
every other aspect of childhood. The life of the inhabitants of rural are-
as in certain Croatian regions is documented in many photographs from 
the 19th century, but photographs with similar motifs from the island of 
Rab, up to those of Maroević, are very rare. The photos from the private 
collection show village children at work, on a country road where they 
follow domestic animals, in the field where they work together with adults, 
in fishing, a girl knitting in the company of a dog. They are testimony to 
the long history of child labor, which mostly died out on Rab, as well as 
in the rest of European civilization, only after World War II. 

And many of his later photographs, taken in the interwar period, retain 
similar motifs and the author’s intention to record a moment of time that 
is running out, traces of which are still present on the island. Therefore, 
certain scenes of village life and details of architecture in the city of Rab 
and on the island seem to be purified from the context of the time in which 
they were created, and certain scenes seem to be staged. For example, the 
scene of two young Rab’s women on a country road, one of whom is up-
right and well-dressed and has shoes, and the other is more poorly dressed, 
with her head bowed and bare feet, leaning on a donkey with her hand, 
with a pronounced contrast between the richer city dweller and the poorer 
inhabitant of the Rab village, it seems refined.

For centuries, the Rab area based its life on several economic branches, of 
which agriculture, animal husbandry, and trades based on wool and wood 
processing dominated. Wool production has largely developed thanks to 
traditional sheep farming, and wood processing thanks to the rich forests 
on the island as well as the import of timber from the neighboring Cro-
atian mainland, from Lika, via the port in Karlobag. In a series of pho-
tographs, Maroević captures traditional crafts, masters of various trades, 
shipbuilders, fishermen, millers. Since the written sources of Rab provide 
a lot of information about the masters of these professions in earlier cen-
turies, the photographs themselves do not reveal anything that would be 
unknown to historians of those periods, but they are convincing and di-
rect evidence of the way of life on the island that was present for centuries 
and existed still during Maroević’s lifetime. Some of these photos were 
published in Rapski zbornik II (2012), for example photos of fishermen.53

Among the photographs in Rapski zbornik II (2012) is a panoramic shot 
of the island,54 probably taken in the interwar period, which shows its  

53	 Rapski zbornik II, pp. 658, 670.

54	 Ibid., 657.

image before the significant construction that began with the develop-
ment of the island as a tourist destination. The image of that landscape 
is not much different from the one shown in Maroević’s earlier photo-
graph from Brusić’s book, entitled View of Rab and its surroundings from 
Kamenjak or Tinjaroša hill,55 and it gives the image of the Rab landscape 
as it was centuries before. The city’s population was once concentrated 
in a smaller area of ​​the urban agglomeration, the expanse of the island 
spread out all around, dotted with a series of roads and smaller churches. 
A historical source from 1471 with a list of chapels on the island of Rab, 
compiled by the Venetian Bartol Parutta, mentions as many as 35 chapels 
with their titles scattered all over the island.56 Panoramic shots kept in 
a private collection show just such a picture of the island, a cultivated 
landscape dotted with limited estates and criss-crossed by roads, with a 
multitude of small churches in the landscape.

Conclusion

Miroslav Maroević’s photographic oeuvre is far richer than what is shown 
here and is mostly connected with various book publications that talk 
about the history and heritage of the island of Rab. In this text, an at-
tempt was made to realize the relationship between the written text and 
the author’s photographs, which were published in certain editions. In 
the earliest known edition with Maroević’s photographs, V. Brusić’s book 
about the island of Rab, the photographs are contemporary with the text 
itself. For the purposes of that book, together with another photographer, 
Z. Purač, he provided pictorial material that, on the one hand, illustrated 
the text, and, on the other hand, filled in the gaps in the historical sourc-
es. In the first case, we are talking about a series of photographs with 
motifs of Rab’s historical buildings and works of art, which document 
the situation in the 1920s, and which were modeled on somewhat earlier 
editions by Austrian and German scientists. They show skillful handling 
of the photographic medium certainly acquired in Zadar, where the author 
spent the first twenty years of his life and made his first known photo-
graphs at the end of World War I (1918). In the case of replacing gaps from 
historical sources, Maroević freely chose motifs from the environment, 
although refining certain scenes in order to achieve historical authentic-
ity, he documented the details of the social and economic history of Rab 
at the beginning of the 20th century, in which the local inhabitants of 
the island—men, women and children—played an important role. These 
photos bear witness to the immutability of the island’s economy over sev-
eral centuries, the division of labor within the family and the position 
of women and children in the work process. Photographs with similar 

55	 Brusić, Otok Rab, 7.

56	 Badurina, Velika kamporska kronika. Liber II [The Great Kampor 
Chronicle. Book II], Archives of the Franciscan Monastery of St. 
Bernardin of Siena (St. Euphemia) in Kampor on Rab, p. 16.
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motifs created in the interwar period and attached to I. Pederin’s book 
from 2011 are confronted with a text that is rich in data based on original 
archival materials, and which, thanks to a more modern historiographical 
approach, processed the motifs of Rab’s everyday life that Maroević him-
self documented with a photographic lens half a century earlier. In this 
case, the text about the social history of the island is more explicit and 
sheds light on the content of the earlier photographs. Some of Maroević’s 
photographs, published alongside recent scientific texts and more recent 
photographs by other authors, indicate changes in historical buildings 
on Rab in the 20th century. At the same time, they document the state of 
the Rab landscape, before the beginning of the strong construction that 
followed the development of Rab as a tourist destination, as well as the 
state of Rab’s urban development over several decades. They represent a 
valuable source for Rab’s urban and environmental history.
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1.	 View of Rab and its surroundings from the hill 
called Kamenjak or Tinjaroša, around 1925

2.	 Spinning, around 1925

3.	 Plowing, around 1925

4.	 Tuna fishing in the bay of Dražica on the island of Rab, around 1925

5.	 Count’s palace in the city of Rab, around 1925

6.	 The city lodge with the church of St. Nicholas in the city of Rab, around 1925

7.	 The courtyard of the monastery of St. Bernard (St. Euphemia) 
in Kampor on the island of Rab, around 1925

[ 6 ]

[ 7 ]



393393392392

ABOUT THE CONTRIBUTORS Stella Fatović-Ferenčić MD, PhD, is a Croa-
tian historian of medicine. She graduated from 
the University of Zagreb’s School of Medicine 
in 1984 and has since held a permanent posi-
tion at the Croatian Academy of Sciences and 
Arts (HAZU), currently serving as the head 
of its Institute for the History and Philosophy 
of Science. Fatović-Ferenčić has authored and 
co-authored numerous scientific papers and 
books, and is the founder of the Croatian Mu-
seum of Medicine and Pharmacy. She has been 
recognized with the Zakon Award (1999) and 
the HAZU Award (2023).

Ivan Grkeš is a teaching assistant at the Faculty 
of Humanities and Social Sciences, University 
of Zagreb. He completed his graduate studies 
in ethnology and cultural anthropology, history 
and information sciences. His research interests 
include cultural history, historical anthropology, 
the history of Croatian ethnology, the history 
of anthropology, and Mediterranean studies. 
Grkeš is the recipient of the “Franjo Marković” 
Award of the Faculty of Humanities and Social 
Sciences (2020), and the collaborator with the 
international History of Anthropology Network 
(HOAN) for the study of the history of anthro-
pology from Croatia. In 2021, he joined the pro-
ject Visual Identity of the Croatian Nation and 
Homeland in the First Half of the 20th Century. 

Hrvoje Gržina is a Scientific Associate, Archi-
val Advisor and the Head of the Central Lab-
oratory for Photography at the Croatian State 
Archives in Zagreb. He received an MA in His-
tory and a PhD in Information Sciences from 
the Faculty of Humanities and Social Sciences 
at the University of Zagreb. His research inter-
ests are focused on the history of photography, 
photographic processes, photo archives, and 
the archival management of photographs. He 
has participated in several international sym-
posiums on photography, published six books 
and around forty original research and profes-
sional papers.

Ivana Gržina is a Senior Curator at the Stross-
mayer Gallery of Old Masters of the Croatian 
Academy of Sciences and Arts. In addition to 
several museum art collections, she is also in 
charge of the Gallery’s Photo Archive. Her areas 
of research interest in photography include the 
position and role of photography in museums, 
management strategies of photographic mate-
rial in heritage institutions and the history of 
Croatian photography in the Central European 
context. Her writings include several papers on 
the history of photography in Croatia, the rela-
tionship between photography and art history, 
as well as the position of ‘non-collection’ pho-
tographs in museums.

Alice Haddad is a PhD researcher at Ghent 
University’s Department of Architecture and 
Urban Planning. Her work examines architec-
ture exhibitions as platforms for interdiscipli-
nary practices, urban discourse, and territorial 
imaginaries. She engages with themes explored 
in various institutional and collaborative set-
tings, including the Canadian Centre for Archi-
tecture, Architecture Workroom Brussels, and 
the self-initiated curatorial project Perhaps It 
Is High Time For A Xeno-Architecture To Match. 
Her writing has been published in Revue Clara 
Architecture/Recherche, De Witte Raaf, Arch-
ined, and the book More Than a Competition 
(Liefooghe & Van Den Driessche, 2021).

Leonida Kovač is an art historian and theo-
rist, curator and full professor at the Academy 
of Fine Arts, University of Zagreb. Her main 
fields of interest are contemporary art, critical 
theory and feminist theories. She has conceived 
and realized numerous exhibitions as a curator, 
including the exhibitions in the Croatian Pa-
vilion at the São Paulo Biennale (2002) and the 
Venice Biennale (2003). From 2002 to 2005, 
she was elected Vice President of the Interna-
tional Association of Art Critics – AICA, based 
in Paris. She has published numerous books, 
has organized and co-organized several scien-
tific conferences in Croatia and abroad, and has 
given a number of invited lectures at European 
universities.

Sandra Križić Roban is a critic, curator, lectur-
er, PhD mentor, and writer specializing in con-
temporary art, the history and theory of pho-
tography, post-war architecture, and the politics 
of public space and cultural memory. She served 
as Principal Investigator on the HRZZ project 
Ekspozicija – Themes and Aspects of Croatian 
Photography from the 19th Century to the Pres-
ent (2020–2024). Križić Roban has authored 
numerous books, scholarly articles, and book 
chapters, with a particular focus on women’s 
photography, cultural migration, conceptual 
photography, trauma, and alternative forms of 
memory. Her recent work includes contribu-
tions to W.G. Sebald’s Artistic Legacies: Mem-
ory, Word, and Image (Amsterdam University 
Press, 2023) and the co-edited volume Watch-
ing, Waiting: The Photographic Representation 
of Empty Places (Leuven University Press, 2023), 
with Ana Šverko.

Martin Kuhar MD, PhD, is a Croatian his-
torian of medicine. He graduated from the 
University of Zagreb’s School of Medicine in 
2008, and also holds a BA in philosophy and 
anthropology from the Faculty of Humanities 
and Social Sciences. Kuhar is employed at the 
Division for the History of Medical Sciences of 



394 395394 395

the Croatian Academy of Sciences and Arts as a 
senior research associate. He currently teaches 
philosophy of medicine at the School of Medi-
cine of the Catholic University of Croatia.

Meri Kunčić is a lexicographer and senior 
research associate with the Miroslav Krleža In-
stitute of Lexicography in Zagreb. With a PhD 
from the University of Zagreb on the social and 
economic history of the commune of Rab in the 
Late Middle Ages, her research interests include 
art history, cultural and social history of medi-
eval East Adriatic communes. She has authored 
one book and numerous articles in Croatian and 
European publications. As lexicographer she 
holds the position of editor of medieval and 
early modern history on the project Croatian 
Biographical Lexicon.

Dominik Lengyel is a Full Professor and Chair 
of Architecture and Visualization at BTU Uni-
versity in Cottbus. He is also a member of the 
European Academy of Sciences and Arts in Salz-
burg and co-founder of a private architectural 
practice with Catherine Toulouse in Berlin. Pre-
viously, he worked as an architect at the office of 
O. M. Ungers in Cologne. Lengyel specializes in 
the visualization of uncertainty and virtual pho-
tography, particularly for cultural and research 
institutions. His projects include digital recon-
structions of Cologne Cathedral, Bern Minster, 
the Roman metropolis of Pergamon, the Palatine 
Palaces in Rome, and Pompeii, among others. His 
work has been funded by the German Research 
Foundation (DFG), the Gerda Henkel Founda-
tion, and various German federal ministries.

Lana Lovrenčić graduated in Art history and 
Philosophy, Faculty of Humanities and Social 
Sciences, University of Zagreb and is a PhD can-
didate at the Institute of Art History in Zagreb. 
Her main fields of interest are photography, 
cultural heritage, archival and memory studies. 
She participated in a number of international 
projects, curated exhibitions and participated in 
international conferences on the topic of mem-
ory, photography and memorials. In 2019 she 
conceptualized and organised 11th Photogra-
phy Days of Tošo Dabac Archives: Photographic 
Archives – importance, possibilities, perspectives. 
She is part of an international work group of re-
searchers of the Post-Socialist and Comparative 
Memory Studies (PoSoCoMeS).

Alexandra Matz is a design researcher, with a 
degree in Design from the Royal College of Art, 
London, whose work investigates Human-Com-
puter and Human-AI Interaction design, design 
history and craft practices. She works as a User 
Experience Design Researcher at business 
software company SAP, Germany, and holds 

a Master of Research (MRes) Design from the 
Royal College of Art, London. Her previous re-
search examined the lives and work of Bauhaus 
women, i.e. Otti Berger, leading to published 
contributions and presentations. Alexandra’s 
work explores how weaving and textile design, 
with their rich history of patterns, rhythms, 
and embodied knowledge, can inform contem-
porary design methodologies and foster inno-
vative approaches to interdisciplinary research 
and practice.

Ante Orlović is an art historian currently pur-
suing a doctoral degree in Humanities, History of 
Art at the University of Zadar. He holds a Mas-
ter’s degree in Art History from the University of 
Zadar, where he earned his degree in Art History, 
Museum and Gallery Studies, and Art Conser-
vation in 2016. Orlović resides and works in Za-
greb. He has published several papers, including 
the volume Common Photographic Narratives 
(2022) and in journals Informatica museologica 
(2018), Ars Adriatica (2019) and Journal of the 
Institute of Art History (2020).

Niclas Östlind is a curator and senior lecturer in 
Photography at HDK-Valand – Academy of Art 
and Design art University of Gothenburg. His 
research is curatorial based and investigates his-
tories of photography, photography in print and 
circulation, and film and photography seen as 
lens media cultures. Together with colleagues at 
GPS400 – Center of Collaborative Visual Studies 
and Hasselblad Foundation he is responsible for 
the research project Moment: Lens Media Evi-
dence and Aesthetics in Sweden 1939–1969.

Višnja Pentić graduated in Comparative Liter-
ature and English Language and Literature from 
the Faculty of Humanities and Social Sciences, 
University of Zagreb, where she received her 
PhD in Filmology. She teaches at the Academy 
of Dramatic Arts and the Faculty of Humanities 
and Social Sciences, University of Zagreb. She 
published a number of papers and articles, and 
she is the author of the volume Prozori – ogledi 
iz filmske stvarnosti in 2023, containing seven-
ty-two essays on Croatian short films from the 
second half of the 20th century. She is a member 
of the Croatian Association of Independent Art-
ists in the art critics category. She received the 
Vladimir Vuković Professional Award for New 
Critic in 2012 and the Vladimir Vuković Annual 
Award for Best Critic in 2016.

Tihana Petrović Leš is a full professor at the 
Department of Ethnology and Cultural An-
thropology, Faculty of Humanities and Social 
Sciences, University of Zagreb, where she grad-
uated in 1987 and defended her Master’s thesis 
in 1992 and her doctoral dissertation in 1997. 

Her areas of expertise are the history of Cro-
atian ethnology, women’s economy: organised 
home handicraft, anthropology of textiles – tex-
tile handicrafts and clothing, heritage and intan-
gible heritage – lacemaking. She is the author of 
three books, a co-screenwriter and collaborator 
in eight documentaries and the chairman of the 
Archives of the Department for Ethnology and 
Cultural Anthropology. In 2008, she received 
the Milovan Gavazzi Award from the Croatian 
Ethnological Society in the category of scien-
tific-teaching. 

Ana Rajković Pejić graduated in Croatian lan-
guage and literature and history from the Facul-
ty of Humanities and Social Sciences, University 
of Zagreb, where she received her PhD in 2020. 
Since 2019, she has been employed at the Cro-
atian Institute of History, Department for the 
History of Slavonia, Srijem, and Baranja. Her 
research primarily focuses on the position of 
women workers and women’s activism in Cro-
atia of the interwar period. She is the author 
and co-author of several monographs, as well 
as numerous papers and articles. Additionally, 
she has curated several exhibitions and is the 
recipient of the Vjekoslav Klaić Award.

Tihana Rubić is an associate professor at the 
Department of Ethnology and Cultural An-
thropology of the Faculty of Humanities and 
Social Sciences, University of Zagreb. Recently 
she has been conducting research within the 
framework of the bilateral Croatian / Sloveni-
an HRZZ project Urban Futures: Imagining and 
Activating Possibilities in Unsettled Times and 
HRZZ project Ekspozicija: Themes and Aspects 
of Croatian Photography from the 19th centu-
ry until Today. Currently she is enrolled in the 
institutional project What kind of cities do we 
want? Contemporary transformations of urban 
visions, practices and ethics (URBAN) and the 
institutional project Visual Identity of the Cro-
atian Nation and Homeland in the First Half of 
the 20th Century.

Katarzyna Ruchel-Stockmans is a lecturer 
in contemporary art, photography, and new 
media at Vrije Universiteit Brussel (VUB). Her 
research and teaching are situated at the inter-
section of art, lens-based media, participation, 
politics, and history. In addition to her academ-
ic responsibilities, she oversees cultural diplo-
macy at VUB. Her book, Images Performing 
History, was published by Leuven University 
Press in 2015.

Ana Šeparović obtained her PhD in the field 
of history of art at the Faculty of Humanities 
and Social Sciences, University of Zagreb and 
works at the Miroslav Krleža Institute of Lexi-

cography. She is an author, co-author and editor 
of several books and author of several exhibi-
tions; she published numerous papers and arti-
cles and participated in many conferences. She 
was collaborator on the research project titled 
Ekspozicija. Themes and Aspects of Croatian 
Photography from the 19th Century until Today 
2020–2024. Her research focus on 20th-centu-
ry Croatian art, particularly painting and pho-
tography in the social context of modernism, 
the institutional infrastructure of the art scene 
and the art-criticism discourse.

George Themistokleous is an architect, writ-
er and transdisciplinary theorist, and Senior 
Lecturer in Architecture at Norwich university 
of the Arts. He is the founder of Para-sight, a 
design research platform that explores how 
media affect the spatio-temporality of bodies 
and identities with-in contested territories. 
His custom-made devices and participatory 
multimedia installations have been present-
ed and exhibited internationally at Acadia 
(2016), Venice Architecture Biennale (2018), 
ACM Siggraph (2018), Future Architecture 
Platform (2019), Museum of Architecture and 
Design Ljubljana (2019), Xarkis Festival (2024), 
CAADRIA NU Singapore (2024). His writings 
have been published in  Architecture and Cul-
ture, Site Magazine, Drawing: Research, Theory, 
Practice, Cinema&Cie, Journal of Posthuman 
Studies, ARQ and Journal of Architecture(forth-
coming); he is a co-editor of This Thing Called 
Theory (Routledge 2016). 

Catherine Toulouse has been an Assistant Pro-
fessor at BTU University in Cottbus for sixteen 
years and is a member of the Design Advisory 
Board of the City of Cologne. She previous-
ly worked as an architect at O. M. Ungers and 
co-founded an architectural visualization studio 
with Dominik Lengyel. Her research focuses on 
the visualization of abstract spaces, particularly 
archaeological hypotheses. Her exclusively col-
laborative projects have received funding from 
prestigious organizations, including the German 
Research Foundation (DFG), the German Ar-
chaeological Institute (DAI), the Gerda Henkel 
Foundation, and the German Federal Ministries 
of Education and Research (BMBF) and of Eco-
nomic Affairs and Energy (BMWi).



Institute of Art History
Ulica grada Vukovara 68
HR-10000 Zagreb, Croatia

TRANSLATION and editing
by the authors
Andrea Rožić
Marina Schumann

DESIGN AND LAYOUT
Sven Sorić

TYPOGRAPHY
LL Bradford

PAPER 
Maxi offset 100g

PRINTED BY
Sveučilišna naklada d.o.o.

PRINT RUN
200

ISBN 9789533730424 (Paperback)
ISBN 9789533730530 (ePDF) 
https://doi.org/10.31664/9789533730530

CIP entry is accessible in the computer catalogue  
of the National and University Library in Zagreb  
under the No. 001252520.

Printed in Croatia, December 2024



FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

FORMATS OF 
(NON)SEEING

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

EDITORS 
Sandra Križić Roban

Leonida Kovač 
Ana Šeparović
Martin Kuhar

ISBN 9789533730424

ISBN 9789533730424

ISBN 9789533730424

ISBN 9789533730424

ISBN 9789533730424

ISBN 9789533730424

ISBN 9789533730424

9 789533 730424

9 789533 730424

9 789533 730424

9 789533 730424

9 789533 730424

9 789533 730424

9 789533 730424


