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STUDIE / ARTICLES

ARS 38, 20053, 1

The Role of the Museum in the Formation
of the Art Historical Discourse!

Hubert LOCHER

I. Two kinds of judgement:
historical and aesthetic criticism

Art history, too, has its legends of origin. The most
successful of these myths is probably that it achieved
its genuine identity as a discipline towards the end of
the 19th century by eliminating any kind of aesthet-
ic judgement and by denying any participation in the
contemporary process of art production.? One of the
first advocates of this approach was the Viennese
scholar Moritz Thausing who stated in his inaugural
lecture in 1873 that he could conceive of a history of
art ‘in which the word ,,beautiful“ would not occur at
all’? The aim of art history as an area of scholarship
and learning was not to judge works of art according
to their aesthetic appearance but to establish ‘histor-
ical facts’. ‘First and foremost’, I quote from my trans-
lation of Thausing’s essay, ‘we art historians do not
have the slightest intention to presume to exert any
influence on the production of art.’

' An earlier version of this paper has been presented on the occas-
sion of a conference on “Conceprualizing Art History”, organized
by Matthew Rampley at the Edinburgh College of Art early in
2003. The conference was financed genereously by the ESF
European Science Foundation, Strassbourg. It led to the crea-
tion of an international research network on “Discourses of the
Visible: National and international perspectives DVNIP” also
supported by the ESF. For further information see: www.esf.org.
For many stimulating hints I would like to thank Silke Walther.

The starting point of this essay is one basic argument that
I have dealt with extensively in my book LOCHER, Hubert:
Kunstgeschichte als bistorische Theorie der Kunst 1750-1950.
Miinchen 2001. I tried to summarize the history of art histo-
rical discourse from 1750 to 1950 on the premise that not
only art critical writing but also strictly historical or scholarly

This conception has become widely accepted sub-
sequently in the sense of a strict distinction between,
and separation of, a ‘historically objectifying’ or ‘his-
torical critical discourse’ one the one hand from an-
other discourse that might be specified as ‘aestheti-
cally judging’ or ‘aesthetic critical’ on the other hand.
But even in their time the conception of Thausing,
Max Dvorédk, and some of their fellow scholars was
rather the assertion of an ideal, or might even be
termed an academic dogma.

This becomes apparent if we consider the back-
ground of Thausings remark, the so-called ‘Dresden-
er Holbeinstreit’.* At issue was the authenticity of
a painting in the Dresden gallery that was tradition-
ally held to be a work by Hans Holbein the Young-
er. This work was compared with a second version of
the same subject that later turned out to be the orig-
inal, the so-called Davmstidter Madonna. In the course
of this heated debate a group of German artists con-
sidered the copy, a work of the seventeenth century

writing about art and its history is imbued necessarily by the
authors specific interests in defining the notion of ‘art’. Inste-
ad of an English summary see the review of my book from 1/
07/2002 by Dan Karlholm for CAA. reviews online htep://
www.caareviews.org, archive,

> THAUSING, Moritz: “Die Stellung der Kunstgeschichte als Wis-
senschaft. Aus einer Antrittsvorlesung an der Wiener Universitéit im
October 1873" (Osterreichische Rundschau, Mai 1883). Quo-
tation along: THAUSING, Moritz: Wiener Kunstbriefe. Leipzig
: E. A. Seemann, 1884, p. 1-20, quoted p. 18. Another edi-
tion in Wiener Jabrbuch fiir Kunsigeschichte, XXXV1, 1983, p.
140-150. LOCHER 2001 (see in note 2), p. 49.

S

BATSCHMANN, Oskar: “Der Holbein-Streit: Eine Krise der
Kunstgeschichte”. In: Jabrbuch der Berliner Museen, 1996,




by Bartholomius Sarburgh, on aesthetic grounds as
the original painting. Their conclusion was set against
the differing judgement of some historians. In the end,
the historians proved to be right which seemed to con-
firm their assertion that the aesthetic judgement rath-
er hindered the recognition of historical facts.

But if we consider not only the outcome but the
context of the ‘Holbeinstreit’, too, the episode rather
proves to be an example of the fact that any arrt crit-
ical judgement implies or entails an aesthetic judge-
ment. The judgement of the new experts, from now
on called art historians, implied aesthetic convictions
in so far as they assumed that medieval works of art
must necessarily differ stylistically from more recent
works. The critical historians of art worked towards
a theory in which older concepts adherent to the pla-
tonic tradition, like the concept of ‘universal beauty’,
were neglected. The German romantics, for exam-
ple, still believed in ‘beauty’ as a constant idea that
could be perceived without rational reflection by any
human being. Probably even more important is the
fact that the outcome of the ‘Holbeinstreit’ was deci-
sively influenced by the visual arrangement of both
paintings in question in the context of a staged exhi-
bition of the works of Hans Holbein the Younger in
the mentioned Dresden gallery.” On this occasion,
the gallery visitors could also compare the two paint-
ings in question with Raphael’s Sistine Madonna.

The hanging in this gallery resulted in a visual
arrangement apt to deconstruct the mere foundations
of romantic aesthetics. There is every reason to be-
lieve that the role of aesthetic experience was of con-
siderable importance not only to the outcome of this
particular debate. If towards the end of the 19th cen-
tury a leading party of art historians supported the
restriction to a historical critical judgement, it was
not the exclusion of any aesthetic criticism that con-
stituted the identity of art history, but rather the join-
ing of historical and aesthetic criticism. It is on this
basis, I argue, that art history, since it was being in-

Beiheft, p. 87-100; BATSCHMANN, Oskar — GRIENER,
Pascal: Die Darmstiidier Madonna. Original gegen Féilschung,
Frankfurt a. M. 1998.

5> See HASKELL, Francis: The Epbemeral Museum. Old Master Pa-
intings and the Rise of the Art Exbibition. New Haven — London
2000, p. 91: “this was perbaps the first exhibition to be promoted not
by a king or a group of noble collectors, a governement or an associa-

stalled as a discipline at academies of art, universities
and museums took also an active part in the world of
artistic production, in the art trade, in the so-called
world of art (‘Kunstbetrieb’) right from the start.

Of course, what I am delineating here, as the ‘aes-
thetic interest’ of art historians is itself subject to con-
tinuous alteration. ‘Art historians’ like Johann
Joachim Winckelmann whom we would in our times
probably rather call an ‘archaeologist’, or Jakob
Burckhardt who actually was a ‘cultural historian’
might have had an aesthetic interest in a more nar-
row sense of the idea. They wanted to find out about
what ‘beauty’ is, and how, and when, and under what
circumstances it became materialized in the work of
art. A philosopher and literary critic like Friedrich
Schlegel tried to define the nature of a specific Ger-
man art by studying and comparing early ‘German’
painting (‘altdeutsche Malerei’) with the historical
development of the Italian ‘schools’ of painting. In
very different terms this same issue was of great in-
terest to the Swiss art historian Heinrich Wélfflin.
And if we go further and take into account the ‘aes-
thetic interest’ of Aby Warburg or Erwin Panofsky,
the development of art history as a profession with
its own methodologies becomes apparent. Neither
Warburg nor Panofsky followed the tenets of art crit-
icism; instead both were trying to find out about the
role of ‘hidden’ concepts behind the visible pictures
rather than about ‘Art with a capital A’ (Kristeller).®
But even in these two cases we can recognize an in-
terest in the specific aesthetic nature of the objects
the scholars were concerned with. Warburg, for ex-
ample, tried to explain how irrational concepts were
brought under control if not even rationalized in the
realm of visual art.

Rationalisation after all, was considered to be the
main task of the art historian. The reason why many
art historians since the late 19th century continuous-
ly denied their being involved in the process of artis-
tic production was probably their belief that ‘art’,

tion of artists, but by art-bistorical scholars”. This led to the great
Holbein-Exhibition that has to be called with Francis Haskell
one of the first ‘one man show of an Old Master'.

6 KRISTELLER, Paul Oskar: “The Modern System of the Arts.
A Study in the History of Aesthetics”. In: Journal of the History
of Ideas, XI1, 1951, p. 496-527 (Part D), and X111, 1952, p.
17-46 (Pare IT). Quoted KRISTELLER 1951, p. 497

‘beauty’, or the visual in general were opposed to ra-
tionality, the domain of history and science. This is
a theoretical assumption of crucial importance for the
artistic production of the last two hundred years.

These few examples should be enough at the mo-
ment to point to the connection between art history
and art theory, a connection even to be found in the
works of Warburg and his fellows. An inevitable con-
nection of art history and the sphere of art produc-
tion as a whole is, in my view, what characterizes the
identity of this scholarly discipline. To me, it seems
to be an important task of the historiography of our
discipline to try to explain the complex structure of
the discourse of art history in order to bring to light
the latter’s role within the modern system of art.
Which, in the end, could essentially contribute to
a description, and a deeper understanding of the role
of art in modern society.

I1. The discourse of the museum
— The order of things

This, obviously, is not an easy task. The problem
begins with the definition of the discourse of art his-
tory. It is far from clear which authors, what kind of
texts and publications, which institutions take part
in it, and how and when. Especially in the begin-
nings of the formation of the art historical discourse
this problem is, naturally, of crucial relevance. In my
view not only textual, but also visual discourses must
be taken into consideration to analyse the history of
art history. If one accepts this proposition, the cen-
tral role of the museum comes in view — or, to be
more precise, the role of the museum of art — in the
process of the formation of what I conceive of as the

7 ADORNO, Theodor W.: “Valéry Proust Museum”. In: T.
Y. A.: Prismen. Kulturkritik und Gesellschaft. Miinchen 1963,
p. 176-189.

8 CRIMP, Douglas: Or the Musenms Ruins. MIT 1993, The title
is drawn from an essay published in October, 1980, Nr. 13,.
This Essay starts with a quotation of Adorno’s above mentio-
ned sentence.

The musenm as a muse, Avtists reflect {Cat. exhib}. Ed. Kynaston
McSHINE. New York : The Museum of Modern Art, 1999,

' McCLELLAN, Andrew: Inventing the Louvre. Art, Politics and
the Origin of the Modern Museum in 18th Century Paris. Cam-

genuine ‘art historical discourse’. The museum of art
seems to me to have been the place where the joining
of historical and aesthetic criticism could and still can
take place in a very specific way.

Due to their one-sided relying upon textual sourc-
es, the earlier historiographers of art history largely
overlooked the museum as a place where a specific
art historical discourse was and is set forth. For a long
time, the museum has been understood first and fore-
most as an archive or a treasury. This conception cor-
responds with the view of many modern artists, e. g.
the futurists who conceived of the museum as a ‘burial
ground’. It corresponds as well with the view of an
advocate of modernism in philosophy like Theodor
W. Adorno who called the museum in his famous
essay entitled ‘Valéry Proust Museum’ even a ‘mau-
soleum’ and a ‘hereditary tomb of works of art’ (Evb-
begriibnis von Kunstwerken).”

This once widely agreed view has changed con-
siderably since the early 1980ies when a boom of
museum foundations and a postmodernist critique of
the museum as an institution like those advanced by
Douglas Crimp occurred simultaneously.® In the same
years many artists have entered the museum of art
with changed attitudes, thereby discovering the mu-
seum as a field of activity and appreciating it even as
a source of inspiration.” Some started to criticize from
their point of view what concerned their relationship
to the museum and their artistic existence. Or, in
short, they discovered the museum as a place where
art is not merely preserved but actually also made.
Parallel to the occurrence of this ‘institutional critique’
within the art scene some art historians, too, have
started to re-evaluate the museum'® and also the ‘art
exhibition’ or ‘the art of exhibiting’.!!

bridge (Mass.) 1994; MIJERS, Deborah: Kunst als Natur. Die
Habsburger Gemdildegalerie in Wien um 1780 (Schriften des
Kunsthistorischen Museums Wien, 2). Milano — Wien 1995;
GAEHTGENS, Thomas W.: Das Musée Napoléon und sein
EinfluB auf die Kunstgeschichte. In: Jobann Dominicus Fiorillo.
Kunstgeschichte und die romantische Bewegung um 1800. Ed. Ant-
je MIDDELDORF-KOSEGARTEN. Géttingen 1997, p. 339-
369; SHEHAN, James: Museums in the German Art World. From
the End of the Old Regime to the Rise of Modernism. Oxford 2000;
WYSS, Beat: Trauer der Vollendung. Von der Asthetik des Deut-
schen Idealismus zur Kulturkritik der Moderne. Miinchen 1985
(Transl. as Hegel's Art History and the Critique of Modernity,
1999); PREZIOSI, Donald: No Art, no History. Victorian
Museums and the Metaphysics of the Subject. In: Visio, 4,

5




asis of this recent research we can now
gnise the museum of art as an institution where
specific art critical or even art historical work is per-
formed. The museum is and has always been a place
where a specific visual discourse takes place by means
of display of the works of art and the organisation of
the collection. This ‘mute’ visual discourse has to be
considered in its dialectical relation to the one that is
developed in essays and books. Considerable efforts
to describe this field of research has been done in re-
cent years, but especially the interielation of a visual/
and a verbal discourse still needs further analysis to be
integrated into the historiography of art history."
The development of a specific visual discourse is,
in my opinion, what makes a collection of objects
constitute a ‘musenn?’. I would not view the museum
as an institution that solely aims at preservation, like
Douglas Crimp did. He envisioned a ‘formalist’ type
of museum in which the various works of art are gath-
ered by removing them from their original settings
and their social context.'? Of a museum like that one
could say, as Beat Wyss put it, that it separated ‘his-
tory from the present time’.' In fact, such generaliz-
ing descriptions focus on a specific form of display in
a museum of art with the more or less hidden inten-
tion to criticize some specific function of the muse-
um. In doing so, critics like Crimp unconsciously point
to a genuine capacity of the museum. Namely, the
museumn as a place of artistic performance and aes-
thetic experience, its capacity of not only represent-
ing an ‘order of things’ (Foucault) but, as Donald

1999 — 2000, Nr. 3, p. 63-77; PREZIOSI, Donald: Recko-
ning with Things. In: Kritische Berichre, 2002, Nr. 1, p. 5-21.
See now also Donald Preziosi's recently issued Brain of the
Earth's Bady. Art, Museums, and the Phantasms of Modernity. Min-
neapolis : University of Minnesota Press, 2003.

E.g. STANISZEWSKI, Mary Ann: The Power of Display.
A History of Exbibition Installations at the Museum of Modern Art.
Cambridge (Mass) — London 2001. See also the important
book on Old Master Exhibitions by HASKELL 2000 (see in
note 5). A survey on the exhibiting artist has been written by
BATSCHMANN, Oskar: Ausstellungskiinstler. Kult und Kar-
vieve im modernen Kunstsyscem. Cologne : Du Mont, 1997. For
further references see my related essay LOCHER, Hubert: Die
Kunst des Ausstellens — Anmerkungen zu einem untibersich-
tlichen Diskurs. In: Die Kunst des Ausstellens. Beitrdge, State-
ments, Diskussionen. Ed. Hans Dieter HUBER — Hubert LO-
CHER ~— Karin SCHULTE. Ostfildern 2002, p. 15-30. The

Preziosi wrote, of ‘fabricating and factualising realities
in the present and future. Of crucial importance in
this process is the role and contribution of the audi-
ence. I refer to the role of the museum of art as a place
of aesthetic experience where the visitor is encour-
aged to participate in the ‘fabrication of knowledge’
by the specific form of visual argumentation of the
display, a ‘mute’ discourse that calls for a deliberate
oral or written response. In any museum, a range of
notions is exhibited to the sight and mind. The visi-
tor’s task is to generate his or her individual interpre-
tation of these notions in the process of critical aes-
thetic experience. To characterize the specific quality
of the argumentation that is communicated to the
visitor by the mode of presentation, I would like to
suggest, for the moment, the following definition.
The discourse of the museum manifests itself visually
in the display of objects but it is necessarily related to
a verbal discourse, which means it is based on theory,
and entails theory. Thus the museum of art aims at
accomplishing critical knowledge by way of integra-
tion of aesthetic experience and criticism from the
outset.

To illustrate my point, I refer to the following two
historical views of one of the oldest institutions de-
serving the name ‘museum’ in the above defined
meaning of an art museum. Both pictures show the
‘Museo Pio-Clementino' in the Vatican. The trans-
formation of the Vatican collections into a museum
started under pope Clement XIV, 1769-74, and was
completed under Pius VI. in 1775-99. A painting by

volume contains essays by art historians, exhibition curators,
artists and architects, as well as transcripts of some of the discus-
sions held at the occasion of the international conference held
at the State Academy of Art and Design Stuttgart in spring
2001.

By ,verbal discourse’ a formal and orderly expression in spe-
ech or writing is meant; ¢p. also DILLY 1979 (see in note 24).
I feel indebted to Michael Ann Holly for drawing my atten-
tion to an important publication on this topic: The Two Art
Histories. The Museum and the University. Ed. Charles W.
HAXTHAUSEN. Williamstown : Sterling and Francine Clark
Studies in the Visual Arts, 2002. This book is based on a Clark
Conference held in fall 1999.

3 CRIMP 1993 (see in note 8). German edition p. 48.

¥ WYSS 1985 (see in note 10), p- 150 (German edition).

1. Benigne Gagneranx: Pius VI accompanies Gustav 11 of Sweden on bis visit to the Museo Pio-Clementino in Rome, 1786, 0il on canvas, 165 X
202 om. National Gallery of Prague. Photo: Author.

the French artist Benigne Gagnereaux shows the
Museum on the occasion of the visit of King Gustav
IIIL. of Sweden, who lets himself guide through the
new interior specially designed for the collection on
New Year's Day 1784 by pope Pius VI. {Fig. 11"
The king came to Rome incognito, passing himself off
for the ‘Count of Haga’, as he wanted to complete his
aristocratic education. He was especially interested
in cultivating his taste by contemplating those mas-
terpieces that then were held to be the constituents
of a canon of the beautiful. The visit to this museum
where the celebrated Apollo Belvedere and the stat-
ue of Laocoon were exhibited marked the culminat-
ing point of the monarch’s Roman stay.

The painting can indicate in what sense this place
continued to serve courtly representation. It shows
the enlightened monarch in a privileged situation that

Y For a discussion of the mentioned illustration and for furcher
references see Exhibition Catalogue Grand Tour. The lure of

allowed him to acquire knowledge and taste ar first
hand. He might also have known about the material
value of the objects exhibited but was obviously in-
terested in demonstrating here his ability and wish
to acquire not material but ideal, universally accessi-
ble goods. This kind of courtly representation is only
possible on condition that the museum has already
established itself as a place of education and science
— which becomes partially evident in the way how its
objects are displayed.

The second picture is an etching by Giovanni
Volpato and Louis Ducros showing a view of the
Cortile del Belvedere of the Museo Pio-Clementino.
{Fig. 2} In this picture, too, a well assorted group of
visitors is shown, but instead of royalties these are
cognoscent? , amateurs of agt, and some tourists in their
traveling garments. In the left foreground we can see

Italy in the Eighteenth Century. [Cat. exhib} Ed Andrew WIL-
TON - Ilaria BIGNAMINI. London 1996, p. 241-256.




2. Louis Ducros — Giovanni Volpato: The Cortile del Belvedere with the statue of lavcoon, colonred etching, 51,5 X 72,2 cm, 1787 — 1792. Photo:

Bayerische Staatshibliothek, Munich.

a couple in conversation; on the right a man with
a portfolio of drawings is shown, while his compan-
ion is bending down to have a close look at the object
of their mutual attention. We can assume that the
figure with the portfolio has just been drawing some
works in the collection. The last visitor to be men-
tioned is a person studying the Laocoon while hold-
ing an open booklet that contains, in all probability,
a description of the antique statue. Thus, Volpato has
represented here three modes of looking at, and deal-
ing with, works of art, all of which can be classified as
a kind of aesthetic reception: 1) Admiration: Looking
at a marvellous work of art in amazement, 2) Emula-
tion: the zealous imiration of the work by drawing,
etc., and, finally, 3) a kind of visual reception we
might call critical examination, which consists in the

8

synthesis of conceptual and visual comprehension by
joining the reading of a text and the beholding of
a work of art. Of course, we do not know what kind
of text the last mentioned person is holding in his
hands. But it looks as if he would try to relate a text
to the display he is looking at, driven by the desire to
understand what it is all about.

In the argument exposed here, this critical exam-
ination only can interest us here. This attitude is the
one that is most appropriate in a museum and it is
supported by the display of the works collected there,
as well. This is in fact the case with the Museo Pio-
Clementino. Its objects were grouped according to
criteria developed in scholarly research and, at the
same time, they were arranged according to aesthet-
ic criteria. First, they were grouped together loosely

.

according to iconography (Muses, Heroes, Animals,
Gods). In the second place, the curator had tried to
provide several works with a special architectural and
decorative environment the stylistic characteristics of
which derive from categories such as “period”, “place
of origin”, etc. A typical example is the fitting de-
signed for the then so-called ‘Cleopatra’, a statue
which was later identified as ‘Ariadne’: the walls be-
hind it were painted with an oriental landscape with
palm trees and other exotic elements. This display
was designed according to criteria inherent in the
objects on show, criteria that had been expounded in
texts and theories then and a couple of years earlier.
In this case we even know the names of the persons
responsible for the new installation in the museum:
Giovanni Battista Visconti (1722—1784) and his son
Ennio Quirino Visconti (1751-1818). These two were
also the authors of the collection’s catalogue in seven
volumes. !¢

To document a collection by writing a catalogue
is certainly one of the most basic and important schol-
arly tasks of an art historian. But definitely such a
collection of texts can not be considered to be a ‘his-
tory of art’ in the meaning expounded by Johann
Joachim Winckelmann in his History of the Art of An-
tiguity (1764). G. B. Visconti was a collaborator of
Winckelmann and after the latter’s death in 1768 he
succeeded him as prefect of the antiquities of Rome.
The younger Visconti later in his life was in charge of
the organization of the Louvre collection that had been
amassed by Napoléon Bonaparte. Doubtless, both
Visconti shared Winckelmann'’s aesthetic notions, and
they communicated some of them in their catalogue
texts; nevertheless their way of argumentation might
already be called systematical-descriptive, or histori-
cal-critical. The objects in the catalogue were classi-
fied according to formal and iconographic properties.
First, they are divided into the sections statues, busts,
reliefs, mosaics. Each section is then structured ac-
cording to iconography: ‘Deita, eroi, storia antica,
storia romana, storia letteraria, storia naturale, arti e
costumi’ (Vol. I, p. IX). The objects are described
piece by piece, and each is likewise illustrated by

16 1] Museo Pio Clementino. Rome 1782-1807, 7 vol.

' A good example of an aesthetic judgement in the text of the cata-
logue that reflects on the display is e. g. a remark concerning the

a large copper engraving. These engravings usually
isolate every object, as does the catalogue entry. In
the original display of the works in this museum, as
it has been passed on to the present, the iconograph-
ic as well as the formal criteria played a certain role,
but were subordinate to the leading principle. First
and foremost, the display aimed at highlighting the
aesthetic qualities of the more important works, the
canon of the ‘master works’ by giving them an ap-
propriate context that let them just stand out as the
most extraordinary ones."’

Providing works of art with such a geographic,
stylistic context means weaving singular objects into
a text — which probably is the first step towards
a critical understanding of a work of art: It enables
the viewer to distinguish things that are similar but
not identical. The illustrated catalogue by the Vis-
conti may encourage the reader/viewer to make such
distinctions. But the place where this capability of
examining and distinguishing may be stimulated most
will be in the Museo Pio-Clementino itself where the
mode of display seems to be designed for this pur-
pose. The display relies on strong aesthetic judge-
ments in so far as it cakes distinctions between mas-
ter works and works of minor quality for granted. It
is the evidence of the display that articulates an aes-
thetic judgement of quality, which encourages the
visitor to a critical examination not only of a single
work, but also of the disposition. By scrutinizing the
objects, he or she can then find out about criteria and
physical qualities that distinguish one work from an-
other, for example medium, size, material, design,
colour, subject.

It must be underlined, however, that the precise
age of objects can hardly be perceived visually. In fact,
although in the Museo Pio-Clementino a more sys-
tematic approach to display had been put into prac-
tice, no information on the age of objects was given,
very probably because for any visitor at that time the
presented objects simply were looked upon as anti-
quities of roughly the same epoch and age. This lack
of interest in differentiating the exhibired works ac-
cording to their precise age indicates that this muse-

so called Antinoos: “Paolo I1I la riputo degna di figurare nel giar-
dino di Belvedere presso als Laocoonte e all’ Apollo. E questo
giudizio & stato confermato dall’ ammirazione delle eta sussegu-
enti.”, I/ Museo Pio Clementino (see in note 16), vol. I, p. 10-11.




um still did not offer a sort of ‘visible history of art’ in
the sense of Winckelmann. Instead, the original dis-
play seems to have concentrated on the beauty of
antiquity in general, and — especially in the case of its
portrait busts — antiquarian erudition, but did not
yet include chronological narratives of artistic devel-
opment.

To write or display ‘the history of art’ is only pos-
sible on the assumption that art has a history that
would show up in the development of syle as its ‘shape
of time’, to refer to a notion coined by George
Kubler.'® It was Winckelmann who established this
conception in his publication of 1764, but it took
a couple of years before it was applied to museum
display. His publication provided a new theoretical
approach by which it became possible to deconstruct
the principle that guided the display of the tradition-
al aristocratic picture galleries until the late 18th cen-
tury. The aristocratic display of collections, one could
say, aims at putting up a kind of order that one might
call ‘architectonic’ and 'self-sufficient’. It is obviously
not intended to support or encourage the recogni-
tion of the works of art on display. The main focus of
this sort of exhibition is not on the individual work of
art as related to comparable works in other places
but on the collection as more or less organic whole.

This can be illustrated with a painting depicting
“Leopold Wilhelm I. of Austria in His Gallery of
Paintings” by the art curator of the then-governor of
Flanders, David Teniers the Younger in 1651. [Fig.
31 Of course, it is worth noting that Tenier’s paint-
ing does not show a realistic view of this collection,
but a fictitious situation. Nevertheless the painting
conveys an authentic impression of the principle of
order of collections of this sort, based almost exclu-
sively on the format of each painting. Such a display
is concentrated on two aspects. First, on the display of
wealth: To show that the owner owns works of art in
plenty, the paintings were hung thickly in tiers on
the walls of the gallery. The second aim of the dis-
play is the demonstration of an absolute power of order.
The archduke is shown here as somebody having the

'8 KUBLER, George: The Shape of Time. Remarks on the History of
Things. New Haven : Yale University Press, 1962, german
ed. with an important preface by BOEHM, Gortfried: Die
Form der Zeir. Anmerkungen zur Geschichte der Dinge. Ed.
Gottfried BOEHM. Frankfurt a. M. : Suhrkamp, 1982.
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power to set in force any order he likes. Although it
is quite certain that the aristocratic collector bought
his paintings according to criteria of connoisseurship
the principles are themselves not laid open to those
who were permitted access to the gallery. Instead,
the display is a symbolical rendering of the absolute
power of order of the absolutist ruler. In an arrange-
ment of works of art as in my example above, the
specific nature of the objects needs not necessarily to
be taken into account by the sovereign, i.e. the works
in his possession have properly become his ‘subjects’.

With this in mind, the first attempts in the 18th
century to reorganize the displays of aristocratic col-
lections according to criteria inherent in the nature
of the exhibited objects have to be interpreted in po-
litical terms, too. Not yet attacks on the principles of
absolutism, the rearrangements were rather signs of
a more or less enlightened absolutism. The epithet
‘less enlightened’ is true for the display of Dresden
Gallery towards the end of the century that has been
described recently by Gregor Weber."” We might
conclude from Weber’s reconstruction that the hang-
ing of the paintings followed the intention to bring
their specific aesthetic qualities and styles to bear.
The various works were classified according to regional
or national schools, and within these schools similar
subjects were juxtaposed. Such a display is indeed
designed in accordance with educational intentions
to cultivate aesthetic sensibility and allow a more com-
prehensive grasp on the side of the audience. Although
this experience was still limited to a privileged group
of people, the main purpose of this gallery was not to
communicate the owner’s political power of order but
the advancement of aesthetic judgement. Here,
I think, begins the history of the museum as the place
of a genuine critical discourse of a middle or upper
class ‘public’ including artists.

It seems important to me that this paradigmatic
change took place some years before Winckelmann’s
famous book was published. There is considerable
evidence to suggest that the archeologist himself was
inspired by his visits to the Dresden gallery where

' WEBER, Gregor: Die Galerie als Kunstwerk. Die Hingung
italienischer Gemilde in der Dresdener Galerie 1754. In: Elb-
florenz. ltalienische Prisenz in Dresden 16, — 19. Jabrbundert.
Ed. Barbara MARX. Dresden : Verlag der Kunst, 2000, p.
229-242.

3. David Teniers: Archduke Leopold Wilhelm visiting his Picture Gallery, around 1651, oil on canvas, 123 X 163 em. Photo: Vienna,

Kunsthistorisches Museum.

the foundations of his basic art critical notions, spec-
ified afterwards in his History of the Art of Antiquity,
were laid. In this book the author made an effort to
synthesize his descriptions of aesthetic perception and
his historical surveys, thereby setting the ancient
works in cycles of stylistic development. Although
a museum-based “Kennerschaft” (connoisseurship) is
prevalent, the writings were rightly considered as the
beginnings of a German art historiography.

Long before the end of the 18th century we have
thus a theoretical model for the arrangement of works
of art according to the art historical concept of style.
But nevertheless there is hardly a museum that sub-
sequently aimed at displaying its collection purely and
solely to show the development of art in its history.

History remained essentially a scientific discipline
committed to textual tradition. If it was put on dis-
play, it was still bound to narrative summaries,
a matter of books. But we can observe that together
with the spreading of the idea of the historical aspect
of art since the enlightenment new forms of rational
order, based on the genetic principle of development,
occurred. One important example is Alexandre Le-
noir’s Musée des Monuments Frangais. Francis Haskell
and Andrew McClellan have discussed it recently, but
its role in the history of the museum is, as far as
I know, still to be explored.” Another famous exam-

2 See notes above. See also LOCHER 2001 (see in note 2), p.
132-140.
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ple, which is well documented since the recent re-
search of Deborah Mijers, is the reorganization of the
display in the Imperial collection of paintings in the
Viennese castle of Belvedere under Joseph II. The
Emperor’s advisor was Christian von Mechel, a Swiss
art dealer, engraver and friend of Winckelmann. It is
probably the first collection where the display has been
based, at least partially, on art history. Mechel’s lay-
out of the Belvedere collection was composed of chron-
ological narratives of artistic development within
‘national’ schools of painting. For example, the works
of Rubens, the works of the Ecole venetienne and the
Maitres modernes were hung in separate rooms in or-
der to encourage comparisons, thereby making visi-
ble a quality inherent in the object of art, namely its
‘shape of time’. If this was his scheme, it has been
correctly argued that he nevertheless based his dis-
play mainly on dassification of the works according to
their place of origin, genre, etc. rather than on
a consistent history of style. His display did not actu-
ally make visible how the ‘shape of time’ changed. It
rather showed how the single national schools of paint-
ings and their masters differed from each other. Only
in the upper floor of the Belvedere it was shown how
northern European art developed from earlier to more
mature stages according to a presumed ideal which
was considered to be timeless. In this sense, Mechel's
concept still followed the principles of normative art
criticism. His intention was not so much to show how
the art forms had changed in the course of time but
rather to illustrate an ideal of his own time by the art
of the past.

Nevertheless, the eagerness of Mechel’s fresh ap-
proach is remarkable especially in one respect: His
favoured system of order broke with the convention-
al gallery in which the monarch’s absolute power of
order was symbolized by the arrangement of objects.
It is reasonable to believe that Mechel himself was
conscious of that shift. Some of his contemporaries
definitely were filled with indignation, criticizing —
like Joseph Rosa — the new display as the ‘destruction
of a truly princely gallery’.?' It is uncertain whether

2 Cf. Mijers 1995. Joseph Rosa (1726 —~ 1805) was conservator
of the Kaiserliche Gemildegalerie, Vienna, and author of the
first inventory of this collection, a catalogue published 1796
~ 1804, s. Thieme-Becker, Allgemeines Lexikon der Bildenden Kiin-
stler. Leipzig 1907 — 1947.
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Mechel remained an advocate of a normative notion
of art, but it is obvious that his displaying scheme
instead of representing the monarch’s power should
be a tool for promoting education and aesthetic sen-
sibility of the gallery visitors. The museum’s range of
social functions was thus enlarged by a more system-
atic display designed to give surveys of ‘schools’ that
enabled the visitor to comprehend the exhibited works
in relation to a sequence of artistic developments.

I11. Historical hermeneutics
and aesthetic experience

If Mechel aimed explicitly at a “visual history of
art” his arrangement was, however, not based on pure
chronology. Yet, it is doubtful if a curator could or
should ever go further in this direction than Mechel
did. His display seems to have given each painting
primarily a specifically aesthetic context based on his-
torical and visual evidence. Even if such a context is
constructed artificially, as in the Museo Pio-Clemen-
tino, it can enable the viewer to ‘understand’ or, at
least, perceive the differences in the specific nature of
the objects on display. Another quality of Mechel's
display lies probably in the fact that several modes of
contextualization, i.e. modes of classification, are com-
bined: Biography, national school, and chronology. By this
arrangement, the visitor was encouraged to compare
and judge these different modes of classification, not
only the single works of art. Then, probably, he or
she could realise that critique starts with comparing
single works and continues with classifying and ar-
ranging them. It is beyond our knowledge whether
the Swiss curator’s primary goal was to stimulate the
visitors’ capability to judge critically. Probably it is
more likely that he wanted to illustrate a presumed
‘natural’ order of the world of art according to princi-
ples that were held to constitute the ‘order of na-
ture’. However, the rearrangement of the Belvedere
collection and its theoretical explanation in the is-
sued catalogue show that Mechel was well acquaint-
ed with contemporary debates and thoughts. His
curatorial practice can thus be appraised as an up-to-
date contribution to a ‘scientific discourse’ in a modern
sense of the word.

Half a century after Mechel's proposal of a ‘visual
history of art’ became the leading principle of gallery
displays. A more comprehensive art survey was dis-

played in the Altes Musenm am Lustgarten built by Karl
Friedrich Schinkel in Berlin. On the first floor of the
building the Prussian king’s remarkable collection
with a wide range of master works, many of them of
exceptional quality, was presented to the public. But
the display of the paintings, organized by the art his-
torian Gustav Friedrich Waagen, did not aim at bring-
ing to bear the aesthetic qualities of each single ob-
ject. Rather, it was arranged in a manner that all the
works were, in a figurative sense, linked to each oth-
er as parts of an abstract art historical chain of devel-
opment extending through all ages and all schools. It
seems obvious to me that this strategy is to be inter-
preted in the political context of Prussia under its
enlightened but absolutist monarchs. Like the dis-
play of paintings in the Gallery of Leopold Wilhelm,
those in the Berlin museum shows structural analo-
gies with the political system at that time. The well-
organized state with the power to structure the pub-
lic sphere was mirrored in Prussian institutions of
education. The new university and the museum served
the cultivation of the public as well as its domina-
tion.

It was obviously this type of ‘art historical muse-
um’ that the futurist Umberto Boccioni despised as
a ‘burial ground’, as in it the single work of art lies,
metaphorically spoken, “buried in history”. Ironical-
ly, this kind of museum seems to have been of great-
est importance as regards the formation of the aes-
thetic discourse of the modernist avant-garde.”? In
the course of the 20th century, this ‘burial ground’
even became the ‘stage’ where their socio-cultural,
artistic revolutions were enacted. In more recent times
museum curators have been rather cautious not to
re-establish ‘art historical’ displays. Moreover, it seems
that the public, too, meanwhile has realized, that it
does not have to accept to be instructed in this way,
and that an art historical view is not the only possible
experience that matters visiting an art collection.

IV. Some conclusions:
visual and verbal discourses

The reflections about the history of the museum
display lead me to some provisional conclusions con-
cerning the connection of visual and verbal discourses
in art history. It seems obvious to me that the insti-
tutional history of the museum of art is not only closely

connected to the history of art history, but both are
even complementary if we accept the assumption of
two lines of evolution and two different modes of ar-
ticulation. Art history as a discipline dealing with both
visual and textual information has the epistemologi-
cal potential to bridge the gap between the tempo-
rality of the textual on one side, and the presence of
the image on the other.

Considered from this position, the ideal ‘art his-
torical museum’ of the future would have to be a place
where this tension between ‘experience’ and ‘knowl-
edge’ is exploited in an intelligent and creative way
by the practice of the curator. With a view to the
various functions of the museum in the past, it can-
not be a place where the findings of our discipline are
merely illustrated. It rather should be a place where
the evidence of the aesthetic is exploited to encour-
age new insights. This does, of course, not dispense
the museum curator neither from reasonable action
nor from theoretical reflection but would instead re-
quire his or her active partaking in the art historical
discourse. The visual discourse of the museum is to
be seen as part of a larger project of a science of art
(Kunstwissenschaft), serving as a medium and ve-
hicle of knowledge. This precisely seems to me to
be the purpose of the museum of art as a public in-
stitution in a democratic society based on the self-
conscious, emancipated individual. If the museum’s
socio-political function as an “engine of culture” is
denied or undermined, for example by degrading it
to a mere place where social prestige and the collec-
tors’ wealth are shown off, this institution will be
deprived of its essential identity and role within our
society, and it might even loose its traditional legit-
imacy. Which means, it would change into some-
thing that could not be of much interest to art his-
torians any more — except for a phenomenon to be
studied.

The integral function of any museum of art is, in
my view, to provide a public sphere where art is “in
process”, i.e. produced and presented, rather than
a place where history is merely narrated. Having stat-

22 See on this and related topics SCHNEEMANN, Peter: Bezie-
hungsgeschichten. Zur Sozialisierung des autonomen Werks.
In: Zestmaschine. Oder: Das Museum in Bewegung. Ed. Ralf BEIL.
Ostfildern : Kunstmuseum Bern, Stiftung Kunsthalle, 2002,
p. 53-65.
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ed that, it is necessary to acknowledge that the visual
argumentation of a display can be the basis of a new
aesthetic experience that then can lead to a re-evalu-
ation of history. By ‘history’ I do not mean the mere
enumeration of facts and data, but the construction
of a narrative, the designing of a verbal picture, the
explanation of a certain view that connects the past
(of objects described) to the present (of the author or
reader). This substantiates my argument that the
curator, by continuously inventing new arrangements
of the museum’s objects, acts as dialectical counter-
part to the art historian who aims at new interpreta-
tions and insights in writing commentaries, books and
essays. ‘Experience’ and ‘interpretation’ are not alter-
natives; on the contrary they have to be joined dia-
lectically.?® The art historian (we can call him ‘writer’
or ‘speaker’) as well as the curator (‘arranger’ or ‘pic-
ture composer’) ate involved in generating art, and
both share interests and sometimes form judgements
that may, in a broader sense, even be called ‘aesthet-
ic’. Obviously, critique as well as arrangement is based
on some sort of interpretation: Both actions trans-
form, de-contextualize and re-contextualize objects,
and in doing so they reanimate and reconstruct the
meaning of ‘things’ made in the past.

In the reconstruction and explanation of dialogues
of the ‘diskursive und prisentative kunsthistorische
Praxis’, as Heinrich Dilly once put it,* in the explo-
ration of their dialectical relation, lies 2 whole field of
research open to further studies. If the display of ob-
jects in a museum is considered to be interpretative
and thus subject to continually changing notions de-
pendant on a complex set of historical conditions at
any given moment in time, it follows that it needs to
be updated accordingly. This process can be stimu-
lated by verbal criticism. To illustrate this, I would like
to refer, in conclusion, to a historical example of the

2 See SEROTA, Nicholas: Experience or Interpretation. The Dilem-
ma of Museums of Modern Art. London : Thames and Hudson,
2000. On the future of the museum see now: ZUSCHLAG,
Christoph: Vom Kunsthistorikermuseum zum Kiinstlermu-
seum. Sind Kunsthistoriker Innen von Museum bald dberf-
lussig? In: Visions of a future. Art and art history in changign
contexts. Ed. Hans-J6rg HEUSSER — Kornelia IMESCH. Ziirich
: Siar, 2004, p. 43-64.

2 DILLY, Heinrich: Kunstgeschichte als Institution. Studien zur Ge-
schichte einer Disziplin, Frankfurt a. M. : Suhrkamp, 1979, p. 133.
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dialectical relationship between the imaged and the
written discourse in the museum and in art criticism.
Between 1802 and 1805, the German philosopher
Friedrich Schlegel published a series of articles in the
journal Exropa in which he described the display of
paintings, that had been collected (stolen) by the
Napoleonic troups during their military campaigns
in Italy, arranged by Dominique Vivant Denon in
the Louvre.” This exhibition inspired Schlegel to
a new, specific view of the history of painting and
a new theory of painting as well. In his articles, Schle-
gel does not just give simple descriptions of the paint-
ings he saw in Paris, but he tries to characterize each
artist by comparing his works with those of others,
finally focussing on those works of art that really in-
terested him. Schlegel’'s Nachrichten von den Gemdéiblden
in Paris’ are a very individual, subjective narrative in
a double sense. It is either an account of his aesthetic
experience in the Louvre and a narrated history of
painting written for readers who in all probability
never would have the chance to go to Paris to see the
works Schlegel described. His aim is very clear: In
front of the ‘medieval’ works of art in the Louvre ex-
hibition, Schlegel tried to ascertain his “German”
identity, i.e. aesthetic experience served him as vehi-
cle to find out about his own position in relation to
a piled up “tradition”. On the one hand, his descrip-
tions document subjective impressions and preferenc-
es, and on the other hand they reflect how he takes
a detached view of past traditions and ideologies by
describing motifs, styles and characters, permanent-
ly searching expressions to draw comparisons between
works of different periods, and schools. A discussion
of the older Italian masters in comparison with the
famous works by Raphael forms the centre of his ar-
gumentation. It was the new arrangement of the old
master paintings by Dominique Vivant Denon® that

¥ For a critical edition see SCHLEGEL, Friedrich: Gemdlde alter
Meister. Ed. Hans EICHNER ~Norma LELLES. Darmstadt :
Wissenschaftlich Buchgesellschaft, 1984. I am preparing
a study on this subject.

* See the exhibition catalogue Dominique Vivant-Denon. L'oeil de
Napoléon. [Cat. exhib} Paris : Musée du Louvre, RMN 1999.
For more documents Vivant Denon. Directenr des musées sonl le
consulat et Vempire. Correspondance. Ed. Marie-Anne DUPUY —
Isabelle le MASNE DE CHERMONT - Elaine WILLIAM-
SON. Paris : RMN, 1999.

4. Paintings by Raphael and Pe-
rugino in the Lowvre around 1802,
idealized arvangement. From: Ga-
lerie du Lonvre, représentée par des
gravures & lean-forte par Mare Cos-
way {...}. Paris 1802,

inspired Schlegel to adopt an original point of view
and even to reflect upon what contemporary art
should be like. ‘Any new exhibition and combination
of old paintings’, Schlegel writes, ‘creates a new body,
where to the amateur many things appear in a new
and clearer light’.?

In fact, the Louvre display of Vivant Denon fol-
lowed by and large the principles of Mechel’s display
in the Belvedere in Vienna. The paintings were
grouped according to national schools and, more or
less, according to chronology. But far more impor-
tant than chronology is the aesthetic concept: Vivant
Denon focussed on main works and supplied them

¥ SCHLEGEL, Friedrich: In: Enropa, I, Nr. 1, p. 111-112 (1803).

* Compare also the water colour drawing by Zix, Benjamin:

not only with a historical but also with an aesthetic
context, as can be concluded from the — partly ideal-
ized — etchings by Maria Cosway.? [Fig 4] As can be
seen here, Denon displayed the “Transfiguration’ as
the highest achievement of Raphael surrounded by
smaller and earlier works of the same master, addi-
tionally flanked by two similar subjects of Raphael’s
teacher Perugino. By this arrangement, he made vis-
ible 1) that Perugino repeated himself using the same
patterns of composition 2) that the early Raphael’s
style was indeed very similar to his master’s 3) that
Raphael did not use ‘stock’ patterns like his master.
This is one visual argument of Denon’s display: On

Cortége du mariage de Napoléon et de Marie-Louise
d’Autriche, 24 X 172 cm, Paris, Musée du Louvre, Inv. M§4,
1832, no. 25.
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examining it, Schlegel drew his own conclusions on
the basis of his differing theoretical and philosophical
background. He acknowledged the older, ‘primitive’
style of painting as truer, purer, and simpler. So, if
Denon’s display underlined the specific qualities of
the works exhibited, at the same time it was apt to
inspire new views.

It is known that Schlegel's text was of crucial im-
portance to the German Romantic Movement. It was
widely read by artists and also by art historians like
Gustav Friedrich Waagen, Franz Kugler, and many
others. His text transformed a visual display into
a verbal discourse, and very probably this text inspired
the curators in the Altes Musenm Berlin. But Schlegel’s

16

historical narrative remains an aestbetic statement and
was understood by the romantic artists as such. This
proves to me that the museum as a social institution
has been a ‘discursive museum’ right from the start.
Only a few years ago, this discursive function of the
museum has been declared programmatically to be the
ideal of our present time.” But the museum of art has
always had the potential to be such a place of discus-
sion — neither solely an archive, nor a mausoleum, but
a ‘forum’ of aesthetic experience and critical discussion,
a place of creativity open to the present and to the fu-
ture. The museum is not only a place where art objects
are stored, it is itself an object for art history and a room
of performance of both art and art history.

» NOEVER, Peter (Ed.): Das diskursive Museum. Osfildern : Hatje
Cantz Verlag, 2001.

Uloha muzea pri formovani umeleckohistorického diskurzu

Resumé

1. Dva druhy stdov:
historicka a estetickd kritika

Aj dejiny umenia maju legendy o svojom pévode.
Najrozsirenej$im mytom je pravdepodobne ten, Ze
dejiny umenia ako disciplina ziskali svoju pravi iden-
titu v neskorom 19.storodf tak, Ze odstranili akykol-
vek esteticky sid a odmietli akdkolvek cast na pro-
cesoch, tykajicich sa stifasného umenia. Medzi pr-
vych zéstancov takéhoto pristupu patri viedensky
béadatel Moritz Thausing, ktory vo svojej inaugurac-
nej prednéske roku 1873 konstatoval, Ze by si vedel
predstavi¢ dejiny umenia, v krorych by sa slovo ,krés-
ny" vobec nevyskytovalo. Ulohou dejin umenia ako
vedeckej discipliny nemalo byt totiz posudzovanie
umeleckych diel na zdklade ich estetického vzhladu,
ale na zédklade ,historickych faktov”. Aj ked sa tdto
koncepcia stala vieobecne akceptovanou — prisne
odligujic historickd objektivitu od estetického sudu
&i estetickej kritiky — predsa to pre mnohych vedcov
bol skor idedl ¢i dokonca dogma.

Thausingova pozndmka eSte lepSie vynikne na
pozadi tzv. drdZdanského sporu o Holbeina, pri kto-
rom sa ukézalo, Ye v skuto&nosti kazdé umelecko-kri-
tické hodnotenie obsahuje v sebe esteticky sad.
V rdmci tohto sporu sa na vysledku pravdepodobne
podpisalo aj in§talovanie oboch obrazov v Drézdanske;
galérii, kroré Sikovne odhalilo zdklady romantickej
estetiky. Esteticky zdZitok tu bol rozhodujici a nielen
pre tento konkrétny spor. MoZno povedat, Ze dejiny
umenia sa od svojich pociatkov aktivne podielali na
umeleckej produkcii, obchodovani ¢i tzv. chode/fun-
govani umenia (Kunstbetrieb). Historici umenia (poc-
ntic Winckelmannom aZ po Warburga a Panofskeho)
zaujimali k tomu, ¢o tu moZno nazvat ,estetickym
zdujmom", tOzne postoje. Napriek odlisnym chapa-
niam Specifickej estetickej povahy objektov, spdja
tychto vedcov potreba raciondlne vysvetlovat iracio-
nalne v oblasti vizuilneho umenia. Racionalita, takd
podstatnd pre histériu { vedu, bola povaZovand od 19.
storoia za jednu z hlavnych Gloh historika umenia
a stla v opozicii k procesom umeleckej tvorby. Uka-

zuje sa viak, Ze vztahy medzi dejinami umenia a ak-
tudlnou umeleckou tvorbou st nielen nevyhnutné, ale
i utvérajice charakter vednej discipliny. Je preto jed-
nou z ddleZitych dloh historiografie, pokusat sa ob-
jasnit komplexna $truktdru diskurzu dejin umenia
tak, aby sa preukdzalo, akd dlohu zohrala tdto dis-
ciplina pri formovani moderného systému umenia.

1. Miizejny diskurz — poriadok veci

V rdmci historiografie dejin umenia je potrebné
brat do ivahy nielen textové, ale i vizuédlne diskurzy,
kde déle¥itt dlohu zohrdva mizeum umenia ako
miesto prepojenia historického a estetického hodno-
tenia. Rand historiografia dejin umenia prehliadala
muzeum a chdpala ho predovSetkym ako archiv ale-
bo klenotnicu, ¢o kore§ponduje s ndzormi mnohych
modernych umelcov alebo filozofov (napr.Adorna),
ktori mizeum nazyvali mauzéleom ¢ hrobkou. Ten-
to ndzor na muzeum sa viak zdsadne zmenil zaciat-
kom 80.rokov 20. storofia, ked sa povedla obrovské-
ho boomu mizei objavila postmodernd kritika mi-
zea ako indtittcie (Crimp). Posun nastal aj zo strany
umelcov a mizeum sa stalo miestom ocefiovania
umenia, ba dokonca in3pirdcie. Paralelne s intitucio-
nalnou kritikou uskutoéfiovanou umelcami, sa obja-
vilo prehodnocovanie muazejnych prakeik a spésobov
vystavovania zo strany historikov umenia. Na zdkla-
de neddvnych vyskumov sa dnes povaZuje mizeum
umenia za in§titiciy, kde sa odohrdva nielen umelec-
ka kritika, ale aj dejiny umenia. Specificky ,nemy"
vizudlny diskurz v mizeu moze byt potom povazo-
vany za diskurz, ktory je v dialektickom vztahu s pi-
sanym diskurzom, rozvijanym prostrednictvom od-
bornych §tudii a publikécii.

Rozvoj tohto vizudlneho diskurzu nastdva vtedy,
ked sa zbierka predmetov zalne konStituovat ako
»mizeum“, Na rozdiel od inych autorov (Crimp,
Wyss), sa tdto §tudia zameriava na rolu mizea ume-
nia ako miesta estetického zdZitku, kde je ndvstevnik
vyzyvany zalastnit sa na , konStrukcii poznania® pros-
trednictvom $pecifickej formy — ,vizudloymi argu-
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mentmi* vystavy. Diskurz miizea sa tu sice manifes-
tuje vizudine, ale nevyhnutne sa vztahuje aj k diskurzu
verbdlnemu: postavenému na tedrii a obsahujiiceho
tedriu.

Tieto tézy mozno ilustrovat na dvoch prikladoch,
tykajicich sa zobrazenia najstarSich inStitdcii, ktoré
si zasliZia pomenovanie mizeum umenia. Obidva
obrazy zndzorfiuji Museo Pio-Clementino vo Vati-
kéne. Obraz francizskeho maliara B. Gagnereauxa
prostrednfctvom nédvstevy v mizeu (ide o §védskeho
krala Gustava II1.) predvddza kultivovanie vkusu,
rozjimanie nad majstrovskymi dielami a konStituova-
nie kdnonu krdsy. Druhym dielom je rytina G. Vol-
pataa L. Ducrosa, kde st zndzorneni divdci a prostred-
nictvom nich st reprezentované tri spdsoby pozera-
nia a zaoberania sa umeleckym dielom: obdivovanie,
stutaZenie a kritické skiimanie, ktoré pozostava zo syn-
tézy konceptudlneho a vizudlneho pochopenia diela.
Toto zndzornenie kritického skiimania je namieste aj
preto, Ze samotné umelecké predmety v Museo Pio-
Clementino boli usporiadané na zdklade kritérif roz-
vijanych v rdmci vedeckého bddania v tomto obdobi
a tieZ naiStalované podla dobovych estetickych pred-
stdv. Kurdtorom, zodpovednym za tato instaldciu bol
G. B. Visconti a jeho syn E. Q. Visconti, ktori spolu-
pracovali s Winckelmannom a ich ndzory boli nepo-
chybne v sdlade s Winckelmannovymi estetickymi
pojmami. Visconti a jeho syn spracovali tieZ sedem-
dielny katalég zbierky tohto mizea, krory ukazuje vte-
dajsiu predstavu klasifikdcie objektov na zdklade for-
malnych a tkonografickych hladisk. V redlnom priesto-
re muzea zohrali tieto hladiskd urdita dlohu, ale na-
priek tomu boli podriadené estetickym kvalitdm
najdoleZitejsich, kanonizovanych majstrovskych diel.

Pisat alebo vystavovat ,dejiny umenia“ je moZné
iba za predpokladu, Ze umenie md svoju histériu, kto-
14 je mozné ukazovat iba ako Stylovy vyvin, ako jeho
~shape of time“ (G. Kubler). Bol to Winckelmann,
ktory vytvoril tito koncepciu v roku 1764, aviak tr-
valo nejaky Cas, kym bola aplikovand v mizeu ume-
nia. Tento teoreticky model pre instalovanie umelec-
kych diel vznikol pred koncom 18. storocia a samotny
Winckelmann sa pravdepodobne in$piroval ndvste-
vou Drézdanskej galérie.

Dolezitym prikladom zddraziiovania historického
aspektu umenia v muzeu je Musée des Monuments
Francais koncipované Alexandrom Lenoirom. Snad
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Uplne prvym pokusom chronologickej in§taldcie — ako
vizudlneho prerozprdvania pisanych dejin umenia —
je viedensky Belvedér, ktort uskutocnil cisdrsky po-
radca Jozefa II., $vajciarsky obchodnik s umenim
a Winckelmannov priatel Christian von Mechel.

III. Historickd hermeneutika
a esteticky zaZitok

Aj napriek tomu, Ze Mechel sledoval ,vizudlne
dejiny umenia®, jeho in3taldcia nebola postavend na
Cistej chronolégii. Jeho spdsob vystavovania vytvdral
pre kazdé dielo $pecificky esteticky kontext, zalozeny
na historickych a vizudlnych stvislostiach. Tieto boli
sice umelo skon3truované, aviak umozovali diviko-
vi ,porozumiet“Specifickej povahe umeleckého pred-
metu. Mechelov spdsob vystavovania kombinoval
vlastne niekolko kontextov: biografiu, ndrodnt skolu
a chronoldgiu. Toto umozZtiovalo tieZ kriticky hod-
notit na zdklade komparicie jednotlivych diel. Me-
chel bol tieZ obozndmeny so su¢asnym myslenim a tak
jeho kurdtorskd prax moZe byt povazovand za aktu-
dlny a pokrokovy prispevok k vedeckému diskurzu
v modernom zmysle. Polstorocie po Mechelovi sa jeho
koncepcia ,vizudlaych dejin umenia® stala prevldda-
jacim principom galerijného vystavovania. Ovela
obsiahlej$i prehfad umenia predstavilo Altes Muse-
um am Lustgarten, postavené K. F. Schinkelom v Ber-
line. Pozoruhodné zbierka pruského kréla s celym
radom majstrovskych diel mimoriadnej kvality bola
otvorend pre verejnost. Kurdtorom sa stal historik
umenia G. F. Waagen, ktory v§ak nepoloZil déraz na
estetické kvality kazdého jednotlivého objektu, ale
inStaloval sp6sobom, kde sa vietky diela stali sicas-
tou abstraktného umelecko-historického retazca —
vyvinu vietkych obdobi a $kol. Tato stratégiu moz-
no interpretovat v sdlade s politickym kontextom
Pruska a jeho osvietenskych, ale tieZ absolutistickych
vlddcov. Analégie s politickym systémom a mocen-
skymi Strukeirami tak odzrkadlovali pruské vzdeld-
vacie in§tittcie. Tento typ ,umeleckohistorického
muzea" bol pravdepodobne pri¢inou pre oznacenie
muzea ako ,pohrebiska“ futuristom U. Boccionim.
Paradoxne, v§ak préve tento typ muzea zohral déle-
Zitt lohu pri formovani estetického diskurzu avant-
gérd a ,pohrebisko” sa stalo scénou, kde sa odohrali
umelecké revolicie.

IV. Zavery: vizudlny a verbélny diskurz

Predchéddzajice Gvahy vedd k presvedleniu, Ze
inStituciondlne dejiny miizea umenia st Gzko spojené
s dejinami dejin umenia, ba dokonca %e st komple-
mentarne pri akceptovani predpokladu dvoch linii
vyvinu a tiez dvoch spdsobov artikulovania. Dejiny
umenia ako disciplina, ktord nardba s vizuilnymi
a textovymi informdciami, mé epistemiologicky po-
tencidl preklentt priepast medzi ¢asovou podmiene-
nostou textu a pritomnostou obrazu. Vychddzajic
z tychto pozicii, idedlnym umelecko-historickym
mizeom v budicnosti by malo byt také mizeum,
ktoré by sa aktivne zicastiiovalo na $irfom projekee
vedy o umeni a sldZilo by ako prostriedok poznania.
Mizeum umenia — ako verejnd inStittcia — by malo
byt v neustélej premene (,in process“), prehodnoco-
vani histérie v zmysle kon3truovania pribehov, dizaj-
novania verbdlnych obrazov, vysvetlovania urcitjch
nahladov, ktoré spdjajd minulost s pritomnostou.
Kuritor, neustdle objavujici nové indtalovania mi-
zejnych predmetov, je potom dialektickym protaj-
$kom historika umenia, ktory usiluje o nové interpre-
tdcie a pohlady vo svojich pisanych komentéroch,
knihdch a Stadidch.

Ako hovori H. Dilly, celd oblast vyskumu otvore-
ného pre dalsie badanie lez{ v rekon$trukcii a vysvet-

lovani dialégov ,diskurzivnej a prezentativnej ume-
leckohistorickej praxe“. Vystavovanie umeleckych
objektov v mizeu treba povaZovat za interpretativ-
nu prax a teda za predmet kontinudlnych premien,
zavislych od celého komplexu historickych podmie-
nok platiacich v danom momente.

Ako ilustrdciu tychto tvrdeni{ mo#no pouit sériu
¢ldnkov nemeckého filozofa F. Schlegela, uverejne-
nych v ¢asopise Europa v rokoch 1802 — 1805, v kto-
rych opisoval vystavy malieb, ukoristenych napole-
onskymi jednotkami pocas vojenského taZenia v Ta-
liansku. Obrazy naintalované D. V. Denonom
v Louvri indpirovali Schlegela k novému, $pecifické-
mu pohladu na histériu malieb ako aj teériu. Pred
talianskymi dielami stredovekého umenia v Louvri
uvazoval prostrednictvom vlastnych estetickych zi-
zitkov nielen o nemeckej identite, ale i o vlastnom
vztahu k nazhromaZdenej ,tradicii“, ba dokonca
o sucasnom umeni. Ak sa dnes diskutuje o ,,diskur-
zivnom muzeu", je potrebné si uvedomit, Ze muze-
um obsahovalo diskurzivau funkciu od svojich po-
ciatkov a vidy malo potencidl byt miestom diskusie,
nielen archivom alebo mauzéleom, ale ,férom* este-
tickych zdZitkov a kritickych diskusii, otvorenych
v pritomnosti a smerovanych k buddcnosti.

Slovensky preklad Mdria Oriskovd
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Teoretické koncepty kritickej muzeoldgie

Petra HANAKOVA

Predkladand $tidia je rozsiahlym fragmentom di-
zertalnej price autorky nazvanej Kritickd muzeoligia
— praktické dosledky a teoretické vychodiskd pre dejiny ume-
nia. I vzhladom na teoretické zameranie ¢asopisu, sd-
streduje sa tu publikovand Cast, v podstate jadro pra-
ce, na teoretické vychodiskd aktudlnej muzeoldgie.
Je pokusom systematizovat a cez klicovych predsta-
vitelov charakterizovat hlavné linie teoretickej kriti-
ky muzea posledného Stvrtstorolia. Text samozrejme
nie je vylerpévajici. Zodpovedd pohladu konkrétne-
ho odbornika spoza hranic zdpadného teritéria
s odli§nou historickou skdsenostou a ekonomicky nie
celkom kompatibilnym ,prdvom na informdcie”.

Foucaultovské in8pirdacie — mizeum a moc

Meno Michela Foucaulta sa uz i v tejto praci obja-
vilo niekolkokrat. Foucault je dnes vo vidSine huma-
nitnych vied neprehliadnutelnou postavou, klicovou
referenciou. Mnohé z jeho pojmov i teoretickych
konceptov priniesli vyrazné oZivenie, ba aZ akési pod-
statné preprogramovanie bddania v rdimci viacerych
humanitnych disciplin. V dejindch umenia a muzeo-

' O archeoldgii mizea viak dnes moZno hovorit aj v inom zmys-

le. Tendencia archeologizovar & muzealizoval mizeum sa dnes
objavuje aj ako architektonickd, designérska charakteristika —
ako historizujlci retro-trend vo vystavnickej architekeire & scé-
nografii. V jeho rimci dochddza napriklad k de-modernizicii,
k akejsi historickej rekon3trukcii ¢ ndvratu do pdvodného sta-
vu niektorych starSich galérif ¢ muzef umenia. Tieto si zbavo-
vané svojich noviich architektonickych ndnosov, v prospech star-
$ich, pbvodnejsich, origindlnejsich vrstiev. Objavujd sa dokon-
ca akési kritické edicie muzef (vystavnicka obdoba kniZnych re-
edicif pre bibliofilov) & kritické remaky historickych vystav. Ich
ciefom je evokovat pdvodny divicky zéZitok, resp. origindlny
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16gii sa vplyv tohto franctzsko-amerického filozofa,
epistemoldga a vdsnivého kritika kltuovych mocen-
skych institici{ Moderny udomdcnil predovietkym
prostrednictvom dvoch problémovych okruhov — cez
vzdjomny vztah moci a vedenia (inStitticii moci
a vedenia) a cez tzv. archeolégiu ¢i archeologizaciu
vedenia — presvedlenie, Ze Ziadne vedenie, ani to ume-
lecko-historické, nie je raz a navidy dané, ale vidy
historicky, ideologicky a inStituciondlne rimcované,
teda v svojej podstate premenlivé.!

Asocidcia vystavy/vystavovania a moci, vystavnych
stratégil a moci sa objavuje v tomto obdobfi, rézne
gramaticky ohyband, v ndzve viacerych publikdcif
venovanych dejindm muzef a vystav.? Vznikd mnoz-
stvo monografickych pric venovanych konkrétnym
muzedm, ich vystavaym politikdm, ideologickému
pozadiu ich akvizi¢ného programu, ich zdkulisnym
zdujmom... NajvicSia pozornost je pochopitelne ve-
novand najmocnej$im muizedm, tym institGcidm, kto-
1é doslova pisali moderné dejiny umenia.’ In$pirova-
né zdpadnou kritikou zadinaju pisat svoje kritické
dejiny institdcif i stredo- a vychodoeurépske krajiny
a ich historici umenia. Uast moci na utvérani vede-

vystavny kontext umeleckého diela. Predovietkym aktudlny boom
zdujmu o vystavné dejiny Moderny a experimentdlne vystav-
nictvo dnes podporujd tento ,.fajnimekersky” trend.

Na ilustrdciu aspofi niekolko kniZnych titulov: DUBIN, Ste-
ven C.: Displays of Power: Memory and Amnesia in the American
Museum. New York : New York University Press, 1999; STA-
NISZEWSKI, Mary Anne: The Power of Display: A History of
Exhibition Installations at the Musenm of Modern Art. Cambridge
(Mass.) : MIT Press, 1998 alebo LUKE, Timothy W .: Shows of
Force: Power, Politics and ldeology in Art Exhibitions. Durham —
London : Duke University Press, 1993.

nia a u¢ast mocnych muzef na utvdrani umelecko-his-
torického vedenia je z takychto publikdcii jasne zrej-
mié. Nadobtda konkrétnu podobu, za$titend mnoz-
stvom faktov a heuristického vyskumu,

Na ruindch muzea — Douglas Crimp

Okrem sociologicky orientovaného Tony Bennet-
ta* a Donalda Preziosiho, krorému budeme zakrétko
venovat samostatnd kapitolu, je sndd’ najdéleZitejSim
autorom-kunsthistorikom, ktorého price prezridza-
4 silnt foucaultovska in$pirdciu — Douglas Crimp.
Predovietkym Foucaultova kritickd genealdgia dis-
ciplindrnych a disciplinujicich inStitcii, ale tieZ kuledr-
ne a politické imlikdcie postmodernej epidémie AIDS,
zdaju sa byt vo vztahu Foucault-Crimp najviac pro-
duktivne.’ Hned na Gvod svojho najzndmejsicho tex-
tu Na ruindch mitzea,® neskor zaradeného do rovno-
menného suboru postmodernych eseji,” Douglas
Crimp piSe: ,, Foucanlt analyzoval moderné institicie vi-
zenia — itulky, kliniky, vizenia — a ich prislusné diskur-

3 Napr. HUDSON, Kenneth: Musenms of Influence. Cambridge
: Cambridge University Press, 1987.

4 Z Bennettovych publikicii pozri najdbleZitejiiu BENNETT,
Tony: The Birth of the Museum. History, Theory, Politics. London
— New York : Routledge, 1995.

> Spomefime v tejto savislosti, Ze obaja autori — Douglas Crimp
ako erbovy teoretik a Michel Foucault ako jeden z in3pirdtorov
— patria medzi referenéné mend takzvanych gueer studies, dal-
$ej aktudlnej a velmi plodnej mySlienkovej platformy, ktord
skiima umenie a kultru cez prizmu sexudlnych inakosti a ich
kulearnych symptémov. Hocl gueer studies (resp. queer theory)
st dnes rovnako Zivou oblastou bddania ako feminizmus ¢
postkolonidlne $tidi4, ich prienik s muzedlnou problemati-
kou, aj ked existuje, je skor sporadicky, preto mu v nasej praci
venujeme len viac-menej okrajovi pozornost. Ku gueer studies
bliz8ie pozri napriklad DAVIS, Whitney: ,Homosexualism",
Gay and Lesbian Studies, and Queer Theory in Art History.
In: CHEETHAM, Mark Arthur — HOLLY, Michael Ann —~
MOXEY, Keith (ed.): The Subjects of Art History. Historical
Objects in Contemporary Perspectives. Cambridge : Cambridge
University Press, 1998, s. 115-142.

CRIMP, Douglas: Oz the Museun:'s Ruins, pdvodne publikované
v Casopise October, 1980, & 13. Cesky preklad $tddie in: PO-
SPISZYL, Tomas (ed.): Pied obrazem. Praha 1998, s, 129-140.

7 CRIMP, Douglas: On the Museum's Ruins. Cambridge (MA) :
MIT, 1993. Viad&inu svojich $tidii, venovanych ,mizeu, foto-

zfvne formdcie — Sialenstvo, chovobu a kriminalitu. Je tu
elte daliia vizenskd inftitikcia, kiord Cakd na analjzu vo
Foucanltovom poriati — mizenm — a eite jedna disciplina —
dejiny umenia. Toto sii predpoklady diskurzu, ktory po-
zndme ako moderné umenie. A sdm Foucault naznalil ces-
tn, ako zaiat o tejto analyze premyilar.”® Napriek tvod-
nej foucaultovskej referencii a melancholickému mu-
zedlnemu ndzvu vSak samotny Crimpov text nie je
prioritne textom o muzeu, ale textom o fotografii, kto-
rd autor povazuje za postmoderné médium par excel-
lence, a ktor( sa prdve prostrednictvom foucaultov-
skej argumentdcie — ako vysledok prave prebiehaja-
cej diskurzivnej zmeny, ¢i medidlnej rekonfigurdcie
vedenia, pokusa obhdjit. Crimp teda povazuje za klt-
Cové postmoderné médium fotografiu a za prvého
skutoéne postmoderného umelca Roberta Rau-
schenberga, ktorého postmoderni tvorbu ,,na ruindch
muzea“ vymedzuje vo¢i modernizmu ako ,umeniu
muzea“, Argumentujic Malrauxovym Musée imagi-
naire,? ktoré nazyva ,najvicSim pomnikom diskurzu mil-
zea*,'® ktory ,nevedomky paroduje predovietkym ,dejiny

grafii a postmoderne” publikoval Crimp povodne v revue Oc-
tober, ktorého bol dlhoronym editorom. Z tych najddleZitej-
$ich, s miizeom a vystavovanim viac-menej siivisiacich esejf uved-
me edte: CRIMP, Douglas: The Art of Exhibition. In: October,
1984, &. 30, s. 49-81; text venovany kritike ,névratu malby"
na Puchsovych documentz 7 v roku 1982; CRIMP, Douglas: The
Postmodern Museum. In: Parachute, 1987, & 46, s. 61-69 —
3tlidia venovand postmodernej architektire novych mizef ume-
nia; CRIMP, Douglas: The End of Art and the Origin of the
Museum. In: Art Journal, 1987, & 4, s. 261-266 a text
o muzedlnych projektoch belgického konceptualistu Marcela
Broodthaersa CRIMP, Douglas: This is not a Museum of Art.
In: Marcel Broodthaers. Minneapolis : Walker Art Center, 1989.

CRIMP, Douglas: Na ruindch mizea, Cesky preklad $tidie
in: POSPISZYL 1998, c. d. (v pozn. 6), s. 131-132.

Publikdcia Musée imaginaire od André Malrauxa (pdvodne
1947) predstavuje spolu s ovefa zndmej$im textom Umelecké
dielo vo veku technickej reprodukovatelnosti (1936) od Waltera
Benjamina jednu z prvych pric, ktoré si okrem estetickych
aspektov fotografie viimli a konceptualizovali i niektoré epis-
temologické désledky vynélezu tohto nového média. Leitmo-
tivom Malrauxovho textu je schopnost fotografie, resp. foto-
grafickej reprodukcie spojit nespojitelné. Fotografia je akymsi
muzeom bez stien &imusée imaginaire, ,vypisuje” umelecké diela
z ich prirodzenych priestorovych a Casovych stvislosti, redu-
kujdc ich na pihy prejav $tylu.

1 CRIMP 1998, c. d. (v poza. 6), s. 136.
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umenia ako humanistickii disciplinu“'' uvddza Crimp

prdve Rauschenberga a jeho na fotografickej repro-
dukecii zaloZend tvorbu ako typicky produkt postmo-

dernej transformdcie , diskurzivnej Gnnosti miizea®,"* no-

vej ,radikdlne rozdielnej obrazovej logiky“," krord pod-
kopala ,zdkladné pojmy usporiadaného diskurzu mizea,
ako 5ii originalita, antenticita a prezencia.“™

Crimpova $tadia o diskurzivnej moci fotografie Na
ruindch miizea predstavuje jednu z prvych lastovidiek
medzicasom relativne poletnej literatiry o vztahu
muzea a fotografie ¢ o predstave fotografie #ko

muizea.'s

Archeologickd epistemoligia mizea
a umelecky revival kabinetu kuriozit

Podobne ako Douglas Crimp dochddza v priblizne
rovnakom obdobi viacero autorov k presvedleniu, Ze
doterajSie dejiny muzea st vlastne len ,dejinami roz-
nych pokusov o popretie rznovodosti milzea, snabon o jeho
redukcin v homogénny systém alebo sérin.”"’ Kritickou re-
akciou na tento v podstate modernisticky trend vi-
diet minulost dostredivo, anamorficky — z vlastnej ne-

! Ibidem.

12 Tbidem, s. 130.
3 Ibidem, s. 132.
Y Ibidem, s. 138.

1 Viaceré pribuzné rty muzea a fotografie si povSimla uZ Susan

Sontag v svojej slavnej knihe On the Photography z roku 1990.
Sontag tu okrem iného plSe: , Nech s# mordlne poZiadavky klade-
né v mene forografie akékolvek, ich hlavnym visledkom je premena
sveta v obchodny dom & akési mizenum, kde je katdy ndmet devalvo-
vany na spotrebny artikel a zdroveri povyieny na objekt estetického
oceneniz.” Cit. podla SONTAG, Susan: O fotografii. Praha :
Paseka, 2002, s. 102.
S analdgiou muzea a fotografie sa potom stretdvame { v rdmci
archeoldgie vizuality v kontexte tzv. vizudlnych $tadii, kde
obe, ako inStitdcia muzea, tak médium fotografie, spolu
s dal§imi ,optickymi vyndlezmi® 19. storodia zohrdvaja kld-
covi rolu: kultivujd, zjemfiuji oko, nabddajd vaimat svet es-
teticky — cez filter fotografického, muzedlneho apardtu &
média. Odtial také vieobecné charakeeristiky kultary Moder-
ny ako ,muzedlna kultGra" (museum culture) alebo ,Soovkovd
kultira® (fens culture). Mtzeum i fotografia umoctinjt prioritu
oka — moderného telesného orgénu par excellence, podielaji sa
na stale intenzivnejdej vizualizdcii sveta.
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reflektovanej perspektivy, st potom v poslednych ro-
koch kritické dejiny zberatelstva filtrované opit fou-
caultovskym konceptom navzdjom nekompatibilnych
epistém, akychsi §trukeurdlnych & Strukturujicich
matric poznania. Thto liniu, inSpirovand archeologic-
kou epistemoldgiou Foucaultovej price Slovd a veci'®
sleduje napriklad praca britskej sociologi¢ky Eilean
Hooper-Greenhill Mizeum a formovanie vedenia z roku
1992.Y

Hooper-Greenhill, mozno trochu nekriticky vede-
nd Foucaultovym vzorom, identifikuje v dejindch (resp.
genealdgii) mazea tri fdzy, tri §teukeurdlne odliSitelné
a ohranicitelné obdobia zodpovedajice charakteristi-
kdm Foucaultom vymedzenych troch epistém: rene-
sancnej, klasickej a modernej. KaZdd z nich nachddza
svoje stelesnenie, svoj vyraz v pre fiu adekvitnom de-
jinnom Stddiu, forme, resp. taxonémii muzea.

#Miized", piSe autorka ,museli vidy modifikovat spi-
s0b akym pracovali, & robili, v zdvislosti od kontextu, mo-
censkych hier a socidlnych, ekonomickjch a politickjch im-
perativov, ktové ich obklopovali. (...) SliZili mnobym pa-
nom, tancoval? podla vielijakych piital."*® Mlzed a ich
reprezentanti, zaslepen{ viziou svojej vlastnej pravdy,

6 O muzedlnej funkcii fotografie ako archivdra zanikajiceho
sveta a predovietkym mizntceho, efemérneho umenia sa
v poslednom ¢ase rozpifsalo mnoho autorov. Tento zéujem je,
vzhladom na pominutelna povahu stdle va&iej ¢asti aktudlne-
ho umenia, pochopitelny. Tam, kde zlyhdva mizeum ,zaska-
kuje” fotografia — postmoderné ,miizeum bez stien” par excel-
lence. K tomuto pozri aj BAURET, Gabriel: La photographie:
un musée rival? In: Les Cabiers du MNAM. (L'venvre et som acero-
chage), 1986, 17-18, 5. 188-193.

7 CRIMP 1998, c. d. (v poza. 6), s. 135. Neprimeranost kon-
$truovania dejin mazea & hladania jeho pociatkov cez filter
stcasnosti, z perspektivy discipliny, ktord sama seba povaZuje
za teleologické zavilenie dejin a svojimi parametrami pome-
riava minulost, kritizuje i Stephen Bann v uf zmiefiovanej pre-
hladovej $tadii venovanej reciprolnému vzéahu mizea a dejin
umenia. Pozri BANN, Stephen: Art History and Museums. In:
CHEETHAM — HOLLY ~ MOXEY 1998, c. d. (v pozn. 5),
5. 234-235.

¥ ROUCAULT, Michel: Slové @ veci. Bratislava 1987. Pdvodné
franctzske vydanie pochddza z roku 1966.

' HOOPER-GREENHIL, Eilean: Musenms and the Shaping of
Knowledge. London ~ New York : Routledge, 1992.

20 Tbidem, s. 1.
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1. Guerrilla Girls: Esicky kid pre
miized umenia, 1990.

svojim vlastnym ,,reZimom pravdy®, ktorej relativnost,
docasnost a historickii zvratnost si neuvedomovali,
prenasali tieto svoje vedomostné ramce i do minulos-
ti, prispésobovali nekompatibilny historicky material
anachronickym epistemologickym vzorom. Vysled-
kom takéhoto pristupu boli ,s&dr dejiny omylov, ako
dejiny pravdy”*' neschopnost dovidiet za hranice mys-
litelného. AZ aktudlna historickd skidsenost s koncom
velkych rozpravani obnaZila moddlnost a dodasnost
univerzélne platnych pravd a priniesla ponaulenie, Ze
220 60 plati v jednom obdobi za vaciondlny akt, zasi nemusi
platit v inom, a tdro skutolnost zdvisi od kontextu dsudku,
krory prevazuje.” Objekty vystavené v muzeu ,nema-
JH esencidlnu identitu®, ich ,vjznam nie je konitaniny“?
ale naopak otvoreny a premenlivy. , Hodnoty a priority
dneSwyjch miizei umenia nie sii tie isté ako hodnoty a priority,
povazované za doleZité v minulosti.** Vo vztahu k muizeu
a jeho expondtom teda neexistuje Ziadna prava, lep-
§ia, univerzélne platnd klasifikdcia ¢ model poriad-

! Ibidem, s. 11.

22 Ibidem, s. 9.

GUERRILLA GIRLS' CODE OF
FOR ART MUSEUMS.

80K 1054 Cocpar S Y, mmsm £ WSM OF THE ART WORD

ku, skér mnoZstvo navzdjom nekompatibilnych, na
rOznych miestach a v réznych historickych obdobiach
uplatnitelnych a hlavne myslitelnych racionalit.
Z nich ani jedna nevyhnutne netsti do nasledujice;,
nepredstavuje jej niZsie evoluéné Stddium. KaZdd nova
historickd epocha (i t4 post-historickd, ktori dnes Zije-
me) so sebou prindSa nové moznosti klasifikdcie sve-
ta, akusi svoju disciplinujicu viziu (Norman Bryson),
ktorej v muzedlnom kontexte zodpovedaji nové spd-
soby organizécie zbierkového materidlu. Prave plu-
ralitnost pristupov predchddzajucich $tddii muzea
k materidlu sveta by nds vS§ak mala poudit, vystrihat
pred pripadnym priliSnym zovieobeciiovanim nami
(v tomto okamihu) uplatfiovaného poriadku. I on je
totiZz zvratny, dolasny, historicky, geograficky
i kultiirne zranitelny.

Dal$im reprezentantom archeologickej epistemo-
légie miizea, resp. zberatelstva je Krzyszeof Pomian.
Vo svojej rozsiahlej prci Zberatelia, amatéri, milovnici

3 Tbidem, s. 196.

4 Ibidem, s. 197.
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kuriozit z roku 19877 sa autor sustreduje na jednu
miestne i ¢asovo vymedzend kapitolu dejin zberatel-
stva, na epistému ,kuriozity” a na to ako sa medzi
rokmi 1500 aZ 1800 vyvijala predovietkym v PariZi
a v Bendtkach. Pomian povaZuje zbierku za ,antro-
pologicki udalost.“?* Jeho publikécia predstavuje sku-
to¢ne pozoruhodny kultdrno-antropologicky pohlad
na ,age of curiosity”, na zberatelstvo ako komplexny
fenomén, ktory nie je mozné prehliadnut z perspektivy
jednej discipliny a ktory je mozné pochopit len pri
akceptovani vedomostnych obmedzeni historickych
rdmcov poznania.

Pozoruhodnou umeleckou paralelou aktudlneho
humanitno-vedného zdujmu o ,iné” epistémy, iné
modely poriadku ¢ usporiadania, blizke hoci kunst-
kammer ¢i kabinetu kuriozit st viaceré salasné vystav-
né & vytvarné projekty inSpirované prave proto-mu-
zedlnymi formami vystavovania a ich zdanlivo pata-
fyzickymi expondtmi.?’ Akoby postmoderna inklind-
cia k inym druhom poriadku, k zdanlivému chaosu
a rozpadu §truktir revitalizovala isty druh vnimavosti
pribuznej proto-muzedlnym formdm — k takym sp6-
sobom vystavovania, ktoré obchddzaji raciondlne,
yvedecké” hladiskd modern(istick)ého poriadku. Ka-
binety kuriozit nie st v§ak vaimavosti dne$ného umel-
ca & kurdrora blizke len svojou zdanlivo iraciondlnou
Struktiirou, brikoldZou faktov a vymyslov, ale 1 svojimi
kuriézaymi objektmi. Stadl zbeznd orientacia v sicas-
nom umeni, letmd prehliadka tvorby niektorych ak-
tudlnych umeleckych hviezd a na prvy pohlad je zrej-
my zdujem sticasného umenia o veci bizarné, patolo-
gické, pre veci z iného, arteficidlneho sveta, pre zi-
zratno. Kuridzne, exotické, ,nevidané” funguje dnes
v aktudlnom umeni ako svojbytnd estetickd kategé-
ria. Spodsob tvorby mnohych aktudlnych umelcov ma

» POMIAN, Krzystof: Collectionnenrs, amatents et cuvieus. Paris : Edi-
tions Gallimard, 1987. Anglickd reedicia pochddza z roku 1990.

% Tbidem, s. 6.

¥ Pozri napriklad ¢ldanok THOMSON, Nat: A Museum of Lies.
In: Parket, 2002, & 66, s. 187-190, venovany umelcom, kto-
rych umeleckou stratégiou je vyroba fikcif, .mistorickych”
(novotvar Pierra Bourdieu, oznadujici fidziu historického
a mysteriézneho) & patafyzickych objektov a prostredi.

28 Z vystav, ktoré sa v poslednych rokoch ststredili na toto opi-
tovné prehodnotenie epistémy kuriozity v aktudlnom ume-
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neraz povahu akéhosi obskdrneho kutilstva ¢i Sarla-
tanstva — programovej mystifikdcie, ktorej produk-
tom st ¢astokrdt starobylo pdsobiace objekty atypic-
kych tvarov a zdhadného pdvodu (napr. kostra bdj-
neho Minotaura z vystavy Permanentny romantizmus
v Galérii mesta Bratislava ¢i Svérdkovi Ropdcis z rovno-
menného filmu) alebo rdézne hrdzostra$né ¢i zvldsene
bytosti s mnoZstvom koncatin ¢i prirodzeni (napri-
klad hybridné figiry stirodencov Chapmanovcov).*®
Na druhej strane si viak treba uvedomit, Ze tento
historicky zdujem o epistemologické zlomy v dejinach
myslenia, toto skimanie krizovych obdobi premien
epistemologickych rdimcov, sa odohrdva v obdobi, ktoré
samo seba definuje ako obdobie rekonfigurdcie dote-
raz myslitelného. Ttro rekonfigurdciu poznania pri-
tom spoluurtuje, okrem vieobecnej ned6very v autoritu
velkych pribehov — hlavaych referencii poznania Moder-
ny, predovietkym informatizdcia vedenia. Vstup no-
vych médi do ka?dodenného Zivota a [udskej komu-
nikécie vyrazne ovplyviiuje povahu stcasného vede-
nia. Pred vySe storodim ohrozovala mizeum fotogra-
fia, dnes je touto ,hrozbou* (epistemologickou vyzvou)
internet — jeho schopnost efektivneho uchovavania,
komunikovania, komprimovania, doteraz nepredsta-
vitelného a v svojej podstate nelinedrneho spdjania dét.
Samotny vztah muzea a internetu — transformaécia
a opitovné premyslenie zdkladnych raison d’étre ma-
zea pod vplyvom novych médif ¢i technoldgii, predsta-
vuje dnes velmi vdaéni tému muzedlnej esejistiky.

Muzeum ako vzorova epistemologickd technoldgia
Moderny — Donald Preziosi

Vysiie, v kapitole venovanej Foucaultovmu vply-
vu na kritick(i teérin mizea, sme zmienili niekolko

nf spomesime napriklad vystavu Hybrids v amsterdamskom
De Appel v roku 1996 (kurdtorka Saskia Bos) alebo vystavu
Ethnography: A User's Manual. Archaelogy, Fine Arts, Ethno-
graphy and Varieties v Museo de Bellas Artes v Caracase —
recenziu pozti HOFFMANN, Josef: Ethnography. In: Flash
Art, nov.-dec. 2002, s. 44. Poetike kabinetu kuriozit sa
v niektorych svojich vystavnych projektoch venoval aj fran-
cizsky kurdtor Jean-Hubert Martin. K tomu pozri MAR-
TIN, Jean-Hubert — MILLET, Catherine: Cabinets de curi-
osités: qu'est-ce qui s’y cache? In: Ars Press, &. 190, 5. 38-49.
K tomuto typu umenia pozri potom pripadne aj MaCADAM,
Alta B.: Where the Dinosaurs Are the Old Masters. In: Ass-
news, marec 1998, s. 162-167.

autorov a zamerne si pritom na neskér ,,odlozili“ sndd
najdéleZitejsiu postavu — Donalda Preziosiho.

Tento vynimocne produktivny americky historik
umenia s literdrnovednym vzdelanim, autor publika-
cie Rethinking of Art History,” povaZovanej za akdsi
archeolégiu ¢&i genealdgiu umeleckohistorického ve-
denia je dnes azda najvicSou autoritou kritickej mu-
zeolégie. Hoci muzeum a jeho elokventnd dekon-
Strukcia zdaleka nie je jedingm objektom Preziosiho
teoretického zdujmu, tvori zdrovetl odrazovy mostik
i zakladny kamer jeho vedeckej kariéry.

Preziosiho sofistikovand, podla niektorych moZno
aZ prili§ $pekulativna muzeologickd argumentdcia
siaha daleko za hranice dejin umenia i muzeoldgie,
k samotnej podstate osvieteneckého projektu Moder-
ny ajej kli¢ovym hodnotdm. Mizeum v Preziosiho
potiat{ predstavuje omnipotentnd institdciu, akysi
transparentny, zato vynimocne vplyvny reprezentac-
ny systém filerujici voimanie a pozndvanie moder-
ného sveta.

Preziosiho stibor muzeografickyjch textov, roztrise-
ny na strankach viacerych medzi¢asom kanonickych
kritickych antoldgii nového dejepisu umenia, je v kon-
texte aktudlnej, skor nesystematickej kritickej muzeo-
l6gie snad jedinou vskutku prepracovanou a nadale;
prepracovavanou kritickou teériou muzea.

Vychodiskom vidiiny Preziosiho muzealnych $ta-
dif,*® in§pirovanych nielen Michelom Foucaultom, ale
i Jacquesom Derridom a jeho slovnikom, je konsta-
tovanie priamej suvislosti ¢i doslova vztahu zdvislosti
medzi inStitdciou moderného mazea, dejinami ume-

¥ PREZIOSI, Donald: Rethinking Art History. Meditations on a Coy
Science. New Haven — London : Yale University Press, 1989.

3 Vzhladom na neutichajicu publika¢nd aktivitu v tejto oblasti
uvedme, bez ndroku na kompletnost, aspoil niektoré kltudové
Preziosiho muzeédlne $tddie. V niektorych pripadoch ide
o prepracované varianty predchddzajicich textov: Modernity
Again: the Museum as Trompe l'oeil. In: BRUNETTE, Peter
— WILLS, David (ed.): Deconstruction and the Visual Arts. Cam-
bridge 1994, s. 141-150; Brain of the Earth’s Body: Muse-
ums and the Framing of Modernity. In: DURO, Paul (ed.):
The Rhbetoric of the Frame. Essays on the Boundaries of the Artwork.
Cambridge : Cambridge University Press, 1996, s. 96-110;
Collecting / Museums. In: NELSON, Robert S. — SHIFF, Ri-
chard (ed.): Critical Terms for Art History. Chicago — London :
The University of Chicago Press, 1996, s. 281-291; The Art
of Art History. In: PREZIOS!, Donald: The Art of Art History:
A Critical Anthology. Oxford — New York : Oxford University

nia (resp. muzeografion, ako Preziosi obe tieto inStiti-
cie spolo¢ne nazyva) a samotnym osvieteneckym pro-
jektom Moderny. Muzeografia je podla Preziosiho jed-
nou z najuréujicejlich epistemologickyjch technoldgii mo-
derného podniku, tak ako je osvietenecky vynalez
moderného mizea a s nim stvisiaci ,,vyndlez" ume-
nia revolu¢nou udalostou minimdlne takého vyzna-
mu, ako objavenie linedrnej perspektivy. Moderné
muzeum, této, podia Preziosiho, najmocnejSia mo-
dernd metafora, ,transformovala mnoZstvo starsich prak-
tik produkcie poznania, Struktiivovania a vystavovania do
novej syntézy, ktord bola porovnatelnd so sicasmym vyjvojom
inyjech modernych foriem sledovania a discipliny v nemoc-
niciach, vizeniach a Skoldch.“*!

Vo svojich poletnych muzedlnych textoch, ob-
zvla§t v tom najcitovanejSom — Umenie dejin umenia,
viima si Preziosi nielen U¢ast muzeografie na $truk-
tarovani moderného vedenia, ale i dlohu, ktora tdro
mocnd epistemologickd technoldgia zohrala pri spolocen-
skom a politickom formovani eurépskeho ndrodné-
ho $tdtu a nédsledne v enroperzdedi (kultirnej, muzedl-
nej kolonizdcii) sveta.

Hlavnym analyzovanym produktom Preziosiho
muzeografie je viak kategdria umenia, to autorom
znovu a znovu dekondtruované umenie dejin umenia,
JurCite jeden z najosiniveiSich modernych enrdpskych vynd-
lezov a ndstroj spéitného prepisovania dejin celého ludstva.
Vynilezom umenia dejin umenia, akéhosi ,esperanta
eurdpskej hegemdinie’> akoby sa nastolil ,,vzor pre vietkn
produkcin®?* akasi jednotka merania, ktord nielenZe
urfila nové parametre sveta, ale dokonca ,prerozprd-

Press, 1998, s. 507-527; Hearing the Unsaid. Art History,
museology, and the composition of the self. In: MANSFIELD,
Elizabeth (ed.): Art History and its Instizutions. Foundations of
a discipline. London — New York : Routledge, 2002, s. 28-45
a nakoniec Brain of the Earth's Body: Museums & the Fabrication of
Modernity. Minneapolis — London : Minnesota University Press,
1999. Jednym z poslednych Preziosiho koeditorskych pocinov
v oblasti muzeoldgie je monumentdlna antologickd publikdcia
Grassping the World. The I1dea of the Museum. Ashgate 2003.

1 PREZIOSI 1998, c. d. (v pozn. 30), s. 510.
32 Ibidem, s. 512.

3 Museology and Museography. [n: Art Bulletin, 77, 1995, €. 1,
s. 14.

¥ PREZIOSI 1998, c. d. (v pozn. 30), s. 512.
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vala a precentrovala samotné dejiny“.*® Vyndlezom ume-
nia (dejin umenia) sa samotnd Eurdpa ,stala nielen
zbierkon umeleckych diel, ale organizujicim principom zhier-
ky: sadou objektov v mizen, svojou viastnon muzedinou vit-
rinon. S, Umente dejin umenia a jeho muzeoldgia sa stali
ndstrofom bistorického myslenia a myslenia zaloZeného na
reprezentdcii, predstave urlitého drubu dejinnost, ktord fe
porovnatelnd s nacionalistickymi teleoldgiami enripskej
Moderny.** Je az neuveritelné, akd dlohu zohrali mu-
zeolégia a muzeografia v europeizdcii sveta, ako do-
konale prostrednictvom svojich historizmov a esen-
cializmov skonStituovali umeleckd tradiciu celého
sveta®® a ako bezchybne splnili svoju ,najzdkladnejsin
programovii misin — vyrobu a #dribu Moderny."”

Vo svojich muzeografickych §tadiich sa Preziosi
opakovane pokusa nastavit pasce konvenénym spd-
sobom uvaZovania o miizeu.** V snahe &o najefektiv-
nejsie dekonScruovat mizeum, zviditelni¢ jeho nevi-
ditelny, zato vSadepritomny frame effect, pouziva mnoz-
stvo subtilnych metafor. Prirovndva mazeum k miest-
nosti so zrkadlovymi stenami, ktord donekoneéna
odrédZa, znovu a znovu multiplikuje svoj vlastny ob-
sah.*! Hovori o miizeu ako o ideologickom apardte,®
optickom vynéleze, trompe l'oeil, ,0zajstnej Sume optic-
kosti*® ktord ,,umiestituje svojich u¥tvatelov do anamor-
Jickych pozicii, z ktorjch a len z ktovych sa istd bistorickd
dramaturgia javi ako ipine prirodzend” ™ ,, Muzeologicky
Dpriestor konititunje pozornhodne plsobivé divadlo pre vikon
bistoriografickej dramaturgie, tvoriac zo siiasnosti ana-
morficky bod predstavy minulosti.“® Pritomnost vaima-

3 Ibidem, 513.

3 Ibidem.

% Ibidem, s. 515.

3% Museology and Museography, c. d. (v pozn. 33), s. 14.

3 Modernity again: the Museum as Trompe l'oeil, ¢. d. {v pozn.
30), s. 142.

4 Brain of the Earth’s Body: Museums and the Framing of Mo-
dernity. In: DURO 1996, c. d. (v pozn. 30), s. 96.

41 Ibidem, s. 96.
42 Althusserovskym terminom ,ideologicky apardt® sa dnes zvyk-

nd oznadovat aj iné epistemologicky vplyvné moderné vyni-
lezy. V kontexte akeudlnych filmovych $tddif sa za takyto vy-
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nd z takejto perspektivy, zdd sa byt nevyhnutnostou
minulosti, jej jedinym moZnym zavf$enim. Muzeédlna
minulost vaimana anamortficky — ako genealdgia pre
sﬁéasnost’ vSak zdaleka nie je prirodzenou. Naopak,
této jej teleologickd dramaturgia, ktorej synonymom
je vyvoj, je pihym muzeografickym efektom, produk-
tom discipliny, ktorej zaklady sd ,velmi dobre kidova-
nymi vétorickymi tripmi, ktoré aktivne ,(itaji”, usporadii-
vajil a alegorizujii minulost (skbr ako by ju len jednoducho
odrd¥ali)."* Samotné dejiny st teda vlastne, tvrdi Pre-
ziosi, muzeologickym artefaktom.?’

Donald Preziosi zdaleka nie je jedinym autorom
uvazujicim v tychto stvislostiach. I Stephen Bann vo
svojomn zhriiujicom ¢ldnku o vztahu muzea a dejin
umenia si kladie podobné otdzky: Je muzeum pro-
duktom, alebo skor producentom dejin? Je vObec mozné
0ddelit dejiny miizef {...} od bistorickej byperreality idaj-
ne podporovanej samotnym miizeom?“® Keo je v tomto
interakeivnom procese zahriujici a kto zahrnuty?
Stvorili dejiny muzeum, alebo mézeum dejiny? Ci
konkrétnejdie: sd dejiny umenia doésledkom, alebo
pri¢inou mzei umenia?

Muzeografia, vrdtme sa k Preziosimu, a jej ndstroj
- umenie teda neprehliadnutelnym spdsobom utvi-
rali podobu a povahu sveta, v ktorom od ¢ias osvie-
tenstva Zijeme, spoluprodukovali va&inu hierarchif
urcujicich povahu moderného sveta. Za nacionaliz-
mom, europocentrizmom, kolonializmom a dalSimi
problematickymi vlastnostami osvieteneckého projek-
tu Moderny, akoby sa vzndSala za vietko zodpovednd

nimolne mocny ideologicky apardt & dispozitiv zvykne pova-
Zovat kinematograf. K tomu pozri napr. Ceskd autorka HA-
NAKOVA, Petra: Filmovy aparét (dispozitif). In: Cinepar, sept.
2001, ¢. 17,s. 53.

3 Collecting/Museums, c. d. (v pozn. 30), s. 288.

* Museology and Museography, c. d. (v pozn. 33), s. 14.

# Modernity again: the Museum as Trompe l'oeil, c. d. (v pozn.
30), s. 143.

4 Museology and Museography, c. d. (v pozn. 33), 5. 14.

4 Modernity again: the Museum as Trompe l'oeil, ¢. d. (v pozn.
30),1's. 146.

4 BANN, Stephen: Art History and Museums. In: CHEETHAM
—~HOLLY - MOXEY 1998, c. d. (v pozn. 5),s. 231.

kategéria umenia — , osvietenecky disciplindrny objekt par
excellence”,

Z moderného miizea umenia sa podla Preziosiho
stala inStitdcia, ktord poéntic 19. storo¢im — obdo-

bim svojho najvicSieho boomu, ,pretvorila vicinu veci

v muzeologicky materidl”,’® krord rozdelila svet na mu-
zeologicky a nemuzeologicky — na objekty, hodné
a nehodné muzea. Po vzniku moderného miizea a jeho
spracovani, roztrieden{ sveta ,nze 5# viac veci vo svete
tym Cim boli; teraz sit vecami, ktoré nie sit v miizen':®" , Po-
dobne ako existencia divadla ironizugfe rozliSenia ludského
spravania na privodzené a umelé, tak aj mizeum svojim
rozdelenim sveta na muzeologicky a mimomuzeologicky robi
paradoxnymi rozlifenia medzi origindlom a kdpion, reali-
tou a filmom, prezentdcion a reprezentdcion, ponechdvajic
pritom tieto duality v hre.”** Ani tu sa viak moc muzea
nekondi. Siaha eSte dalej, ovela hlbsie, do samotného
jadra Moderny.

Podla Preziosiho je totiZ i dal§{ z osvieteneckych
vynélezov — moderny Subjekt vygenerovany mizeom
umenia. Prdve ono mu totiZ prostrednictvom svojho
privilegovaného objektu — umenia (dejin umenia)
pontka idedlny ,referenény rdmec” a prostrednictvom
svojich tvorcov — umelcov osobnostné identifikalné
vzory. Prdve spominany ,totalizujici pojem umenia”
a spolu s nim umelec — umeleckd profesia ako mode-
lovad aktivita pretvdrania sveta a sebapretvdrania (v
zmysle ,dramaturgy of selfy* predstavuje podla Prezi-
osiho ,najmocneisin agentiivu (7, refereniny ramec”) ihspe-
chu odborn muzeoligie v jej skutolne vieobecnej kolonizdcii
svetovych kultstr.*** Umenie dejin umenia je od zaciat-
ku 19. storo¢ia v modernom mzeu ,nscenované ako
model nového buriodznebo spololenského Subjekru. (...)
Z umeleckého diela sa stdva simulacrum, model, maketa,
idedina predstava, emblém, metafora, alebo znak (alebo...)
moderného Subjektn a jeho pdsobenia.”®® Z umenia mu-
zea a dejin umenia sa tak stdva ,ndstrof (...) (burfodz-

* Collecting/Museums, c. d. (v pozn. 30), s. 283,

*® Brain of the Earth’s Body, c. d. (v pozn. 40), 5. 103.
3t Ibidem.

52 Collecting/Museums, c. d. (v pozn. 30), s. 283.

% Ibidem, s. 282-283.

** Ibidem, s. 282.

HOW MANY WOMEN HAD
ONE-PERSON EXHIBITIONS AT
NYC MUSEUMS LAST YEAR?
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2. Guerrilla Girls: Kolko Zien malo monografickst vistavu v new-yor-
skjch mitzedch minuly vok? 1985,

neho) seba-utvdrania® z ,jazyka dejin umenia (...) eticky
Jazyk Ja (self)“.° V tejeo stvislosti Preziosi zddrazfiuje
tradiénd modernt asocidciu estetiky a etiky spolupro-
dukovant mizeom, evokuje obraz, metaforu muzeo-
logickej mobiovej pasky®” — predstavu umenia, ktoré
nie je len estetickym, ale predovSetkym etickym vzo-
rom. ,Mrized predstavuji v spololenskom Zivote akési bete-
rotopické miesta®, ,poskytujice Iudskym subjektom uriité
prostriedky k simulovanin majstrovstva ich Zivorov, kom-
penzujiic tak 2mdtky a protireienia kafdodenného Zivota. "
Muzeum tak prostrednictvom umenia nadalej legiti-
mizuje modernd ,subjektivitu organizovanii okolo poj-
mov duchovnef homogénnosti, konzistencie a pokoja“,”® upev-
twje ,buriodzny idedl socidlneho subjektn” s jeho danou
zivotnou trajektériou, s jeho predstavou Zivota ako
wetického a movdlneho majstrovského umeleckého diela.
Z umeleckého diela vystaveného v mizeu sa tak sta-

% Brain of the Earth’s Body, c. d. (v pozn. 40), s. 105.
56 Ibidem.

57 Collecting/Museums, c. d. (v pozn. 30), s. 285.

% Ibidem, s. 284.

% Ibidem.

% Ibidem.
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lo akési idealizujice zrkadlo moderného Subjekru. Tak
ako je on anamorficky a umelo konstruovany zo zlom-
kov svojho Zivota a skiisenosti, tak i muzedlne ume-
nie stalo sa akymsi oknom, dostredivou perspekti-
vou, konzistentnym obrazom minulosti. Z umelec-
kych diel sa v mazeu stali , najpriznacnejsie a najvyrec-
nejite Ludské produkty”, ,,nase najprikiadnejSie aktivity”,*
vynélezom umenia dejin umenia zacali sa veci galva-
nizovat podla idealu umenia.

Moderné miizeum a dejiny umenia to st teda dve
strany tej istej mince, dve intitdcie navzdjom neod-
trhnutelné, Preziosim pevne zletované pojmom mu-
zeografia. Miizeum umenia je v pofiati Donalda Pre-
ziosiho akymsi ,mozgom tela zeme**? vzorovou institd-
ciou Moderny, umenie jej vzorovym produktom,
akousi matricou, ktord k svojim proporcidm prispo-
sobila, k svojmu obrazu vztiahla obraz sveta.

Feministickd kritika mizea umenia
a jej pozvolny mainstreaming

Dal§im vplyvnym pradom aktudlnej kritickej mu-
zeoldgie je feministick4 kritika.®® Tvori v istom zmysle
prienik s liniou, ktorej sme venovali pozornost v pred-
chddzajicej kapitole. I jej prioritou je ,prerdmovanie
diskurzivnych formdcit a Struktir moci*% prax, ktord
kritizufe a dekonitrunje antoritn, inStiticie a ideoldgie

a skiima odpor voli nim."® Ak viak muzedlna kritika

¢ Collecting/Museums, c. d. (v pozn. 30), s. 289.
%2 Brain of the Earth’s Body, ¢. d. (v pozn. 40), s. 96.

® K feministickej kritike v rdmci dejin umenia podrobnejsie
pozri: GOUMA-PETERSON, Thalia — MATHEWS, Patri-
cia: The Feminist Critique of Art History. In: Art Bulletin,
LXIX, 1987, & 3, 5. 326-357.

4 MATHEWS, Patricia: The Politics of Feminist Art History. In:
CHEETHAM ~HOLLY -~ MOXEY 1998, c.d. (v pozn. 5),s. 97.

% Ibidem, s. 95.

% Inklindcia k pripadovosti ~ k malym, no modelovym pripa-
dom sa samozrejme netyka len feminizmu. Je dnes vieobec-
nym trendom, vyrazom zranitelnosti vedenia po konci zovie-

obectiujicich velkych pribehov.

" Blizsie k tomuto generatnému vymedzeniu feminizmu pozri

DAVIS, Whitney: Gender. In: NELSON —~ SHIFF 1996, c.
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foucaultovskych inSpirdcii skimala fenomén moci a jej
vplyvu na oblasti a inStitdcie vedenia skor vo vieobec-
nosti, feminizmus v muzeoldgii a v dejindch umenia
mobilizuji, aspofi v rannych $tddidch, partikuldrnej-
Sie, viac rodovo 3pecifické zdujmy. Této pociatoénd
partikularita zdujmov do istej miery vysvetluje aj in-
klindciu feministickych autoriek ku case studies — ku
konkrétnym pripadovym $tididm, ktoré sa neskor std-
vaji podkladom pre predbeZné (nikdy viak nie defi-
nitfvne) zovieobecnenia.%

Samotnd feministickd kritika muzea (& vSeobec-
nejiie, dejin umenia), ako v pricach teoreticiek/teo-
retikov, tak vytvarni¢ok/vytvarnikov, je samozrejme
relativne diferencovanym a aj historicky podmiene-
nym pridom. Zatial ¢o v prvej fize (generdcii) si fe-
ministky v zobrazeni v§imali predovSetkym rod (gen-
der 7 representation), tj. Studovali, nemilosrdne kri-
tizovali a ndsledne zapltiali ngpritomnost 3ien, v druhej
generdcii si skor viimali rod reprezentdcie (gender of
representation) — podoby, formy a ,tvary® pritomnosti
%ien, spOsob akym muZmi ovlddand a rodovymi pred-
sudkami obmedzend spolo¢nost Struktiruje a zvy-
znamtuje zobrazenia Zien.%” Z tohto hladiska je v rdm-
ci feministickej tedrie i v kontexte muzea klucovou
kategériou pohlad (angl. gaze)*® a to predovietkym
s vizbou na eventudlnu divicku Zenski skisenost
v mlzeu umenia, v prostredi, ako neskdr uvidime, sil-
ne mu¥sky genderovanom.®

d. v pozn. 30), 5. 220. Feminizmu v dejindch umenia ¢ femi-
nistickym dejindm umenia sa v nafom prostredi systematicky
venuje predovietkym eskd autorka Martina Pachmanovd. Z jej
iniciaénych publikécif a textov spometime napriklad: PACH-
MANOVA, Martina: D&jiny uméni & feminismus. In: Laby-
rint-vevue, €. 1-2, 1997, 5. 90-92; PACHMANOVA, Martina:
Vérnost v pobybu. Hovory o feminismu, dejindch a vizualité, One
Woman Press, 2001, a zvl43t PACHMANOVA, Martina (ed.):
Neviditelnd ¥ena. Antologie soulasného amerického mysleni
o feminismu, dejindch a vizualité. One Woman Press, 2002.
 Feministickd tedria rozlifuje niekolko rodovo rozli¢ne ,pre-
siaknutych” typov pohladu. Diferencuje predovietkym medzi
the look — sexudlne indiferentnym pohladom vieobecne a the
gaze — rodovo filtrovanym, sexualizovanym pohfadom.

% Na rodovej disproporcii divickej skiisenosti mizea umenia,
na nerovnovahe muZa ako subjektu pohladu a Zeny ako ob-
jektu pozerania zgustne si predovietkym Carol Duncan v $tidii
venovanej stilym expozicidm MoMA. Jej pripadovi feminis-
tickd analyza poukaZe na implicitnost muZského rodu divika

Podobne ako v ostatnych oblastiach muzedlne;j
kritiky, ba v pripade feministickej kritiky eSte ovela
intenzivnejSie objavuje sa paralelne linia umeleckd
(silnd zvla¥¢ v médiu performance) a linia teoreticka.
Obe linie na seba vplyvaji a niekedy navzdjom do-
slova splyvaju.’® V tejto stvislosti moZno potom ho-
vorit aj o paralelnosti myslenia a vystavovania, o my-
sleni prostrednictvom vystav alebo o dekon$truovani
¢i rekonStruovani kritizovanych fenoménov prostred-
nictvom vlastnej vystavnej ¢i kurdtorskej praxe.

Vychodiskom feministickej kritiky muézea ume-
nia je len na prvy pohlad neuspokojivéd reprezentdcia
Zien-umelkyni v mienkotvornych muzeich umenia,”
muzskd $truktirovanost a skoro doésledne muZsky
Jcasting” muzeami tlmoceného pribehu umenia &
~muZskost” trustees v jeho ekonomickom pozadi. To
vietko sd len symptémy ovela podstatnej§ieho prob-
lému, ktorym je podla feministiek bytostnd patriar-

i divickej skidsenosti muzea v8bec, v protiklade k §tatisticky
vy§siemu Zenskému rodu polo- ¢i Gplne nahych modelov vy-
stavenych na stendch mizea.

7 Tyka sa to napriklad niektorjch performancii Andrey Fraser
¢i akeného zoskupenia Guerilla Girls, pohybujicich sa na po-
medz{ dejin umenia (aviak v ironickom zmysle science of fictzon)
a angazovaného umenia. (Repr. 1.) K aktivitdm Guerilla Girls
pozri napr. MITASOVA, Monika: Guerilla Girls: fakty, hu-
mor a umeld koZulina, In: Aspebs, 2000, ¢ 2, s. 116-118;
k prdcam Andrey Fraser napr. FRASER, Andrea: Museum
Highlights: A Gallery Talk. In: October, 1991, &. 57, 5. 104-
122.

"' Okrem spominanych akcii Guerilla Girls je to napriklad Lucy
Lippard a niektoré dalSie feministické aktivistky, ktoré po¢nic
koncom Sestdesiatych rokov kritizujd slabi muzeédlau repre-
zentdciu umenia Zien. Cielom ich kritiky sa stdva predovietkym
Whitney museum of American At a neskédr daliie klicové ame-
rické mized umenia a vystavné prehliadky a désledkom vysia
miera uvedomenia a citlivosti kritizovanych mazei pre Zenskd
otdzku a problematiku nedostatolnej (re)prezenticie Zien.

2 Preco neexistovali Ziadne velké umelkyne? — pyta sa v svojej sldv-
nej Stddii z roku 1971 Linda Nochlin (Cesky preklad in: PACH-
MANOVA 2002, c. d. (v pozn. 67), s. 25-64) a vzdpiti tvedi,
Ze odpoved na tlrto otdzku ,vlbec nesitvisi s gentaliton & jej ab-
sencton, ale so spolocenskymi inftiticiami a s tm, Co tieto inltiticie
Jednotlivym triedam alebo skupindm v defindch 2akazovali alebo akjm
spdsobom ich naopak podporovali.” (s. 42 Zes. prekl.) Podla Noch-
lin ,keby sme sa viac sistredili na objektivny, neosobny, sociologicky
a indtituciondlne zamevany pristup, pomoblo by ndm to jasne vidiet
celti romantickil a elitdrsku subltruktivu glorifikujicu jednotlivea

chélnost — muZsky rdmec samotného diskurzu ume-
nia. Vid8ina umelecko-historickych kategérif a poj-
mov, pre disciplinu kltcovych diferenciaénych ndstro-
jov nie je podla feministickych autoriek rodovo ne-
utrdlna. Naopak, je vysledkom , prirodzeného” zovse-
obecnenia, ktoré reprezentuje predovSetkym muzské
hodnoty a uprednostiiuje muzské zdujmy. Z tohto
fakeu sa potom odvija kritika vietkych zdkladnych
umelecko-historickych kategdriif, fenoménom great-
ness (velkose) a kategériu tzv, velkého umelca podi-
najic’? a hierarchiou umeni konciac.”

Dalsim kritizovanym fenoménom, krory reprodu-
kuji muzed i dejiny umenia, je tzv. patrilineage’™ —
odvodzovanie chronoldgie, ¢i vébec pisanie dejin
umenia z otcovsko-synovskej (pripadne uditelsko-Ziac-
kej) linie. Tdco father/son logic podla mnohych auto-
riek upozaduje Zeny a dokonca i v pripade sti¢asnych
renomovanych umelkyni spdsobuje Cosi, ¢o by sme

@ produkugiicu monografie, na ktorjch boli dejiny nmenia doteraz
zaloZené, a ktordt len velmi neddvno spochybnila skupina mladsich
odpadlikov.” (s. 35) Inymi slovami: v dejindch umenia neexis-
tovali Ziadne ,,velké umelkyne” z rovnakych d6évodov z akych
sa doteraz ,nikdy nevyskytoval Ziadny viznamny lotyisky jazzovy
Dianisia alebo eskymdcky tenista, nech by sme si to akokolvek Zelali.”
(s. 31) Vystavnou reakciou na diskusiu okolo (absencie) ,vel-
kosti* Zien-umelkyai bolo potom mnoho apriori Zenskych vy-
stav zameranych na prezentdciu tvorby mnoZstva malych
umelkya, zasutjch v muZskych dejindch a institicidch. Z nich
spometime aspoil ti najzndmejSiu: Women Artists 1550-1950,
kurdtorovant Ann Sutherland Harris a Lindou Nochlin.

PredovSetkym vztah ,vysokého” umenia a umeleckého remesla
(fine art versus craft), abstrakcie a dekordcie, ale i otdzka tzv.
Zenskych prdc & ambivalentny vztah ¥dnru a gendru — rodu.
K tomuto pozri podrobnejSie ¢ast , Themes” in: GOUMA-
PETERSON — MATHEWS 1987, c. d. (v pozn. 63), s. 332-
342, V nafom kontexte k tomuto pozri i ddnok ORISKO,
Stefan: Dejiny umenia a feminizmus. In: Profil, 1993, & 2,
s. 1-2.

7 Pozri rovnomenny ¢ldnok Miry SCHOR. In: dart, 2000, &. 4;
dart, 2001, ¢. 1-2, 5. 29-32, publikovany pbvodne in: A#t Jour-
nalv lete 1991. § patrilinearitou dejin umenia tzko sivisi i idea
tzv. oidipouskébo scendra ako leitmotivu mnohych muzedlnych
stdlych expozicii i dejin umenia vo v8eobecnosti — scendra za-
loZeného na synovskom prekondvani, permanentnom zdo-
konalovdvani vydobytkov otca. Odtial i v nafom kontexte
zauzivand umelecko-historickd chronolégia (matustikovskych)
generalnych ndstupov. K oidipovskému scendru v inom kon-
texte pozri heslo Oedipal trajectory. In: HAY'WARD, Susan:
Cinema Studies. The Key Concepts, Routledge, s. 261-263.
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mobhli oznacit ako tazkosti s referenciami. Ak si v de-
jindch umenia velk{ umelci-muZi tradine pomeria-
van{ inymi velkymi umelcami-muzmi, ako genealo-
gizovat dne$né velké Zeny-umelkyne, ked minulost
velkostou v ich rode vlastne vébec nedisponuje?”
Podla Miry Schor by prdve odautomatizovanie tejto
patrilinedrnosti a programové zdorazfiovanie Zenskych
referencii — pomeriavanie Zien Zenami — mohlo pro-
spiet sebavedomiu dne$nych umelkyn. Na to je viak
potrebné subtilnejSie archeologizovat dejiny, doslova
z minulosti ,vyhrabat* zapadnuté Zeny-autorky.
Mnohé vystavy, ¢ uz na pébde mizea alebo mimo
neho, sa v poslednych dvoch desatro¢iach podujali
realizovat toto predsavzatie — kompletizovat, femini-
zovat muiské dejiny. Ci uf to bola u¥ spominan4 ka-
nonizaéné vystava Women Artists 1550 ~ 1950 (1976),
alebo mnoZstvo retrospektiv venovanych ,starym“ &
~malym"“ majsterkdm, z feministickej perspektivy
prehodnocujicich ich vklad do dejin umenia’® — viet-
ky sa v podstate pokusili o to isté — o akési komple-
mentdrne dejiny, genderové diferencovanie dejin
umenia doneddvna vnimanych ako vyluéne muZskd
zaleZitost.

Snédd’ najvyznamnej$ou autorkou, ktord sa na teo-
retickej drovni v poslednych dvoch dekéddach syste-
maticky venovala feministickej kritike mizea je ame-
rickd autorka Carol Duncan.” Jej kritickym $ttdi-
am, venovanym predovSetkym nejkanonickejSiemu
z muzel moderného umenia — newyorskému Muse-
um of Modern Art (MoMA) a patriarchélnej ikono-
grafii jeho stdlych expozicii sme sa venovali nedédvno

” Vynimkou Zenskej ,velkosti“ je samozrejme ikonografia —
obluba velkych Zien — aktov, zvl4§¢ v modernom umeni.
K tejto problematike bliZ§ie pozri DUNCAN, Carol: The
Aesthetics of Power in Modern Erotic Art. In: RAVEN, Arle-
ne — LANGER Cassandra L. — FREUH, Joanna: Feminist At
Criticism. An Antology. IconEditions, 1988, s. 59-69.

76 Zvld¥t v posledngch rokoch objavilo sa mnoZstvo velkych vy-
stavnych prehliadok, monografickych publikécii & biografic-
kych filmov venovanych takym autorkdm ako napr. Sofonis-
ba Anguissola, Artemisia Gentileschi, Mary Cassatt, Camille
Claudel, Lee Krasner, Kithe Kollwitz, Frida Kahlo, Louise
Bourgeois... V regédloch umeleckych knihkupectiev objavilo
sa tieZz mnoZstvo publikécii, Casto vystavaych kataldgov ma-
pujacich tvorbu Zien. K publikdcidm tohto typu literatiry
podrobnejiie pozri GOUMA-PETERSON — MATHEWS
1987, c. d. (v pozn. 63), s. 327, pozn. 6 a 7.
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podrobnejiie v monografickom prehlade, resp. v rdm-
ci inak postavenej témy.”®

Hoci Duncanovou kritizovanéd stdla expozicia
MoMA uz medzi¢asom vyzera inak, je uréite ,poli-
ticky korektnej$ia“ a citlivejsia k diferencidm, autor-
kin text, poukazujici na zriedka reflektované, nevedo-
mé aspekty stélej expozicie, zostdva aktudlny. U nds
viimat si vztahy medzi jednotlivymi dielami, ich
miesto v expozicii a jeho pripadny symbolicky vyznam
vo vystavnej nardcii. Prostrednictvom nevyhnutného
feministického scudzenia ulf nds kriticky &itat vystav-
ny layout.

Duncanovej kritické texty k MoMA totiZ nepria-
mo poukazuji na skutolnost, Ze aj exbibiton making je
vlastne, svojho druhu, pisanie, pripadne rozprdvanie.
A Ze tak ako medzi riadkami textu, alebo v zadrhnu-
tych slovdch rozprdvaného pribehu, i v $kdrach medzi
obrazmi mézu byt vytesnené nevedomé obsahy. Mu-
zeum teda mdZe svojimi vystavami divdkovi sprostred-
kovévat obsahy, ktoré si moZno ani ono samo neuve-
domuje, a ktoré i samotny divdk prijima podvedome.

Bola to do istej miery, aj ked' nie vyluéne, prive
psychoanalyticky orientovand feministickd kritika,
vdaka ktorej presla i ausstellungsmacherei sebaspytuji-
cou skusenostou dekonstrukcie. Jej ddsledkom je,
mala by byt, najmi v radoch ausstellugsmacherov vac-
$ia ostrazitost pred rutinou, vedomie arbitrdrnosti,
nesamozrejmosti akéhokolvek zavesovania a predo-
vSetkym reflektovanie motivécii rdmcujacich zvole-
nd accrochage. I do vystavnej praxe sa, ako vidiet, vkra-
dla jazykovd metafora.

" Duncan u nds neddvno prednéSala. Polas workshopu Ted-
ria a prax mizea umenia vystipila s predndSkou Muzed a smrt,
kde rozviedla zndmu adornovskd asocidciu miizea a mau-
z6lea, muizea-stikromnej zbierky ako komemorativnej ar-
chitektiry, ktorej cielom je uchovat veéni pamiatku na
zosnulého zberatela. (In: Tedria a prax miizea umenia. Zbor-
nik prispevkov z workshopu. Ed. Méria ORISKOVA. Bra-
tislava : Naddcia — Centrum siéasného umenia Bratislava,
2002, s. 9-24.)

78 Pozri HANAKOVA, Petra: Carol Duncanovi a jej niclen fe-
ministickd kritika mutzea. In: dare, 2000, & 4 — 2001, & 1-2,
5. 9-14 a tiez HANAKOVA, Petra: Teoretick4 kritika mo-
dernistického muzea umenia — exempldrny teré newyorské
MoMA. In: Ars, 2002, & 1-3, 5. 213-233.

ahy sa dostali do Metropolitného miizea?

‘ ﬁ#tch _Oddeleni moderného umenia sii Zeny, ale 85 % aktov si akty Zien.

Guerrilla Girls

lfe?s than 5% of the artists in the Modern

Art sections are women, but 85%
of the nudes are female.
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3. Guerrilla Girls: Musia byt Zeny nabé, aby sa dostali do Metropolitného niizea? 1989.

Medzi¢asom uZ vyse §tvrtstorolnd prax feministic-
kej kritiky v rdmci dejin umenia, muzeoldgie
i ausstellungsmacherei teda pomaly priniesla svoje ovo-
cie. Mizeum umenia prestalo byt vyluéne muzskou
doménou — priestorom muZskych umeleckych produk-
tov pontiknutych ku kontempldcii prioritne muzské-
mu pohladu. Systém tak opit raz potvrdil svoju flexi-
bilitu, svoju ,,dokdzanii schopnost vstrebat a komodifikovat
margindine.” Nielen kompletne Zensky zoznam fina-
listiek britskej Turnerovej ceny z roku 1997, ale istdle
vy$Sie percento zédstoja Zien-vytvarnitiek v rimci me-
dzindrodnych prehliadok sti¢asného umenia, si vyra-
zom toho, Ze umelecky mainstream odpovedal na kritikn
a vyzvy, namierené proti nemu v poslednych desatroiach."
Mohli by sme dokonca povedat, Ze situdcia sa otoila.
Zatial ¢o umenie Zien a #n3ch a jeho Specifické témy st
v poslednych rokoch nespornym favoritom medzina-
rodnej umeleckej scény, bezprecedentnt krfzu tvorby
dnes za¥iva tradi¢ny ,, modernisticky" typ umelca. To-

" NAIRNE, Sandy: Exhibitions of contemporary art. In: BARKER,
Emma: Contemporary Cultures of Display. New Haven — Lon-
don : Yale University Press — The Open Universty, 1999,
s. 117.

muto druhu umelca — zdpadniara, belocha, heterose-
xudla. .., aspofi tak sa to na zdklade jeho wnderrepresen-
tation v kontexte aktudlnej ausstellungsmacheres javi, ako-
by sa vycerpala inSpirdcia. Mainstreamovy umelec mi-
nulosti, zaujaty imanentnymi problémami umenia md
po konci metafyziky, v atmosfére nedévery vo velké
témy, viac ako kedykolvek pred tym problém ndjst
legitimny raison d’étre svojej tvorby ¢i umenia.

Aktudlny, vieobecny a bezprecedentny zdujem
o inakost — o tvorbu donedédvna z réznych dévodov
marginalizovanych tvorcov a tvorkyni — viak nie je
Gplne neproblematicky. Zrejme nie ndhodou hovori
sa dnes stéle CastejSie o pozitivnej diskrimindcii a o
istej opatrnosti a ostrazitosti zo¢i-vodi terminu poli-
tickd korektnost a jeho aplikécii v prostredi muzel
a vystav. Z inakosti totiZ akoby sa postupne stdvalo
kUi, oportunistickd kategéria, nejednym ambiciéz-
nym umelcom ¢& kurdtorom zneuZivand v snahe vy-
hoviet aktuilnemu trendu.®!

8 Tbidem.

8V umeleckom prostredi sa tak postupne rod{ urita vieobecnd
averzia na inakost, vo feministickom kontexte pocitovand ako
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Postkolonidlna kritika miizea

Aspon tak vyznamn dlohu ako v rdamci rodovych
$tadif zohrdva mizeum a jeho dekonstrukcia v $irfom
kontexte tzv. postkolonidinych Stiidii®* — pomerne mla-
dého interdisciplindrneho odboru, ktory sa zaoberd
sposobmi a procesmi zdpadnej konceptualizdcie inych
ako zdpadnych (a zdpadom v minulosti kolonizova-
nych)® kultdr a ich nédslednou kritickou analyzou.
Prienik muzeoldgie a postkolonidinych $tidif potom
spoliva predovietkym v poznani a pozndvani toho,
aké miesto malo a akd dlohu zohralo v tomto proce-
se samotné muizeum, tento — povedané slovami Do-
nalda Preziosiho — vynimocne efektivny ndstroj kul-
tarnej hegeménie Zdpadu. Vychddzajiac z presved-
enia, e ,vietky miized si klasifikalnymi cvideniami®®
keorych klasifikacné systémy viak nie sd raz a navidy
dané, ale historicky premenlivé, objavuje sa predsta-
va muzea ako diskurzivneho pola, ako akejsi , identi-
ty-defining machine” — priestoru ,kde sa tvoria a vyjed-
ndvajii identity™ a kde sa z takychto identit ¢asto ne-
pozorovane stavaji stereotypy. Prave stereotypy tra-
dované muzeami (nielen umenia) sa stdvajd v po-
slednych desatrodiach terami postkolonidlnej kriti-
ky.® Do jej pozornosti sa napriklad dostédva otdzka
miesta vystavenia, Co je pochopitelnd skutocnost, ak si
uvedomime, Ze umeniu inych ako zdpadnych kultir,
nie celkom adekvdtne ale synonymicky oznadované-
mu ako ,domorodé umenie”, nevyllenila modernd

reakdnd tendencia, ktorej dlohou je banalizovat, ba trivializo-
vat medziasom pomerne vplyvny feministicky hlas.

82 K prieniku dejin umenia a postkolonidlnych §tidii i k samotnej
postkolonidlnej tedrii vieobecnejSie pozri napriklad tematické
Cislo revue Ast Bulletin ,, Aesthetics, Ethnicity and the History
of Art", december 1996, dalej tieZ: HERBERT, James D.:
Passing between Art History and Postcolonial Theory. In:
CHEETHAM - HOLLY — MOXEY 1998, c. d. (v pozn. 5),
s. 213-228 alebo BHABHA, Homi K.: Postmodernism/Po-
stcolonialism. In: NELSON - SHIFF 1996, c. d. v pozn. 30),
s. 307-322. Tu pozri i dal§iu referencna literattru k postko-
lonidlnym 3tadidm a ich kld¢ovym autorom (Homi K. Bhab-
ha, Gayatri Chakravorty Spivak, Edward Said, Stuart Hall,
Sarat Maharaj, atd.)

8

o

Zatial len pomaly rozdiskutovdvanou problematikou, ktord
sa zdd byt, najma v eurépskom regiéne, velkou témou budu-
ceho desatrodia je problematika ideologického kolonializmu
a to nielen z hladiska tzv. post-socialistickjch Stidif. Kulvdrny
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muzeolégia miesto v mizedch umenia, ale v muzedch
etnografie ¢i antropolégie. Viacerf umelci a umelkyne
postkolonidlnej kritiky zvykni asto zd6razfiovat pra-
ve tato skutoénost.

To k ¢omu dnes dochddza na poli postkoloniédlne;j
muzeoldgie je akési (prinajmensom teoretické) ,ma-
jetkové vysporiadanie” medzi indtitGciami, ktorych
ndplii prce a akvizi¢nd sféra sa zmenou diskurzivne-
ho rimca stdle viac prekryva. Zvldi¢ v devitdesiatych
rokoch 20. storodia sa objavilo vo viacerjch umelec-
kych ¢asopisoch mnoZstvo recenzii tohto postkoloni-
dlneho typu vystav, kde prvou otdzkou recenzenta,
skasobnym kamenom jeho kritiky, bol prave charak-
ter inStittcie, v ktorej sa vystavuje. V tejto diskusii
nadobudlo nakoniec vSeobecni platnost presvedce-
nie ,Ze odliSné kontexty vyvoldvaji odliiné ndzory
a postoje”,®’ Ze povaha muzedlnej & vystavnej inStitd-
cie @ priori urcuje perspektivu vnimania expondtov,
urujicim spdsobom rdmcuje pohlad. Inymi slova-
mi: ten isty objekt vystaveny inym typom muzea,
ramcovany odliSnym typom poznania, mbZe totiz
skutolne znamenat Cosi Uplne iné, byt argumentom
podstatne odliSného pribehu. Sabor africkych masiek
vystaveny v mizeu moderného umenia je inou vysta-
vou (artefaktov s inymi vyznamami) ako ten isty su-
bor masiek vystaveny v Muzeu Cloveka. Otdzne je ¢o
je spravnejsie, adekvdrnesiie, politicky korektnejsie.

Préve postkolonidlna kritika dnes stile intenziv-
nejSie zdbraziluje kontextudlnost poznania komuni-

Sok, ktory zaZili vychodoeurépske krajiny vyviazanim sa zo
sovietskej sféry vplyvu a predovietkym nie vidy kritickym
prijatim novych vplyvov md svoje nezanedbatelné muzeolo-
gické konzekvencie, ktorym skér & neskér bude treba veno-
vat pozornost.

8 JORDANOVA, Ludmilla J.: Objects of Knowledge: A Histo-
rical Perspective on Museums. In: VERGO, Peter: The New
Museology, London : Reaktion Books, 1989, s. 23.

8 McMASTER, Gerald: Museumns and Galleries as Sites for Ar-
tistic Intervention. In: CHEETHAM - HOLLY - MOXEY
1998, c. d. (v pozn. 5), s. 250.

% 7 opit pomerne bohatej literatidry v tejto oblasti pozri napri-
klad: SIMPSON, Moira G.: Making Representation. Museums
in the Post-colonial Era. London — New York : Routledge,
1996, 2001.

8 McMASTER 1998, c. d. (v pozn. 85), s. 254.

kovaného jednotlivymi mizeami. Preto je aj celkom
pochopitelné, Ze mized umenia nie st dnes jedinymi
objektmi (resp. subjektmi) postkolonidlnych {vah
o muzeu. Podobne ako oni st skiimané aj iné muze-
dlne produkty modernej distribiicie poznania, najpri-
oritnejSie v§ak pochopitelne muzed antropolégie —
muized typu Musée de I'Homme *

Zipad a jeho Inf

S vizudlnou reprezentdciou inych ako zdpadnych
kulttr a ich ,upratanim” do $pecializovanych insti-
ticif stvis{ dnes velmi populdrny termin inakosti (angl.
otherness, pripadne alterity). V savislosti s vystavovanim
a muzealizdciou produktov inych ako zdpadnych kul-
tar, hovori sa dnes velmi &asto o ,ordering of others” —
usporadivani, trieden injch, o skreslenosti a neade-
kvéatnosti zdpadnych reprezenticii nezdpadnych, inych
kultdar.? ,Na reprezentdcin inych kultiir alebo ich umelec-
kych diel sa*, podla Ivana Karpa ,pouzivaji dve straté-
gie. Zatial & exoticizovanie ukazuje odlisnosti medzi vy-
stavenou a pozorujicon kultrirnon skupinou, asimilovanie
poukazuje na podobnosti medzi nimi. Ci u opisujeme text,
alebo vystavn, inakost je bud' cudzia prostrednictvom exoti-
cizovania, alebo zndma prostrednictvom asimilovania.*’
»Exoticizovanie asto funguje prostrednictvom prevrdtenia
zndmeho — nkdzania, ako dobre zndma praktika ziskava
u inych Ludi inverznil podobu.”!

8 Muzeum etnolégie & antropoldgie patsi v dne$nom postkolo-
nidlnom, globalizovanom svete k jednej z najproblematickej-
$ich intitdcii. Podobne ako disciplina, ktord ho ,,obhospoda-
ruje” — antropoldgia, resp. etnolégia — patri v siasnosti k jed-
nym z najrevidovanejiich odborov humanitnych vied.

# K tomuto pozri napiklad §tiddiu MITCHELL, Timothy: Orien-
talism and the Exhibitionary Order. In: PREZIOSI, Donald:
The Art of Art History: A Critical Anthology. Oxford — New
York : Oxford University Press, 1998, s. 455-472 venovany
tradicii vystavovania ,.iného" v rdmci tzv. svetovych vystav.
V ¢asti §tidie nazvanej svet ako vistava (the world-as-exhibi-
tion) naprikiad Mitchell analyzuje vieobecny ,sklon moderne
Enrdpy menif svet v reprezentdcin: vistavn” — europocentricky or-
ganizovat pohlad na zvySok sveta a prostrednictvom zobraze-
nia sa ho zmoctiovat. Sleduje vytvéranie obrazu Iného (predo-
vietkym orientdlneho), kon3truovanie inakosti na pode sveto-
vych vystav. Odkryva nielen to, akym spésobom sa Eurépa
prostrednictvom vystavného zobrazenia zmociiuje zvysku sve-
ta, ale i to, ako tento zvy¥ok sveta reaguje na svoju vizuilnu
koloniziciu. Svetové vystavnictvo a jeho dejiny sa viak dnes

Mnohi nezdpadni postkolonidlni autori zvykna
napriklad zdérazfiovat velmi nepriaznivé, tradi¢ne
esencidlne a malo diferencované vlastnosti, akymi
zvykol iné subjekty (& z perspektivy Zdpadu skor
objekty) oznalovat zdpadny ,.civilizovany® svet. Z jeho
pohladu javili (a oby&ajne dodnes javia) sa prislusnici
inych ako zdpadnych kultdr ako menej civilizovani,
v svojej inakosti exoticki — o pri pridruZeni gendro-
vaného pohladu (gaze) znamenalo zdroveti eroticki...
atd. Stadi spomentit jeden z najkanonickejsich kolo-
nidlnych prikladov z dejin moderného umenia — Pa-
ula Gauguina a jeho ,zhdremizovany" eroticko-exo-
ticky tahitsky svet a pochopime, ¢o mé postkolonial-
na kritika na mysli, ked hovori o projekcii 7zého, jeho
schopnosti stat sa, za istych okolnosti, nidobou pre
vietky tiefiové, opozitné kategérie referencnych (raz
pozitivnych, inokedy ostro negativnych) vlastnosti
kultiry Zdpadu. I fenomén strateného raja, i uz gau-
guinovského alebo plickovského je v svojej podstate
kolonidlnym konceptom. Podobne ako je Afrika ,#%
0d Gias Plinia starSieho, akjmsi miestom pre sklddkn mytov
a fantdzii enrdpskej imagindcie”, tak i iné, nezndme, vi-
zudlne malo exploatované nezdpadné kultiry sa Cas-
to stavajl len pthym ,prdzdnym signifikantom cakajii-
cim na svoje vyplnenie.“”

Dalii pojem, ktory sa v tomto kontexte velmi Casto
objavuje je underrepresentation — nedostatocné, neadek-
vatne zastipenie, upozadenie na Grovni vizuality

horlivo §tudujd iz perspektivy vizudlnych $eadif — ako kul-
tirny fenomén, ktory v istom momente doslova otvoril mo-
dernému ¢loveku odi, ako prostriedok, ktory (podobne ako
film, fotografia & iné moderné optické vyndlezy) naudil clove-
ka novym sp&sobom vidiet, ktory sa podpisal na intenzifikdcii
zmyshu zraku, na z-optitteni Zivotnej skdsenosti takej typic-
kej pre nasledujiice (dvadsiate) storocie. Préve tdto spoluti¢ast
svetového vystavnictva na refimoch videnia ako reZimoch moci
aj do istej miery vysvetluje boom svetovych vystav ako témy
v rdmci postkolonidlne orientovanych vizudlnych $eadif.

9 KARP, Ivan: Ako mized definujd iné kultary. In: Profil, &. 4,
2000, s. 120. Skrdtend slovenskd verzia textu publikovaného
pbévodne In: FEAGIN, Susan F. - MAYNARD, Patrick (ed.):
Aesthetics. Oxford : Oxford University Press, 1997, s. 149-153.

o' Ibidem, s. 121.
22 GEERS, Kendel: ., The Horror the Horror". In: Stopping the

Process? Contemporary Views on Art and Exhibitions. Helsin-
ki : NIFCA, 1998, s. 167.
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a teda i moci.®® Ci uf sa jednd o etnické, rasové, ro-
dové & sexudlne minority, pripadne kultdrne (lebo
ekonomicky) marginalizované majority, vidy sa jed-
nd o snahu mat moZnost sebadefinovat svoju repre-
zentdcin v spoloCnosti a tieZ o prileZitost vzopriet sa
pripadnému nepriaznivému oznaovaniu. V kontexte
ausstellungsmacheres to potom znamend nielen byt pri-
tomny a viditelny, prenikndt do mainstreamovych —
doneddvna skoro vyluéne bielych — muze{ & vystav,
ale i spoluuréovat uhol pohladu, i v mainstreamovom
prostredi participovat na interpretdcii svojich vlast-
nych kultdr a ich artefaktov. Ingmi slovami, nejde
len o to, obsadit do mainstreamovej vystavy niekolko
¢iernych (alebo dzijskych, alebo vychodoeurdpskych)
umelcov, pripadne v bielom muzeu a v koncepcii bie-
leho kurdtora predstavit kulttru &ernych. Ide o to
vytvorif a ustrdZit podmienky pre sebadefiniciu. , Ne-
chat kultilry rozpravar svoje viastné pribeby” — znie refrén
multikultdrnych dejin umenia i muzeolégie. Ale &o
ak jediny jazyk, ktorym moZno rozprivat a byt vy-
pocuty je v koneénom désledku aj tak vicSinou stéle
dominantnejsia angli¢tina? A o ak charakeer & kul-
tirne implikdcie tohto jazyka nereflektovane preni-
kaji i do spdsobu uvaZovania ¢ rozprdvania o svete
v prostredi spominanych sebadefinujicich kuleir? Co
ak ponuka marginalizovanych, koneéne prehovara-
jucich kultdr a ich pribehov umenia, jednoducho ho-
meopaticky odpovedd na ,dopyt” Zdpadu, na jeho
akrudlnu tazbu po inakosti? Na tieto otdzky dnes tiez
mnohi, najmé nezépadni autori hladaji odpoved.
Aktudlnym prikladom takejto otvorenosti uZ nie-
len k objektom, ale i k subjektom — reprezentantom
nezapadnych a neeurépskych kulttr je napriklad cas-

?* Existuje totiZ vSeobecné presvedéenie o priamej dmere me-
dzi zviditelfiovanim a nérastom politickej (resp. kultdrnej)
moci.

# Zndmym americkym prikladom takéhoto problematického
preniknutia iernej kultiry do prostredia bieleho miizea bola
v roku 1969 vystava Harlem on My Mind, organizovani Met-
ropolitnym muzeom a jeho bielymi kurdtormi. Hoci v skutod-
nosti, vdaka kontroverznej prezenticii, i§lo o divicky vyni-
mocne tspe$na vystavu, bola v odbornej tla¢i i medzi Afroa-
meriCanmi va$nivo kritizovand pre biele a kuriozitou deter-
minované hladisko svojho pohladu na kultiiru americkych ¢ier-
aych. K tejto v{stave podrobnejiie pozri BERGER, M.: Are
Art Museumns Racist? In: At in America, september 1990,
s. 71-72.
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ting poslednych Kasselskych documenta, koncipovanych
¢iernym kurdtorom Okwui Enwezorom.

Také otdzky ako ,kto md pravo dozerat na (...) ob-
Jekty, (...) rozhodovat o ich vizname, uriovar & a ako budsi
vystavované® a interpretované — objavujd sa dnes re-
lativne ¢asto v postkolonidlnych diskusidch & uZ zo
strany Native Americans v americkom prostredf, ale-
bo zo strany byvalych africkych kolénif hoci na pode
Musée de I'Homme. ,Zbavovanie sa imperialistického de-
didstva® muzeoldgie ako vyrazu moci ,5a zacalo len ne-
ddvno, no uf teraz je jasné, %e doterajiia iliizia idedine
panoptickef vizie“*® kondtruovanej z perspektivy pri-
vilegovaného vlastnika pohladu — Z4padu sa roztries-
tila ¢i prinajmensom nadalej triesti.

Vystava a inakosti
— postkolonidlne kurétorstvo

Ttzba po inakosti nala celkom pochopitelne ohlas
i vo vystavnej a kurdtorskej praxi. Najmi v devitde-
siatych rokoch sa doslova vrece roztrhlo s vystavami,
kroré vidSinou, hoci nie vylu¢ne, na pdde zdpadnych
muzedlnych inStitdcii prezentovali umenie a kultGru
injch Zapadu. I§lo vddSinou o putovné vystavy, pre-
zentované na viacerych miestach, krajinu pdvodu ne-
vynimajic, koncipované vidinou autochténnymi
kurdtormi ¢ kurdtorkami s dofasnym (pripadne st4-
lym) pobytom na Zipade. Po negativnej skisenosti
a ostrej kritike, ktord v dejindch awsstellunsmacherei
zaznamenala vystava Primitivizmus v umeni 20. storo-
(ia, organizovand vo velkom §tyle v roku 1984 na
péde MOMA?Y” sa dnes k vystavovaniu nezdpadnych
kultdr na pdde zdpadnych mizef umenia pristupuje

% BERLO, J. C. — PHILLIPS, Ruth B.: Our (Museum) World
Turned Upside Down: Re-presenting Native American Arts.
In: Art Bulletin, 77, 1995, &. 1, s. 6.

% Ibidem, s. 10.

%7 Pozri katalég vystavy: RUBIN, William: Primitivism in 20th
Century Art: Affinity of the Tribal and the Modern. Kataldg vy-
stavy, MoMA, 1984. Postkolonidlna kritika, vycitala Primiti-
vizmu. .. predovietkym nekorekeny, ,kolonidlny™ spssob pre-
zentdcie artefaktov nezdpadného pbvodu. Africké masky ¢&i
iné “domorodé” ritudlne predmety modernych tvarov tu boli
vystavené bez datovania & signatiry, vytrhnuté zo svojho pri-
rodzeného kontextu. Prekrocenim briny miizea stali sa z nich
vdalné objekty projekcie zdpadnej imagindcie. Ku kritike vy-

zvla$t opatrne. Z postkolonidlneho hladiska vo vie-
obecnosti ovela pozitivnejSie prijimanou bola vystava
Magiciens de la terre,”® produkovani o pit rokov ne-
skor parizskym Centre Georges Pompidon v kurdrorskej
koncepcii Jeana-Huberta Martina, budiiceho riadite-
la Musée des Arts d'Afrique et d'Océanie v Pari?i.”” Pa-
tizska vystava, zamerand na najaktudlnejSie umenie
profesiondlnych umelcov prakticky vietkych konti-
nentov uz istym spésobom korigovala niektoré pre-
$lapy newyorskej vystavy (napriklad jednostrannd
a v podstate nekompatibilnd konfronticia ,,vysokého“
— profesiondlneho umenia zdpadnej tradicie a insitné-
ho prejavu ostatnych kulttr. . .), ani ju vSak neskorsia
kritika celkom neobisla.!®

V stcasnosti, v snahe vyhnit sa porovndvaniu ne-
porovnatelného — napriklad nekorektnej juxtapozicii
profesiondlneho umenia Zdpadu a turistického, suve-
nirového ¢i folklérneho umenia nezdpadnych kultir,
vystavuje sa predovietkym silasné profesiondlne
umenie krajin Druhého a Tretieho sveta (krajiny Af-
riky a Juznej Ameriky, Cina...), pritom predovietkym
krajiny s radikdlne odli¥nou vizudlnou tradiciou za-
znamendavaji najvacsi divicky, teda komerlny ohlas.
Zvlast opatrne sa dnes napriklad pristupuje k otdzke
kategorizdcie a konceptualizécie artefaktov inych kul-
tdr, najmi v kontexte globdlne koncipovanych pre-

hliadok.

stavy pozri bliz§ie FOSTER, Hal: The “Primitive” Unconscio-
us of Modern Art. In: At in Modern Culture. An Antology of
Critical Texts. Phaidon 1992, s. 199-209, k pojmu primitiviz-
mus a jeho implikdcidm vieobecnejiie potom aj ANTLIFF,
Mark — LEIGHTEN, Patricia: Primitive. In: NELSON —
SHIFF 1996, c. d. v pozn. 30), s. 170-184, pripadne tie¥ pub-
likdciu: FLAM, Jack — DEUTCH, Miriam (ed.): Primitivism
and Twentieth-Century Art. A Documentary History. San Die-
go : University of California Press, 2003.

% Pozri aj MCEVILLEY, Thomas: Weltkunst: Interkulturelle Ans-
stellungen. In: Kunstforum, &. 118, 1992, s. 174-175; pripadne
MARTIN, Jean-Hubert: L'art convemporain est-il occidental? In:
GARRETA, V. (ed.): Pour une nouvelle géografie artistique. Bor-
deaux 2001, s. 35-57.

# V tomto v podstate antropologickom & etnografickom mi-
zeu zorganizoval Martin v roku 1995 daliu podobni vystavu
nazvant Galerie des 5 Continents (Galéria piatich kontinentov),
keorou sa, ako hovori ,pokisil nkdzat, Ze je moiné robif odlisné
vistavy, s rovnakimi umelcami, len na bdze pihej zmeny pravidiel
hry“— MARTIN 2001, c. d. (v pozn. 98), 5. 48. V{stava pred-
stavila tvorbu piatich si¢asnych umelcov, z krorjch kazdy re-

Do hry vstupuji nové pojmy, uplatiiuji sa nové,
cudzokrajné, zdanlivo nerozumné taxonémie, kroré
nadobtidajii vieobecnejsiu kultdrnu platnost. Namiesto
pojmu exotizmus, na ktory je vicSina postkolonidlnych
autorov zvlast citlivd, nastupuji menej zdpadocentric-
ké a skér pozitivnymi obsahmi napliiané pojmy ako:
hybridnost, neCistota, kriZenie (v zmysle metissage)... atd.
Objavuje sa mnoZstvo textov a vystav tematizujicich
pozitivne obsahy doneddvna negativne vymedzovanych
kultirnych prakeik neeurépskych kuledr (napr. kani-
balizmus),'®" uplatfiuji sa alternativne modely poriad-
ku & tvorivé pristupy (napriklad brikold% — kutilstvo).

nAn artist who cannot speak English is no artist*

Presne podla zndmeho ,ak nejde Mohamed k hore,
musi hora k Mohamedovi“ — emigricia, & prinajmen-
Som dvojdomovost, trochu eufemisticky nazyvané ume-
leckym nomddizmom, stdva sa koncom dvadsiateho
storocia skoro podmienkou medzindrodnej kariéry
umelca ¢i kurdtora nezdpadného pbvodu v globa-
lizovanom svete, zdrukou jeho preniknutia do maznstre-
amu. Aj ked sa, vdaka tizbe po inakosti, teritérid z4-
ujmu rozdiruji a postkolonidlne aktivity obracania
pohladu urobili svoje, predsa len nadalej pretrvéva
prioritne zdpadny uhol pohladu, i nadalej plati ,an
artist who cannot speak English is no artist.”

prezentoval jeden svetovy kontinent. Okrem svojej vlastnej
tvorby mala pitica umelcov vystavit tieZ sibor objektov, kto-
ré povazuje za pre svoju vlastnd kultGru typické & reprezen-
tativne a tieto objekty komentovat.

" Hoci i¥lo o ovefa empatickefiu v{stavu ako v pripade americ-
kej prehliadky i tu sa kritika tykala bielokockovej konvencie
vystavnej prezenticie a disproporcie v rdmci vzéahu vystavu-
jaci a vystavovany (subjekt/objeke): , Umiestnenie nezdpadného
objektn do tobto kontextn (do ,bielej kocky” — pozn. P.H.) bez
umiestnenia sprievodného zdpadného objektu do nezdpadného kontex-
tu nie fe ani dialigom, ant vimenon. Je to skér znovunastolenie kolo-
nidlnych mocenskych vziabov. Od nezdpadného subjebtn, prezentova-
nébo ako host, olakdva sa, Ze sa aj ako bost bude spravar, %e bude
reipektoval pravidld svopho hostitela, & u¥ sit blabosklonné alebo ra-
sistické,” — GEERS 1998, ¢. d. (v pozn. 92), s. 165 a nasled.

9 Kanibalizmus, ako akdsi multikulturdlnu metaforu, ale i model
postmodernej umeleckej praxe, zaloZenej na ,.pozitivnej”, ak-
tivnej recykldcii, prijali za svoju viaceré tematické vystavy,
napriklad jedna z poslednych ,edicii” Biendle v Sao Paole.
Pozri: PEDROSA, A. (ed.): Antropofagia e Historias de Canni-

balismos. Katalég XXIV Bienile v Sao Paolo, Sao Paolo, 1998.
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Inou, v podstate opa¢nou formou zdpadnej legiti-
mizicie inakosti — ,iného” umenia v ,inom" svete —
je pozfvanie renomovanych zdpadnych kurdtorov na
vedtce posty novovznikajicich biendle, zakladanych
v krajinach druhého a tretieho sveta.'* Sldvne meno
kurdtora v zdhlavi nezndmej prehliadky — fenomén
zédpadného hosta, zdd sa byt idedlnou Startovacou
bézou, najmi ak je prioritou zdpadné publikum, hlav-
nou ambiciou mainstreaming. A prave tu kdesi je za-
kopany pes. So zndmym kurdtorom prichddzaji ..jeho”
zndmi umelci a z nového biendle, krorého pévodnou
ambiciou bolo zdpadnym menom iba valorizovat,
odgtartovat, posvitit lokdlne hodnoty, sa stdva dalSie
z radu (nie alterickych le¥) identickych, médnych bie-
néle, akych st dnes vo svete tucty. ,Orvorenie sa svetu
rovnd sa normalizdcia; z biendle sa stdva okrub komple-
mentdrnych vjstav pre pitdesiatku vrcholovich medzind-
rodnych umelcov a ich mentorov, poliatolny prieskumny,
okrajovy charakter prebliadky sa pomaly vytrdca, redukuje
na pihe alibi & anckdotu.”'®™ Akoby vykrolenie
z kolonidlnej paradigmy nebolo mozné, akoby sa pré-
ve ,pokusom o rinik, paradoxne, kolonidlne gesto eite viac
potvrdzovalo. '™

Vystavovanie ako vystatovanie — Mieke Bal

Mno¥stvo $tidif venovanych v posledngch rokoch
postkolonialnej kritike muzea je naozaj nedozierne
a z nadej vzdialenej stredoeurdpskej perspektivy i taz-
ko obsiahnutelné. Ststredime sa preto opit len na
jednu autorku a jej kfacovy text a jeho prostrednic-
tvom nadrtneme niektoré ddleZité charakreristiky
postkolonidlneho myslenia o muzeu.

12Podrobnejiie o aktudlnom biendle-boome a jeho globalizal-
nych G¢inkoch pozri napr.: ARDENNE, Paul: L'art mis aux
normes par ses biennales, méme? In: Art press, &. 291, s. 40-
45, Ciastotne i vdaka tomuto biendle-boomu vznikli za po-
slednych dvadsat rokov mnohé nové umelecké centrd situo-
vané mimo centra tradi¢ne euroamericko-pocentrickej mapy
sveta, napr.: Istanbul, Johannesburg, Havana, Dakar, Syd-
ney, Kwangju...

1%1hidem, s. 44.
WHERBERT 1998, c. d. (v pozn. 82),s. 215.

195 Nzratoligia je opit prienikovou Specializéciou, krorej zdujmom
st spbsoby a formalne mechanizmy kontruovania pribehu
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Tou ,pripadovou” autorkou bude opit reprezen-
tant spoza hranic domdcej discipliny — holandskd teo-
retitka literattry so $pecializiciou na naratolégiu'®
Mieke Bal.' Balovej rozsiahla pripadové Stidia Roz-
prdvanie, vystavovanie, vystatovanie'” je v podstate se-
miotickou analyzou kolonidlnej vystavnej rétoriky
dvoch autoritatfvnych newyorskych muzef — Metro-
politného muzea umenia a Amerického mizea pri-
rodnej histérie (The American Musenm of Natural His-
tory). Balovd vychddza zo symbolického, symetricky
antinomického, zrkadlového umiestnenia dvojice
muzef na mape New Yorku. Urbdnnu situovanost
oboch muzei v srdci mesta, kde napravo od Central
Parku, na elegantnej East Side, stoji ,,pokladnica kul-
tiry® — Metropolitan a oproti, na West Side jeho
menej elitny significant other — Mizeum prirodnej his-
térie povaZuje autorka za prizna¢nu. Je podla nej vy-
razom ,my" a ,,oni* taxondmie,'® charakteristickej pre
zdpadnd muzedlnu kultdru, ktord objekty (artefak-
ty) reprezentujiice ,nds” — zdpadnd kulttru, obycaj-
ne intituciondlne zastreSuje islovne oznacuje inak,
ako podobné objekty reprezentujice ,ich” — iné ako
zapadné kulttry. Zatial & svoju kultdru Zépad na-
z§va civilizdcion, a jej objekty vystavuje ,ako umenie,
ako najvyiie formy Ludského snatenia,'® kultiru ,inych®
nazyva privodon a ako takd ju i muzedlne reprezentu-
je. V Metropolitnom muzeu umenia sa artefakey vy-
stavujii ako datované a autorizované, teda zadtitené
diskurzom historicity, originality a kvality. American
Museum ich naopak prezentuje ako produkty bezla-
sovej kultary, ,ako inStrumentdlny ndstroj poznania —
anonymny, nevybnutny, privodzeny.“*'* Artefakty vysta-
vené v Miizeu prirodnej histdrie st, na rozdiel od ,,au-

alebo rozprévania, & u? v kontexte literatdry, filmu, muzedl-
nej stélej expozicie, alebo ingch pribehovych médii.

1067, dalsich muzedlnych textov Bal spomefime tieZ The Talking
Museum. In: Double Exposuves: The Subject of Cultural Analysis.
New York : Routledge, 1996, s. 13-56.

WBAL, Mieke: Telling, Showing, Showing Off. In: Critical Inqu-
iry, rod. 18, jar 1992, s. 556-594.

1% The taxonomy of “us” and “them” ~ Ibidem, s. 570.
]bidem, s. 559.

10Thidem.

SRR

4. Mladen Stilinovic: An Artist Who
Cannot Speak English Is No Artist,
1992.

tonémnych®, scénograficky dekontextualizovanych
umeleckych objektov Metropolitného mizea, len
pthymi ,civilizalnymi stopami“, na ceste predstavu-
jicej ,vzostup oveka k civilizdeii®,""!

Aj ked podstatnd ¢ast §tadie sa nakoniec sdstre-
duje predovietkym na analyzu prave toho ,ne-ume-
leckého* muizea, vedomie akejsi skrytej komplemen-
tarity, ¢i vzdjomny tiefiovy efekt dvojice protilahlych
muzei divdk nestrdca zo zretela. Bytostny kolonializ-
mus Muzea prirodnej histérie a jeho analyza tak
sprostredkovane hdd#u svoj tiefi i na raison d’étre ma-
zea umenia — indtittcie, ktord na prvy pohlad nemd
s kolonidlnymi praktikami ni¢ spolo¢né.

Hladajuc alternativny raison d'étre zastaralej indti-
ticie, uvazuje Bal o pomerne neltastnom dvojitom
statuse takéhoto typu muzea, ktoré je zdroven obe-
tou, nestastnym dediCom svojej vlastnej kolonidlnej
histérie, i vinnikom, v podstate komplicom dominant-
nych praktik kuledr, ktorych hodnoty stelestiuje. Sa-
motny koncept kompletnej, vylerpavajicej zbierky
— teda sama podstata ¢innosti tychto institGcii — zna-
mend predsa, nazerané z postkolonidlneho hladiska,
formu ovlddnutia. ,,Akékolvek miizenm tobto vozsabu
@ ambicif”, pide Bal, “je dnes zataZené dvojitou funkcion;
Je nevybnutne zdrovest milzeom miizea, nielen ochranon obro-
zenyoh drubov ale i ochranon obrozeného ,ja* mizea, teda
metamilzeom™: muzedinym uchovanim nemilosrdne zasta-

Mbidem, s. 569.

"21bidem, s. 560.

ralého projektn, {...} ktorého ideologické ciele boli medzila-
som podrobené rozsiahlej kritike.''? 1 autorke samotnej
ide predovietkym o ,metamuzedinu funkcin vystavova-
nia”, chee poukdzat na ,margindlie muzedlnebo projek-
tu, na tie aspekty miizea, ktoré zostdvaji nepoviimnuté
a nekritizované” "> obycajne preto, lebo ich povazuje-
me za prirodzené.

Mieke Bal analyzuje muzedlnu rétoriku jednotli-
vych expozicii American Musea a to najmé prostred-
nictvom oznacujlcej vizby obrazu (expondtu) a textu
(popisky & vystavného panelu), skima ,vystavovanie
ako znakovy systém pésobiaci vo sféve medzi vizudlnym
a verbdlnym, medzi oznamovanim a presvediovanim
a predovierkym ako tento systém tvori divikovo poznanie. "
V centre Balovej kritiky dnes uz sice reflektovaného,
aviak nedostatocne dekon§truovaného (¢i psychoana-
lyzovaného) kolonializmu muzedlnej stdlej expozicie
stojf predovietkym termin zdomécnenie (naturalisa-
tion) — skutodnost, Ze to, o v muizeu vidime — sp6sob
usporiadania exponétov a z neho vyplyvajice pozna-
nie, sa prezentuje ako prirodzené. Zamerom expozi-
cie teda nie je kritické reflexia & seba-reflexia a jej
povzbudzovanie u ndvitevnikov muzea — poukaz na
konstruovanost, na fiktivay charakter expozicie — ale
désledny efekt redineho, umocneny dvomi efektivoymi
Jormami vypovedania pravdy: realizmom a vedeckjm dis-
kurzom™? — diordmami a diagramami. V mizeu na-

Blbidem, s. 561.

M]bidem, s. 561.
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turdlnej histérie (vlastne prehistérie), s jej problema-
tickou juxtapoziciou domorodych Tudf a zvierat, vpi-
sanou do evolu¢ného scendra, tak nadalej vlddne ,,vi-
audlng rétovika vealizmu*,''¢ ktord nedokdzu demas-
kovat ani sporadické pokusy diStancovat sa od kolo-
nidlnych metéd. Ospravedlnenie ¢i vyjadrenie latosti
vo forme niekolkych pridanych novych textov i pa-
nelov — inymi slovami — novy, revidovany pohlad na
stary objekt nestaci. Co je nevyhnutné, je predo-
vietkym nastavit zrkadlo vlastnému pobladu. V snahe
prezentovat, vystavit subjektivitu kolonidlneho po-
hladu navrhuje Bal nahradit panely, JEde slovd ddvajil
vyznam poriadku vec*,'" zrkadlami. ,,S trategicky umiest-
nené zrkadld by niclente nmoZnili simultdnnu prebliadks
kolonidlneho milzea a jebo postkolonidinej seba-kritiky, ale
sami by stelestiovali seba-reflexin (v dvojakom zmysle slo-
va); zvddzali by divika na scestie, miatli by chodcov, ktori
by tym pédom strécali cestu napriei evoliicion, no tdto pani-
ka, toto blitdenie medzi réznorodoston malo by pre nich ne-
sporne sty pedagogicky osob.''®

Je evidentné, 7e Mieke Bal v jej kritike kolonidl-
nych muzedlnych praktik nejde len o odpoved na otdz-
ku preco je to tak?. Ako jedna z méla autoriek sa zdro-
vet pokti¥a navrhndt ako by to moblo byt inak. Hlada
cestu ako sa na jednej strane diftancovat od kolonidl-
nych metéd, na druhej strane viak, nevyliat spolu
s vodou z vanic¢ky i dieta, teda celkom nerezignovat
na pripadné edukativne moZnosti takéhoto postko-
lonidlneho mizea. Vychodisko vidf autorka, ako sme
u¥ naznadili, v muzedlnej sebareflexii, v odhaleni
a déslednom odprezentovani kolonidlneho hladiska
vystavnych a muzedlnych prakeik, v zviditelneni
a zviditelfiovdvani neviditelnej ruky Zapadu ako tvor-
cu — Subjektu muzealnej expozicie. Vystavnickym rie-
$enim by podla Balovej mohlo byt pridanie novej
vistvy textu, také ,transformdcia vzdjomného posobenia
medzi vizudlnon a verbdlnou veprezentdcion®,'"® ktord by

1BIbidem, s. 590.
16T hidem, s. 562.
UThidem, 5. 572.
81bidem.

19]bidem, s. 562.

120 hidem.
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odkryla kolonidlne kli§é, ukézala (,odjazdila®) ich
datovany kolonidlny background. ,1ba pro.rtrednz’ctv({m
takejto zmeny mdn visiavy ponkazovat na svoj viastny dis-
kurz ako neprivodzeny, na jebo znakovii povabu,'* pre-
DOjit ,vedomastny potencidl vystaveného objekir 5 objasnenim

. v . s . : ;w121
jeho konstrnovanosti konkrétnymi subjektams.’

Eurépska verzia post-kolonializmu
— Dvojhlasné dejiny umenia

V rimci post-kolonidlneho diskurzu rozvijaného,
celkom pochopitelne, predovsetkym v multikultu-
rélnejiom severoamerickom prostredi objavila sa viak
nedévno i v eurépskom kontexte jedna pozoruhodnd
téza. Jej autorom je nemecky historik umenia Hans
Belting, ktory v jednej z kapitol svojej publikécie Ko-
niec dejin umenia'® hovori v savislosti s eurpskym
umenim a jeho povojnovym vyvinom o tzv. dvojhlas-
nych dejindch umenia'? — o historicky determinova-
nom rozitiepeni eurdpskych dejin moderného umenia
na Zapad a Vychod, na dve pomerne nekompatibilné
a navzdjom nesimeratelné linie ¢i tradicie umenia.
Beltinga indpiroval k tejto tvahe aktudlny boom stre-
do-vychodoeurépskej moderny a neomoderny
v kontexte zdpadnych muze{ umenia i trthu a nepre-
hliadnutelné zlyhdvanie referencif, ktoré spGsobil.

V nasom prostredi sa rozvijaniu tejto Beltingovej
mySlienky, otdzke pasci zdpadnjch paralel a nesme-
ratelnosti dvoch odli$nych tradicii & historickych rdm-
cov moderny (resp. neomoderny) systematicky venu-
je Méria OriSkovd v publikacii Dvojhlasné dejiny nme-
nig.'* Svoju pricu stavia na predpoklade odliSnosti
vkladov umelcov z ,inej* Eurépy do spolo¢nych de-
jin umenia a venuje sa ich podrobnej analjze.

P4d Zeleznej opony priniesol viak i na drovni vy-
stavovania, zvla$t v kontexte verejnych muzei, niekto-
ré $pecifické, v zépadnych krajinich nezname prob-

2 bidem, s. 592.

12BELTING, Hans: Konec dijin wméni. Praha : Mlad4 fronta,
2000.

Bbidem, s. 71 a predchddzajice.

MORISKOV A, Méria: Dvajhlasné dejiny umenia. Bratislava : Pet-
rus, 2002.

lémy. Nechajme teraz bokom pozvolnd (v podstate
modernistickl) muzedlnu rekonStrukciu disidentskej
neomoderny po dlhych rokoch jej vytestiovania ofi-
cidlnou kultdrou. T4 totiZ, z muzeologického hladis-
ka nie je aZ takd problematickd. Problémom je dnes
skér to, ako sa vystavne, (umelecko-)historicky, no
i z pravneho hladiska korektne vysporiada¢ s dielami
tzv. socialistického realizmu, teda s produkciou ¢asto
eSte Zijicich a tvoriacich autorov, ktord je vo verej-
nych muzedch bohato a predovietkym nescudzitelne
zastupend.

Post-socialistickd muzeolégia
a socialisticky realizmus

Vystavenie ¢i vystavovanie socialisticko-realistic-
kého umenia,'? zdanlivo problém politicky ¢i eticky,
je totiz predovietkym problém muzeologicky. Ide tu
o vynimoc¢ne subtilny priklad in3tituciondlneho kon-
fliktu zdujmov, kde proti sebe stoji nescudzitelnost
(teda istd nezvratnost vyberu) — povinnost ochrario-
vat a vystavovat prijaté akvizicie, zakédovand v sa-
motnom srdci osvieteneckého konceptu verejného
muzea, a rozpoznanie nedostato¢nej umeleckej kva-
lity (dalSieho z tradi¢nych muzeologickych kritérif)
v minulosti muzealizovaného umenia. Problém kri-
tického vystavovania socialistického realizmu by pri-
tom mohol byt pozoruhodnou muzeologickou lek-
ciou, $pecifickym prispevkom muzeolGgie post-so-
cialistickych krajin k zdpadnému muzeologickému
diskurzu. Kunsthistéria/muzeoldgia byvalych socia-
listickych krajin si v§ak bohuZial tejto svojej prileZi-
tosti zatial nie je vedomd, ¢oho dokladom je nielen

BPodla niektorych autorov ide o contradictio in adjecto, kedze
udajne nie je moZné vytvorit socialisticko-realistickou met6-
dou produkt, ktory by zniesol kritérid vysokého umenia.

'26Spometime napriklad neddvau vstavu Umenie socialistickébo rea-
lizmu na Slovenskn 1948 — 1963 v Galérii mesta Bratislavy (2003,
kurdtor Ivan Jan&ir), alebo prassky bockbuster Ceskoslovensky socia-
listicky vealizmus 1948 — 1958 (2003, kuritorka Tereza Peti¥ko-
vé), kde sice neslo o skutoéne kritickd, ale predsa len aspoil
tiastolne tématicky, ikonograficky $truktidrovand vystavu.

K pomerne zriedkavym textom k tejto problematike pozri na-
priklad ¢ldnok PFENNIG, Gerhard: Was darf ein Ausstel-
lungsmacher? oder: Wie justiziabel ist die Kunst. In: Newe
Bildende Kunst, 1999, €. 5, 5. 59-62, zamerany zvl4$t na priv-
ne aspekty vystavovania soc-realizmu, alebo $pecidlne &islo Ca-

skoro absolitne vytessiovanie tohto typu produkcie
z muzedlnych stélych expozicii, pripadne jeho désled-
ne formalistickd, ahistorickd prezentdcia'? ale i slab4
kriticka teoretickd reflexia tohoto problému.'”’

Je prirodzené, Ze otdzka: ¢o so socialistickym realiz-
mom? — ako sa adekvdtne (i z hladiska aktudlnych
trendov v ramci discipliny) politicky a muzeologicky
korektne vysporiadat s touto ,o8emetnou” kapitolou
domadcich dejin umenia sa naj¢astejSie objavuje prave
vo vystavnej praxi. Problém neprehliadnutelnej pri-
tomnosti socialistického realizmu — presnejsie ,ume-
nia“ pormalizdcie sa napriklad, ako akysi zaml¢any
podmet, objavil v stvislosti s vystavou Slovenské vizu-
dlne umenie 1970-1985, ktord sa na prelome rokov
2002 — 2003 uskutocnila v Slovenskej ndrodnej ga-
[érii. Tim kurdtorov pod vedenim Aurela Hrabusic-
kého sa rozhodol , filtrovat” vyber expondtov na vy-
stavu v podstate esencialistickym meritkom kvality,
prezentovat len ,dobré" umenie (resp. len wmenie)
a vSetko ostatné — teda i socialisticko-realistické zeu-
menie — jednoducho nevystavit. Vznikla tak &istd,
kriticizmom new art history prakticky nedotknutd,
dekontextualizovand, bielokockovd vystava, ktorej
bytostny modernizmus vyvolal u istej Casti domdce;j
kritiky neobycajne agresivnu reakciu.'?®

NajcastejSou polohou vztahovania sa k socialis-
ticko-realistickému muzedlnemu dedi¢stvu je teda
jeho désledné vytesnenie — pozvolné miznutie monu-
mentéliek, zazdtvorkovanie plnych depozitov, vyma-
zanie znacnej Casti vlastnej kulvdrnej minulosti. Zvlase
v poslednych rokoch viak existuje i poloha presne
opacnd. Prejavuje sa vo forme spektakuldrnej, tieZ
v podstate bielokockovej — dekontextualizovanej pre-

sopisu Ateliér, vydané pri prile¥itosti vistavy Ceskoslovensky so-
clalisticky vealizmus 1948-58 v praiskom Rudolfine (Azeliér,
2003, ¢ 1). V naSom kontexte sa problematike vystavovania,
resp. nevystavovania socialistického realizmu venuje i prispevok
ORISKOVA, Méria: New Grand Narratives in East-Central
European Art History? In: Ass, 2002, & 1-3, s. 234-240.
V tejto stvislosti pozri aj autorkinu $tiddiu ORISKOVA, M-
ria: K otdzke politiky vystavovania: priklad Slovenskej ndrod-
nej galérie. In: Ars, 2003, & 3, 5. 201-217.

%Pozri napr. Slovenské vizudlne umenie 1970 ~ 1985. Anketa
(Jana GERZOVA, Gibor HUSHEGY], Vladimir BESKID,
Katarina RUSNAKOVA.) In: Profil, 2002, & 4, s. 6-43
a potom tie? Polemika (Véclav MACEK, Jana GERZOVA,
Katarina RUSNAKOVA, Viadim{r BESKID). In: Profal, 2003,
¢ 3,5 124-141.
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zentécie socialistického realizmu ako akéhosi kabine-
tu kuriozit, v rdmci krorého sa prezentuji high pointy
— tentokrét viak nie v zmysle najlepSie — best of, ale
najhorsie — worst of diela.'” Tento typ prezenticie je
v istom zmysle akousi parédiou bielokockovej muze-
olégie a jej hlavného tromfu — kvality, akymsi mo-
dernizmom naruby & prekabdtenym modernizmom,
kde sa modernisticky muzedlny dekor a jeho auratic-
ky potencidl zneuZfvaji na prezentovanie a isté ak-
centovanie nekvality. Vzorovym prikladom takejto
v{stavy je uz spominand vystava Umenie socialistického
vealizmu na Slovensku 1948 —63 z produkcie Galérie
mesta Bratislavy. Vystava, redukovand na pdihu vi-
zudlnu ostenziu vystaveného, prezentovala niekcoré
radikalnesie soc-realistické diela z vlastnych zbierok.
Vystavené priamo v expozicii nijako nekomentovala,
nekontextualizovala, nechala expondty, aby sa, tak-
povediac, sami zosmie3nili svojou nekvalitou, absurd-
nostou a datovanostou svojej témy, svojim ml¢anim.
Hoci i§lo, z odborného hladiska o vynimoéne ,,odflin-
kand“ vystavu, z dévodu svojej nadalej tabuizovanej
témy zostala prakticky nereflektovand. Nebyt zme-
neného historického hladiska — skutotnosti, Ze doba

19¢0 je viak v pripade takychto socialisticko-realistickych worst
of vystavich sndd najkuridznejiie je skutonost ich relativne
vysokej ndvitevnosti — ich latentne blockbusterovy charakeer.
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sa zmenila — videli sme v podstate velmi estetickq,
opatrn(, mléanliva, z umelecko-historického hladis-
ka mimoriadne problematickd, paradoxne vSak di-
vicky pomerne pritazlivy, ,$tylovd® vystavu.

Akrudlna kritickd muzeolégia je dnes, ako vidiet,
jednou z najdiferencovanejsich a najviac exploatova-
njch oblasti humanitnych vied. V rdmci dejin ume-
nia, vlastne na ich pomedzi predstavuje muzeologia
otvorend disciplinu, prepéjajicu pomerne uzavretd
akademicki prax so §ir$im spoloCenskym kontextom
umenia. Predkladany rozsiahly fragment dizertaCnej
prace zaiste nevylerpal vietky moZnosti diferencova-
nejsieho poznania aktudlnych kritickych konceptov
v rimci muzedlnej problematiky. Jeho ambiciou ani
nakoniec nebolo obsiahnut vietko. I§lo skor o to, pri-
bli¥i¢ a k domdcemu prostrediu a k jeho vystavnym
a muzedlnym aktivitdm vztiahnut najdoleZitejsie . lek-
cie* akrudlnej kritickej teérie muzea, prostrednictvom
akejsi sumy kriticky filtrovaného poznania, pisanej
z perspektivy a pre potreby muzedlneho kurdtora, G-
tatela zorientovat v u nés stale eite dost malo reflek-
tovanej problematike.

Theoretical concepts of the critical museology

Summary

This study (originally an extensive part of the dis-
sertation work) introduces, through the studies of key
authors, and systematizes the most important lines
of the theoretical critique of the museum (especially
museum of art), of the last quarter of the century.
One of the chapters/parts — “Foucault’s inspivation of
the recent museology” follows an influence of Michel
Foucault on the present thinking about the museum,
regarding especially two spheres of problems: the
connection between power and knowledge (institu-
tions of power and institutions of knowledge), and
through so-called archaeology or archacology of knowl-
edge — conviction, that there is no knowledge not even
the art historical knowledge, given once and forever,
but all the time historical, ideological and institutional
framed, thus in its nature changeable. An interest in
the recent powerful museums of art inspired by the
Foucault’s critique is covered by this part of the text,
a phenomenon of so-called musenms of influence and
their critical institutional history in the world con-
text on one hand and in the regional scope on the
other.

This part is followed by relatively tight zooming
on the several museum studies of the American art
historian Donald Preziosi, devoted to the deconstruc-

tion of the museum (of art) as an exemplary episte-
mological technology of Modernity and, also to the
analysis of its main product — art (of art history) as
a model paradigm, an important frame of references
within the Modern knowledge.

The part entitled feminist critique of museum of art is
an effort to summarize the basic reproaches of the
feminist critique against the museum of art (a male
structure inherent to the basic, constitutive catego-
ries of the modern discipline, its survival and its “naz-
ural” influence on the canon of art history, etc.)

The last part of the study concerns the post-colo-
nial critique of museum, the minority voice of the
other cultures and their increasing interest in the ad-
equate museum or exhibition representation. The
example used here is the Mieke Bal's critical study on
the colonial narrative strategies New York's Museum
of Natural History. Relatively extensive part of text is
then devoted to the European colonialism, the so-
called — double-voice art history (Belting) and, on the
related problem “what is to be done with social vealism”
in the museums of art in the “otber” European coun-
tries.

English by Barbara BaldZovd
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Od dejin umenia k vizuélnej kultare?
Priklad Brooklyn Museum of Art v New Yorku

Miria ORISKOVA

Zamerom tejto $tddie bude nalrtnut na pozadi
konkrétnej vystavy vstup antropologického/etnogra-
fického objektu do miizea umenia (t.j. do praxe dejin
umenia), jeho ,premeny na umenie* v ramci vystav-
nych stratégii v osemdesiatych rokoch aZ po sicasné
postmoderné vystavné pristupy a v nich obsiahnuté
mozné problémy. Pojmy ako identita, kultdra ¢i post/
kolonializmus budd utvarat rdmec mdjho uvaZova-
nia a zarovet roziirovat tradi¢ny pojem umenia, kto-
ry umeleckohistorické indtittcie — akymi st akade-
mické dejiny umenia a mizeum umenia — viaZu pre-
vasne na umenie bielych a zépadoeurépsku kultarnu
tradiciu. Tzv. ,roziirovanie” pojmu umenia otvira uz
dlhdie diskurz dejin umenia smerom k vizudlnym/
kulttrnym $tadidm, keoré v poslednych, priblizne
desiatich rokoch reformuji disciplinu dejin umenia
na americkych univerzitach. Interdisciplindrnost tohto
nového odboru spoliva v tom, Ze sa nezameriava vy-
luéne na umelecké predmety, uZ tradicne patriace
dejindm umenia, ale ina tzv. ne-umelecké obrazy.
Tu potom v rdmci vizudlnych $tadif funguje pojem
vizuality. Ako hovori jeden zo zakladatelov W. J. T.
Mitchell: , doménon vizudlnych $tidii nie si len dejiny
umenia a estetika, ale aj vedecké a technické obrazy, film,
televizia a digitdine médid a rovnako aj filozofické skiima-
nia epistemioligie videnia, semioticky vyskum obrazov
a vizudlnych znakov, psychoanalytické skiimanie skopické-
ho pudn, fenomenologické, fyziologické a kognitivne Stitdid

' Pozri blisdie: MITCHELL, W. J. T.: Showing Seeing:
A Critique of Visual Culture. In: HOLLY, Michael Aon ~—
MOXEY, Keith (ed.): Art History, Aesthetics, Visual Sudies.
Williamstown : Sterling and Francine Clark Art Institute,
2002, s. 233.
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vizudlnych procesov, sociologicky vyjskum divdciva a vysia-
vovania, vizudina antropoligia, atd.""

Vystava ,American Identities: A New Look"
(Identita Ameritanov: novy pohlad), na krorej bu-
dem zmienené problémy demonstrovat, bola otvore-
n4 v Brooklyn Museum of Art v New Yorku 13. sep-
tembra 2001, teda dva dni po teroristickych trokoch
na Svetové obchodné centrum a dalSie miesta v USA.
Kurétori (Teresa Carbone, Linda Ferber, Barbara
Gallati, Barry Harwood a Charlota Kotik), ktorf pri-
pravovali vystavu Sestndst mesiacov, nemohli tusit
nadchadzajicu katastrofu, ani dalekosiahle zmeny,
ktoré tieto udalosti so sebou prinesd. Zhodou okol-
nost{ sa viak spojila tito vystava o identite AmeriCa-
nov s katastrofou nevidane spektakuldrneho charak-
teru, aby nutila k zamysleniu. Novinové ¢lanky roz-
vinuli debatu o patriotizme, o muzeu ako svityni
pontikajicej odzu kludu a v nej umiestnené emble-
matické diela americkej kultiry, aj o zruSenom vstup-
nom pre navitevnikov.? Ci uz mé alebo nemé tdro
koincidencia nejaky vyznam, moZno povedat, Ze tito
dlhodobé vystava prina$a z muzeologického hladiska
pozoruhodné rieSenia a nechce vlastne rozpravat
o umeny, aj ked sa odohréva na pdde muzea umenia.
Neocitneme sa tu v galérii velkych majstrov ¢i kltco-
vjch umeleckych diel tzv. vysokého umenia. Ako
uviedol panel pred vstupom do vystavy, aj sprievod-
né materidly & webova strinka, vystava chce ,vyroz-

2 CURTIS, Lisa J.: Defining Americans. New perspectives on
American art at Brooklyn Museum. In: The Brooklyn Papers,
www.brooklynmuseum.org

3 www.brooklynmuseum.org

1. Poblad — vstup do vistavy ,,Ame-
rican ldentities: A New Look“
v Brooklyn Musenm of Art v New
Yorkn. Foto: Anna Strickland (so
stthlasom BMA, New York).

prdvat bobaty a rozvrstveny pribeb o Zivote a kultiive USA
od kolonializmu po sitéasnost™?

Pre lepSie porozumenie problémom, o ktorych
chcem hovorit, treba objasnit, Ze vystava ,American
Identities” je utvorend z 6smych chronologicky uspo-
riadanych kapitol: 1. Od koldnie k ndrodu, 2. Obja-
vovanie americkej krajiny, 3. KaZdodenny Zivot, 4.
Rozdeleny nédrod, 5. Prekracovanie horizontov, 6.
Vytvéaranie umenia, 7. Doba prelomu storodf a 8.
Moderny Zivot. KedZe vietky expondty vystavy po-
chéddzaja zo zbierok Brooklynského muzea, eSte pred
vstupom do prvej sily sa objavuje portrét zakladatela
muzea a symbol moderného Brooklynu — Brooklyn-
sky most od Georgie O’'Keefe a rovnako malby, fo-
tografie, kratke nemé filmy ukazujice zdbavny park
na Coney Islande, ¢i predmety kaZdodenného Zivota
obyvatelov Brooklynu z prelomu 19. a 20. storodia.
Jednotlivé kapitoly, po¢nic dobou kolonializmu, po-
ddvaji potom obraz vizudlnej kultiry, kde ndjdeme
napriklad kolonidlny interiér strednej spolocenskej
vIstvy, jej portréty, sklo, keramiku a vedla nich arte-
takty (misy, dzbdny) p6évodnych americkych obyva-
telov — Indidnov, rovnako ako kuriézne, na eurépsky
spbsob malované portréty krélovskej dynastie Inkov,
ktoré si v 18. storolf na zdkazku objednali kreolski
potomkovia inkskej aristokracie. Takéto juxtapozicie
jednotlivych etnickych/rasovych identit pokraluja

v nasledujtcich silach, kde napriklad v kapitole , Kaz-
dodenny Zivot" ostro vystupujd kontrasty medzi Zivo-
tom bielych a farebnych v rdmci Zanrovych vyjavov.
Kym biela burZodzia Zije v luxuse, ktory reprezentu-
ja najméd maliarske zdti§ia a honosny porceldn, Cier-
ne, nizke spololenské vrstvy aZ na malé vynimky
(haarlemskd renesancia) nemaja toho, kto by zachy-
til ich spbsob Zivota z ich uhlu pohladu: st pritomni
na portrétoch bielych iba ako sluhovia alebo otroci.
Je tu viak Ciernobiely film/video, ktory zndzorfiuje
Cierny hnev, zlost a smatok vyspievany bluesom
a jazzom. Jednou z najdramatickejSich kapitol je ,,Roz-
deleny ndrod“ s témou otroctva, kde okrem Lincol-
novej busty visia na stene skuto¢né okovy a oproti
nim je umiestnend socha gréckej otrokyne z bieleho
mramoru a tieZ praca zndmej sicasnej afroamerickej
umelkyne Kary Walker. Obdobne ako juxtapozicie
kulttry bielych a ¢iernych obyvatelov Ameriky, fun-
gujt vo vystave zobrazenia dzijskych kultdr (Ciny,
Japonska, Kérey, krajin Islamu) a tieZ Indidnov s ich
artefakemi — kachinami, mokasinami, koSmi a ode-
vom, ktoré doprevadza obrovskd fotografia Indidnky
v krajine a nemy, niekolkomindtovy film od T. A.
Edisona, ktory natodil indidnsky ritudlny tanec —
Buffalo Dance a Sioux Ghost Dance. Reprezentdcia
Indidnov, ktori na prelome 19. a 20.storodia Ziju uz
iba v rezervicidch (to ¢o vidime vo vystave je vysled-

43




kom etnogragického bddania/zbierania bielych ved-
cov), je postavend oproti americkej secesii s elegant-
nymi expondtmi firmy Tiffany. Vo viacerych salach
doprevédza expondty hudba, akoby na doplnenie
toho, o sa ned4 u# dopovedat vizudlnymi prostried-
kami. Zavereénd kapitola zobrazuje modernt dobu
s jej rozrastajiicou sa mestskou civilizdciou a technolo-
gickym pokrokom. Tu okrem Gritkovych predmetov
a designu nachddzame moderné maliagstvo a sochdr-
stvo, kde striedaji bielych umelcov a umelkyne aj
Afroameri¢ania alebo potomkovia emigrantov, pova-
Yovani za Americanov. Opit sa opakuji juxtapozicie
ako socha eny z bieleho mramoru (Pandora so skrin-
kou), odkazujtca k stredomorskym koretiom zdpad-
nej kultdry vodi buste Zeny z Mozambiku z &ierneho
mramoru, ktord vznikla ako objednévka pre Chicago
Field Museum v ramci cyklu Zijtce ludské rasy v roku
1937. Vedla nej je tiez umiestnené dielo Louise Bo-
urgeois z roku 1990, zndzorfiujice utaté Tudské ruky.
Vystavu uzatvira americké abstraktné umenie dru-
hej polovice 20. storotia po¢nic Frankom Stellom
a kontiac Rossom Blecknerom. Aviak aj tu ndjdeme
prekvapenie: pred Stellom je vitrina s vizou od Gra-
ce Chino z roku 1989, ktorej dekor je po formélnej
stranke zhodny s geometriou Stellovym obrazov, ale
obsahom je spomienka na staré pueblo nidoby.

1. Znéazornenie ,8irSej kultary®
v muzeu: pohlad historika umenia

Ak by sme porovnali tito dlhodobd vystavu so
stlymi expoziciami v tradi¢énych umeleckohistoric-
kych mizedch (napr.v Kunsthistorisches Museum vo
Viedni) & tzv. univerzdlnymi prehladovymi muzea-
mi (napr. Louvre v PariZi), moZno povedat, Ze sa tu
nachddzaji nielen nezvyklé kombindcie volného ume-
nia a W¥itkovych predmetov (ako to byva zvykom
v tzv. dobovych miestnostiach), ale i etnografickych
artefakrov. St tu i kusy nabytku, do ktorého sa divik

4 Pozri blisdie: PREZIOSI, Donald: Predmet(y) dejin umenia.
In: BAKOS, Jdn (ed.y: Minulost v privomnosti: Sitasné umenie
& uméleckobistorické myry. Bratislava : N-C8U, 2002, ss. 113-
129.

5 Pozri bli¥tie: FERGUSSON, Bruce W .: Exhibition Rhetorics.
Material speech and utter sense. In: Thinking About Exhibi-
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mb¥e usadit a potivat hudbu a zvuky. Vietky tieto
prvky, vrétane premyslene pouZitého osvetlenia, zjed-
nocuji vystavu do celku ako koexistencie objektov,
z keorych mnohé sa nikdy predtym neocicli vedla seba.
Prezentécia rdznych kulttr (resp. ich zdstupnych pred-
metov)? ako modus reprezentdcie multikultirne;
Ameriky sa viak odohriva na pozadi historickych
premien s konkréenymi historickymi ddtami. Histo-
ricko-spolodensky rdmec pomohli dotvorit aj textové
panely, sprevidzajice celkové usporiadanie vystavy.

Pokusy o ,socidlne dejiny umenia“ &i vytvorenie
historicko-spolo¢enského kontextu v mazeu, pripad-
ne zobrazenie ,vizulnej kultdary”, o ktorej chcem
na tomto mieste hovorit, uz pomerne dlho zamest-
ndvaji americkd novi muzeoldgiu a su predmetom
kritickej teérie mizea. Mzeum ako vizudlna tech-
nolégia mé totiz pomerne obmedzené moZnosti
a zobrazenie kontextu alebo ,3irdej kultary” nie je
jednoduché.’ Svetlana Alpers vo svojej $radii , The
Museum as a Way of Seeing” (Mtizeum ako spdsob
videnia) spomina v tejto stvislosti Musée d’Orsay
v Parisi, keoré ,,... nrobilo viznamny pokus transformo-
vatl vistavu eurdpskeho umenia smerom k Sirlel Bultire.
Rovnako vystavenim rdznych umeleckjch drubov (ndbyt-
ku, ii%itkovych predmetov, fotografii a sochdrstva, premie-
Sanych s maliarstvom), ako i vyberom umelcov, sa v tomto
milzen predmerom diskusie stal etablovany kdnon, fo zna-
mend sithn zruinostilvedomostt, sndb a zamerania ume-
nia 20. storolia, poutity pre umenie 2. polovice 19. storo-
& vo Franciizsku.*® Svetlana Alpers tu postupne for-
muluje svoju analjzu prostrednictvom pojmu Vi-
zudlny zédujem® (visual interest), keory chdpe ako
fenomén vytvoreny vystavovanim tak, Ze urlity
predmet je svojim vy¢lenenim (izolovanim)
z pévodného kontextu povyieny na predmet doklad-
ného pozorovania.” Eurépske miized aj zbierky ku-
riozit, ktoré muzed predchédzali, boli vyrazne za-
merané na toto ,ddkladné pozorovanie” od samého
zatiatku. Aj ked sa to mdZe zdat ¢udné, predsa ten-

tion. Ed. Reesa GREENBERG — Bruce W. FERGUSSON —
Sandy NAIRNE. New York 1996, ss. 175-190.

6 ALPERS, Svetlana: The Museum as a Way of Seeing. In: KARP,
Ivan—LAVINE, Steven D. (ed.): Exsbiting Cultures. Washington

_ London : Smithsonian Institution Press, 1991, s. 29.

7 Ibidem, s. 25.

2. Poblad do 7. iasti vyistavy
wAmerican Identities: A New
Look* v Brooklyn Musenm of Art
v New Yorkn nazvanej Doba pre-
lomu storot?. Foto: Anna Strickland
(s0 sithlasom BMA, New York).

to zvyk existoval aj pred instit(iciou mizea, aviak aZ
v muzeu si uvedomujeme to, ¢omu Alpers ndsledne
hovori ,,muzedlny Glinok" (museum effect), teda to,
¢o podla nej premiefia predmety na umenie.® Ak sa
vratime opidt k Alpersovej vykladu ,SirSej kultary®
v Musée d’Orsay, potom tu podla nej vznikol para-
dox, kedZe diela menSieho vizudlneho zdujmu boli pri
inStalovani v priestore muizea umiestnené na ,lepsie”
miesta ako tie s vi3im vizudlnym zdujmom a napriek
tomu ich to ,vizudlne nezlepsilo”.” Ak tu kurdtori
usilovali 0 zndzornenie socidlnych dejin umenia, Cize
Cohosi ,neviditelného, ako poznamenal jeden z kri-
tikov, nemohlo sa im to podla Alpers podarit, preto-
Ze v muzeu sa registruje iba ,vizudlna vyzna¢nost"
(visual distinction) a nie nevyhnutne kultirna déle-
zitost. Preto aj niektoré predmety a kultdry sa v ma-
zeu nereprezentovatelné a potom s pre reprezenta-
ciu kultdr & vzdeldvanie vhodnejsie iné formy ako
muzeum.'® Pojmy ako ,muzedlny alinok”, &, vizu-
dlna vyznalnost” tu viak jednoznalne poukazuja
k estetickému zazitku z umeleckého diela, krory Al-
pers obhajuje s tym, Ze predstavuje jeden ndzor na
vystavovanie. Jej odporcovia viak tvrdia, Ze aj este-

8 Ibidem,s. 31.

9 Ibidem, s. 29.

ticky zdZitok musi byt zaloZeny na skdsenosti a zruc-
nosti/vedomosti, pochddzajacej z vonkajsieho (mimo-
muzejného) prostredia.

2. Vystavovanie nezdpadnych artefaktov
v mizeu umenia: pohlad antropoléga

Je zrejmé, Ze tento ndzor stoji na jednom konci
nézorového spektra. Kym Svetlana Alpers kladie do-
raz na aspekt vizuality a mizeum povazuje za miesto,
ktoré premiefia predmety na umenie, pozicie antro-
polégov ¢ kurdtorov muzei nezdpadnych kultar si
¢asto znalne odli§né. Problém vznika najmid tym, Ze
hoci v3etci vieme, Ze mtzeum ako vynélez zdpadoeu-
répskej civilizdcie neskorého 18. storocia vychddzalo
z potrieb vtedajSieho eurdpskeho umenia, asto sa
v fiom ocitaji predmety nezdpadnych kultir, keoré
viak neboli primarne chdpané ako umelecké diela
a neboli zamyslané pre toto prostredie. Antropoldg
James Clifford vo svojej Stadii ,Histories of the Tri-
bal and the Modern" (Histérie tribdlneho a moder-
ného, 1988)'! sleduje, ako moZno z nezdpadnych
predmetov v muzeu urobit umenie. Clifford tvrdi, Ze

10 Ibidem, s. 30.

' CLIFFORD, James: Histories of the Tribal and the Modern. In:
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hoci nezdpadné objekty presli roznymi kategorizdcia-
mi — od kuriozit, staroZitnosti, etnografickych dru-
hov, exotickych predmetov, fetiSov aZ po umelecké
predmety vysokého rangu, vidy ide o privlastnenie
nezdpadného objektu tak, ako sa to v danej chvili
a kontexte ,hodi* zépadnému muzeu. Na priklade
vystavy ,Primitivizmus v umeni 20. storofia: afinity
cribalneho a moderného, uskuto¢nenej v MoMA
v New Yorku roku 1984, potom odhaluje konStitu-
ovanie nezapadného objektu ako umenia, jeho vysta-
venim vedla moderného umenia Picassa, Brancusi-
ho, Giacomettiho a dalsich, na zéklade univerzélne;
alegérie afinity. Clifford hovorf: , Tdto {alegbria afini-
ty} md svojho brdinu, brorého virtudzne dielo, ako ndm to
hovori titnlok vedla nebo, obsabuje viac pribuznosti s tri-
balnym ako ktorykolvek iny pionier modernizmu. Tieto afi-
nity mevaji blbku Picassovho pochopenia principov tribdl-
nej skulptdivy a tak reflektujit jebo precivené identifikovanie
sa 5 duchom tribdlnych Pudi. Modernizmus je tu teda pre-
zentovany ako hladanie ,zdkladnych principov”, ktoré
transcendujii kultiiru, politiku a histdrin. Pod tymto ddzd-
nikom achetnosti sa tribdine stava modernjm a moderné
ovel'z viac a mnoborakejsie Tudskym.*'* Stretnutie nezd-
padnych artefaktov s dielami pionierov moderného
umenia sa teda kond na béze afinity, o v skutocnosti
predstavuje vonkajiia podobnost, resp. formalne zna-
ky. Toto je podla Clifforda ako antropoldga neprija-
telné, pretoZe to hovori o modernistickych kategé-
ridch. V antropologickych porovnévacich metédach
plati toti¥ uznavany princip, Ze ¢im $ir$t je zdber kul-
tir, ktory berieme do tivahy, tym vacSia je pravdepo-
dobnost, %e sa ndjdu medzi nimi spolo¢né rysy. V tom-
to pripade je vlastne podobnost medzi tribdlnym
a modernym iba v tom, e charakter oboch sa vymy-
k4 maliarskemu iluzionizmu & sochdrskemu natura-
lizmu, &o dominuje v zdpadoeurépskom umeni od
renesancie’ a vodi omu sa postavili vo svojom progra-
me modernisti. Modernisticky pristup, resp. paradig-
ma modernizmu, ktorého najtypickej$im reprezentan-
tom je newyorskd MoMA, tu vlastne redefinuje status
nezépadnych objektov a taxonomicky i hierarchicky ich
postva do kategérie umenia. Tento posun z priecky
etnografického predmetu alebo fetiSu, Ci kuriozity, na

PREZIOSI, Donald — FARAGO, Claire (ed.): Grasping the World.
The Idea of the Musenm. Aldershot : Ashgate, 2004, ss. 636-652.

2 Thidem, s. 637.
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poziciu vysokého umenia, presnejsie primitivneho ume-
nia, sa viak deje prostrednictvom modernistickej este-
tiky. ,Modernisticky primitivizmus", akokolvek sym-
patizujtci s nezdpadnymi vjtvormi, iba rozsiruje cha-
rakteristiky modernizmu v estetickom zmysle a deje sa
2 mocenskych pozicif zdpadnjch intitacii. Pre Cliffor-
da je viak rozhodujici dals fakt: prehlbujtca sa prie-
past medzi estetickym/umeleckyma antropologickym,
ked st tie isté objekty v galéridch umenia vystavované
pre svoje estetické/formdlne kvality a v etnografickych
muzedch prave naopak, v urcitom kontexte ako stcast
istej kultdry, kde sa osvetluje symbolika alebo funkcie
predmetu. Ak si v mizeu umenia vystavené tribalne
objekty, ich pévodné vyznamy a funkcie si podla an-
tropolégov navidy stratené a navyse privlastnené ko-
lonizujiicou zédpadnou kultirou.

3. Pristupy k vystavovaniu nezédpadného
umenia: pohlad kuritorky

Z4sadn4 otdzka muzeoldgie — & estetika alebo
kontext — sa tu javi vlastne ako rozpor dejin umenia
a antropolégie, teda dvoch humanitnych disciplin,
resp. instittci, kroré sa ukazuji ako vzdjomne vylu-
ujuce. Esteticko-antropologickd opozicia viak po-
stupne, zd4 sa, obrusuje svoje hrany. Ako hovori Ja-
mes Clifford — majiic na mysli novi expoziciu Hall of
Pacific Peoples v American Museum of Natural His-
tory v New Yorku — ,veda mbze byt estetizovand a umenie
vedecky vysvetlované,“"* Aj ked tento Lesteticky scien-
tizmus* v siasnej muzeologickej praxi ispesne fun-
guje a zdrovefi mé cely rad problémov, kde sa nieke-
dy zvlastne kriZi antropoldgia s dejepisom umenia
(napriklad v otdzkach znalectva, atribucie tribalnych
artefaktov a kolektfvneho tvorcu & v otdzke datova-
nia alebo mytického ¢asu), predsa sa kritickd pozor-
nost &astejiie upiera inym smerom: k otdzke identity
kurdtora a divaka a k ich uhlu pohladu. Dobrym pri-
kladom k takémuto druhu Gvah mdZu byt kurétor-
ské experimenty Susan Vogel — kurdtorky Center for
African Art v New Yorku — a jej vplyvnd a asto ci-
tovand &radia nazvané ,Always True to the Object,
in Our Fashion“ (Vzdy pravdivo vzhladom k objekrtu,

13 Tbidem, s. 638.

4 Thidem, s. 645.

ale na nds spdsob)," ktord vrhla v druhej polovici 80.
rokov na tato problematiku Gplne nové svetlo. Vogel
ako kurétorka si toti? akoby sama nastavila zrkadlo,
ked pripravila niekolko vystav afrického umenia.
V rdmci tychto vystav, ktoré boli vlastne radikdlny-
mi rekontextualizdciami afrického umenia v zdpad-
nych muazedch, ' umoznila divdkovi uvedomit si vlast-
nfé vnimanie a stcasne zistit, do akej miery je to, ¢o
vidime v africkom umeni, nasou reflexiou, premieta-
nim naSich vlastnych predstdv o Afrike. Konkrétne
vystavou , Perspectives: Angles of African Art" (Per-
spekeivy: Uhly pohladu na africké umenie) skiimala
Vogel rézne pohlady prizvanych spolukurdtorov
(Ameri¢anov a Afri¢anov). Napriek individualite
a rozdielnosti sa vetci spolukurdtori zaoberali dicho-
témiou medzi estetickym hodnotenim a pochopenim,
formou a vjznamom; medzi tym, ¢o David Rocke-
feller nazval umelecky cit a odborné hodnotenie.
V otazke interpretacie artefaktov kulttry, keord dé-
kladne nepozndme, na zdklade priameho z4Zitku ale-
bo v kombindcii s dal$imi informaciami o objekte,
Yogel pravdaze zistila, Ze neexistuje jedna ,spravna“
interpretdcia.'” Jej vystavy, ktoré ako sama hovori
neboli o africkom umen, ale o pristupoch k africkémli
umeniu a tieZ o tom, ako méZe kurdror ukazovat
zviditelnovat ¢i potladit isté expondty a tym manipu:
lovat divdka. Vogel hovori: vystava , Art/Artifact”
(Umenie/Artefakt) pristupovala k otdzke vnimania
prostrednictvom jednotlivych objektov a spdsobov
in$taldcie. Prijatim faktu, Ze fyzické umiestnenie ob-
jektu je stcastou jeho identifikovatelnosti ako ume-
nia, inStaldcia ukazovala umelecké i neumelecké ob-
jekty takym spdsobom, aby upozornila na otdzku po-
zorovatela a zviditelnila triky inStaldcie.”® Vo vystave
boli vlastne pripravené — na divdka nastraZené — via-
ceré kontexty: napriklad modernistickd biela kocka,
Wunderkammer ¢i antropologickd kulisa — diordma,
ale tieZ vzne$eny $tyl mizea umenia, kde st umelec-
ké skvosty chrdnené vitrinami a osvetlené posvitnou
ziarou reflektorov. Expozicia zddraznila to, Ze tieto

' VOGEL, Susan: Always True to the Object, in Qur Fashion.
In: KARP —~ LAVINE 1991, c. d. (v pozn. 6), ss. 191-194.

16 P’rvvét vystava bola nazvand Perspectives: Angles of African Art,
dalsia The Art of Collecting African Art a dal$ia Art/Artifact.

7 VOGEL 1991, c. d. (v pozn. 15), 5. 194.

odli$né spdsoby vystavenia odrdZali rozdielnost
v postoji a v interpretécii, pri¢om kaZdy z nich divé-
ka manipuloval.”” Vogel predviedla nielen in3talacné
tri%{y, ale aj triky reprezentdcie a v rdmci jednej jedi-
nej vystavy ukdzala, Ze vystavovanie je interpretova-
nim. Muzeologické technoldgie a mechanizmy nie st
totiz objektivaym, neutrdlnym jazykom, ale systé-
mom reprezentdcie a samotné muzed si inStiticia-
mi, ktoré reguluji, usmertiuja alebo udrzuji poten-
cidl diskurzov.

4. Paralelizmy a horizontdlne
koncepcie multikulturalizmu

Dekonstruovanie muzedlnych pristupov a demas-
kovanie samozrejmych a ,pravdivych” zndzorneni
v muzeu, je nesmierne dbleZité a Casto idlce poza es-
teticko-antropologickd bindrnu opoziciu. Pripomeii-
me viak, Ze prdve vystavovanim etnografickych ob-
jektov ako umenia v muzeu umenia sa modernistic-
k;i'. model vystavovania (paralelny s modernistickym
dejepisom umenia) ukdzal ako pritizky ¢&i jednostran-
ny. Tu sa potom otvorili priestory pre tzv. horizon-
talne bddanie a paralelizmy, kam by sme mohli zara-
dit aj vystavu , American Identities: A New Look"
v Brooklynskom muzeu umenia. Pojem ,paraleliz-
mus” a tieZz tzv. horizontdlne prehlady/prehliadky
(horizontaly surveys) sa objavili napriklad v stvislos-
tiach s vystavou ,Circa 1492: Art in the Age of Ex-
ploration” (Okolo 1492: Umenie vo veku objavov)
v National Gallery vo Washingtone, uskutoénenej
roku 1992. Kurdtori koncipovali ttito vystavu nielen
ako objavovanie novych kultur, ale ako paralelné
kultiry existujiace vedla seba, ¢im vznikol nie linedr-
ny, ale radidlny koncept vystavy. Tento koncept spo-
chybnil ideu progresu v prospech horizontélneho zrov-
ngprévnenia a podla samotnych kurdtorov ,cielom bol
zzednocztjzici Hcinok: bez snahy prezentovat kaidii civilizd-
cin v jej viastnyjch pojmoch, tak ako sa mohli javit vedaj-
Stm Enrdpanom, na zdklade foho sa objavili nddberné pa-

% Ibidem, s. 195.
¥ Ibidem, s. 198.

% BHABHA, Homi K.: Double Visions. In: PREZIOSI — FA-
RAGO 2004, c. d. (v pozn. 11), 5. 237.
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ralely.“® Takdto koncepcia vyvolala ostré reakcie nie-
len na adresu zdpadného formalizmu a humanizmu/
univerzalizmu, cez ktory sa kurérori divaji na nezd-
padné kultdry. Jedna z najrazantnejsich kritickych
analyz vystavy od Homi Bhabhu nazvand ,Double
Visions* (Dvojaké videnie)*' nardZa prive na prob-
1ém paralelizmu ako ¢ohosi, co vsugeriva pocit — ila-
ziu rovnocennosti, v tomto pripade heterogénnych
kultar. Takyto koncept viak neberie do Gvahy, Ze ,na
individudinej sivovni tiito heterogenit predehddzajii vedine
existujiice diferencie a Ze dejiny vlddcov/kolonizdsorov sil
napisané v pojmoch, ktoré sii v rozpore § histdrion zotroce-
njch/kolonizovanjch.* Ak kurdtori vjstavy s nadSenim
rozpravaji o objavovani novych svetov a ich kultar
z pozicie eurépskych objavitelov, potom objavené
kultdry a ich dne¥ni potomkovia &taji vo vystave-
njch objektoch kolonidlnu dedtrukciu svojej kultdry.
Kritizované paralelizmy s viak Homi Bhabhom cha-
pané nielen ako falo$né zrovnopravnenie zdpadného
a nezapadného umenia (pravdaZe na pdde mocnych
zdpadnych intiticif), ale tieZ ako ,vjraz vieobjimayiices
multikulturdlne estetiky alebo dokladného archivnebo (i
umeleckobistorického viskumu, kde to, ¢ bolo kedysi ar-
chaické, tribilne, folklorne & spojené s Cudnymi bobmi (&i
vitudlmi), patri dnes sekuldrnej ndrodnej sicasnosti alebo
internaciondinej budiicnosti. Miesta kultirnych diferencii
sa toti¥ prilis Labko stali siicaston postmoderného zdpadné-
ho bladu po emnicite, aviak za ficelom citdcii a simulakrovich
ozvien Odinakial "> :

5. Muzeélna oslava hybridnosti
alebo pozornost miestnym spolodenstvim?

Potreba prezentovat paralelizmy vo forme juxta-
pozicii, (kontrastov a porovndvani) pri prezentovani
injch kultar sa objavuje v zépadnych muzedlnych
indtitdciach v poslednej dobe pomerne ¢asto. Dévo-
dom je ukazanie akéhosi ,postkolonidlneho povedo-
mia“, reprezentacie multikulturdlneho prostredia Ci
stidasné nartdanie hranice duality ,Zdpad a ti ostat-

21 Thidem, ss. 236-241.
22 Thidem, s. 238-239.
2 Ibidem, s. 240.

2 Mnohi vplyvni teoretici umenia a kurdtori tvrdia, ¥e nezdpad-
né umenie treba situovat spit do systému zédpadného umenia.
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n{*. Zapadny muzedlny establi§ment ziskal v posled-
njch rokoch rysy politicky korektného integrovania
nezédpadného umenia/objektov, aviak do (zdkladnej)
zapadnej §trukeiry, Co sa zdd byt novym poriadkom
globélnej spolo¢nosti. Problém u? vonkoncom neleZi
v tom, & etnograficky artefakt modZe byt vystaveny
v mtzeu umenia alebo ma patrit do etnografického/
antropologického mizea. Mizeum umenia, najmi
toho moderného, nepozné predsa dnes uZ Ziadne hra-
nice médif & druhov.*

Annie Coombes vo svojej $tudii ,Inventing the
Postcolonial: Hybridity and Constituency in Contem-
porary Curating” (Objavovanie postkolonidlneho:
Hybridnost a jej vstipenci v sicasnom kurdtorstve,
1992) piSe: , UvaZujiic v kurdtorskyjch pojmoch, spolocnon
Srton vietkych tjchto vystav bolo priovizovanie transkultiir-
nych objektov, chapanych ako definitivnych znakov plod-
njch kultiirnych kontaktov medzi zdpadnymi centrami
a tjmi skupinami, ktoré sa zvyknil nazjval perifévion a tiez
ako viditelnych odkazov sebanrienia tjch ndrodov, ktoré
kedysi trpeli pod kolonidlnon nadylddon. Presnejiie pove-
dané, kultiirny predmet mal byt v proom rade znakom kul-
tiirnej, ndrodnej a ernickej identity, prostrednictvom ktorej
sa proklamovala a oslavovala integrita a viastnd ,0adlii-
1057 od centier zdpadného kapitalizmu. Ale taktiet mala
byt znakom vadjomnych kultiirnych kontaktoy — vymeny.
Aby sa toto naplnilo, kurdtors naschvdl vyberali také kul-
titrne vitvory, ktoré spadali pod rad rozlicnych taxonimii,
teda objekty, ktoré podla okolnost patrili do oblasti etno-
grafie, vedy, pop kultiry alebo umenia."® Préve takéro
¥pecifické kurdtorské stratégie si plodnou vyzvou
eurocentrizmu zdpadného umeleckého establiSmen-
tu. Tento viak asto proklamuje zvldtny internacio-
nalizmus muzedlnej kultdry (na bize paralelizmov
a horizonalnych koncepcif) ako dokaz vlastnej objek-
tivity a neutrality. K tejto situdcii Annie Coombes
hovori, ¥¢ materidlna kulttra sa sice vidy &iastolne
obnovuje, aviak pre Zépad je priznalnd ambivalent-
né obnova skrz kolénie. Paradox pristidenia vizudl-
nych hodndt objektom pochédzajacim z kolénif sa

Pozri blizéie: Kunst als Teil eines umfassenden Systems. Ami-
ne Haase im Gesprich mit Okwui Enwezor. In: Kunstforum,
August-Oktober 2002, zv. 161, ss. 83-91.

2 Pozei: COOMBES, Annie E.: Inventing the Postcolonial: Hyb-
ridity and Constituency in Contemporary Curating. In: PRE-
ZIOSI, Donald (ed.): The Art of Art History: A Critical Anthology.
Oxford — New York : Oxford University Press, 1998, s. 486.

3. Poblad do 6. Sasti vistavy ,,Ame-
rican ldentities: A New Look"
v Brooklyn Museum of Art v New
Yorku nazvanej Vytvdranie umenia.
Foto: Anna Strickland (so sithlasom
BMA, New York).

viak komplikuje, ked sa im pripiSu estetické kvality
podla zdpadnych Standardov: v tomto momente sd
deklarované ako rovnaké a odli§né zérovei.*® Libe-
ralny biely kurdtorsky establiiment podla Coombes
oslavuje pluralitu, kultdrnu rdznorodost a opitovne
potvrdzuje odliSnost, ale na inej Grovni. Ak viak vy-
stava zviditelfiuje hybridnost, uzndvajic a oslavujic
mnohovyznamovost povahy objektov, stdle neberie
do dvahy cely komplex vztahov na trovni spolocen-
ského (vritane dominantnej kultiry hostitelskej in-
$titdicie), ktorymi je kultdrny predmet spoluartikulo-
vany. Navyse, pri tak asto oslavovanej roznorodosti
vo sfére vizudlnej kultiry vznikd v koneénom désled-
ku homogenizujici a nivelizujaci Gcinok, ktory Co-
ombes dokonca nazyva zhubnym. Na tomto mieste
sa nika otdzka, &i nejde o lahké, fastfoodové konzu-
movanie kultarnych predmetov na zdklade ich vizu-
ality, pestrosti, novosti(?), kde sa necakd ich pocho-
penie, ale kde ide o previazanost s mocenskymi me-
chanizmami alebo dokonca ttlakom.

Hybridnost (pojem pouzivany Annie Coombes) je
to, ¢o uptita ndvitevnika aj vo vystave ,,American
Identities“ v Brooklyn Museum of Art. Nejde teraz
iba o rézne vytvarné druhy, etnografické artefakty ¢i

% Ibidem, s. 488.

predmety ka?dodenného Zivota obyvatelov Brookly-
nu ako predstavitelov roznych kultir ¢i diaspory dnes
zijlicej v USA. Vystava je mozno oslavna ¢i patriotic-
k4, napriek tomu je tu jeden zdsadny moment: vztah
k lokalnej kulttire, komunite, Brooklynu. Vetky ex-
pondty vystavy pochddzaju z vlastnych depozitov
miizea, a mnohé pravdepodobne pochéddzaji z tohoto
geografického kontextu a preto nie je potrebné zno-
vu potvrdzovat nezdpadné, nizke, outsiderské alebo
kazdodenné objekty vystavy velkym zdpadoeurdp-
skym kénonom alebo univerzélnym internacionaliz-
mom. Hybridnos¢ sa tu ukazuje nie ako bezproblé-
mové/vizudlne zaujimavd, prive naopak, ako vysle-
dok kolonizécie, podrobenia pbévodnych obyvatelov,
otrokarstva a ttlaku, migrécie, diaspory, formovania
amerického néroda a eklektickej kultiry. Zavidza-
jtca rétorika rovnosti je tak nahradend formou dialé-
8Y, a to aj tam, kde na druhej strane figuruje absen-
cia reprezentdcie. Miestami fragmentdrny charakter
vystavy tu potom moZno povazovat nie za nedosta-
tok, ale za pokus o artikuldciu kultiry na pozadi mno-
hych zlomov a konfliktov. Organizaény princip, aj ked
tu je ¢asové ndslednost, prizvukuje konfronticie, di-
skontinuitnost a tieZ asymetriu moci.

Zd4 sa, ¥e reprezenticia v muzeu a jej adekvit-
nost nie je bezproblémovou zdleZitostou. V posled-
nych dvadsiatich rokoch sa na pode americkych ma-
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zei odohrali mnohé posuny (ktoré som sa pokusila
v skratke na¢renit) a Zasto prebiehali protichodné tla-
ky smerom k stabilizovaniu kultarnych identit. R§z—
ne kurérorské stratégie priniesli rdzne interpretdcie.
Kriticky charakeer niektorych vystav odhalil samot-
nt podstatu muzedlnej kurdtorskej prace ako. tend,enc—
nej alebo politickej, teda nie nestrannej. Aj ked na-
stali radikdlne zmeny a iné ako zdpadné kulrdry boli
u¥ davnejsie vpustené do mizea umenia, otézka.t}'/.—'
kajica adekvétnej reprezentdcie zostdva a to najmd
preto, ¥e mnohé z vystav o nezdpadnej identite sa vy-
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tvarané vplyvnymi zdpadnymi kurdtormi a mocnymi
intitdciami. Ich interpretdcie viak nie si v silade
v predstavami tych, ktorf st tu reprezentovani. Kul-
ttrne identity v si¢asnej muzeoldgii st Casto prezen-
tované esteticky idealizovane ako fantdzie rnirulllosa,
ktorej sa je velmi tazko dopdtrat. Tak vznikaja vy-
fabrikované reprezenticie idedlneho spoluZitia novo-
dobych kmetiov globalnej kultiry, kde viak pod upra-
venym povrchom (korporitne; estetiky) stale pretr-
véva nerovnost a to konkrétne nerovnost v pristupe
k ekonomickej a politickej moci.

Art History or Visual Culture?
A Case Study of Brooklyn Museum of Art in New York

Summary

In the United States during last two decades heat-
ed debates have been turned towards multicultural
and intercultural issues. Terms of identity, culture,
race, ethnicity or postcolonialism play an important
role not only in the traditional art historical discourse
but in the art museum, as well. The case study of
Brooklyn Museum of Art in New York (within the
framework of the exhibition “American Identities:
A New Look”) is an attempt to discuss the issue of
multiculturalism in art museums traditionally based
on universalistic (Western) aesthetics. The story of
Western art which once was central for the museum
is now more complicated by the addition of non-
Western art/objects. However, one of the greatest
American museums — Brooklyn Museum of Art in
New York goes beyond the polarities “high art” vs.
“ethnographic object” showing the hybrid culture as
the result of colonialism, migration, slavery, diaspo-
ra, conflicts or oppression.

Relations between art and ethnicity seem to be
one of the main concerns in the museums in multi-
cultural society. Increasing diversity incorporated in
art museums raises many questions: the question in
the direction of the representability of broader cul-
ture in the museum raised in the 1980s by Musée
d’Orsay in Paris and the issue of “visual interest” or
“visual distinction” of the objects made for attentive
looking. Svetlana Alpers in her essay “A Way of See-
ing” claims that what museum registers is visual dis-
tinction, not necessarily cultural significance. How-
ever, anthropologists displaying ethnographic objects
with completely different aims consider aesthetic
moment without explaining object function not only
for insufficient but misleading as well. For anthro-
pologist James Clifford in his essay “Histories of the
Tribal and Modern”, non-Western objects “generous-
ly” included into the context of modern art (next to
Picasso or Giacometti) on the base of formal/aesthet-
ic affinities are raised from the position of tribal fet-
ishes or mere ethnographic specimen to the status of

high art and appropriated by the modern West “col-
lecting the world”.

In the 1980s the aesthetic-anthropological oppo-
sition was examined by Susan Vogel, curator of the
Center for African Art in New York. In her essay
“Always True to the Object, in Our Fashion” Vogel
describes her experiments trying to heighten aware-
ness of the degree to which what we see in African
art is a reflection of ourselves. The exhibitions “Per-
spectives: Angles of African Art” and “Art/Artifact”
approached the question of the audience (African and
non-African) and perception through installation
styles (physical setting of an art object called white
cube style, Wunderkammer or anthropological dio-
rama). The exhibition stressed that these different
styles reflected differences in attitude and interpreta-
tion, and that the viewer is manipulated by all of them.

Dismantling “true representations” in the muse-
um opened new issues: the issue of parallelisms and
horizontal surveys, both promoted as cultural para-
digm by the exhibition “Circa 1492: Art in the Age
of Exploration” in the National Gallery in Washing-
ton 1992. This concept has been considered contro-
versial by Homi Bhabha. In his essay “Double Vi-
sions” Bhabha criticizes parallelism of Western and
non-Western art/objects as an illusion of their equal-
ity within the modern museum with its homogeniz-
ing internationalist mode and turn on an aesthetic
axis “of equal distance equal difference”. At the indi-
vidual level, heterogeneity can only be expressive of
preexisting differences, as well as the histories of the
master come to be reinscribed in terms of, or in con-
tention with, the enslaved or the colonized. Without
making such a distinction we can only be connois-
seurs and make “global” art more available to the
embrace of multiculcural aesthetics, secular national
present and an international future.

A strange internationalism of museum culture as
irrefutable “proof” of neutrality and objectivity of
Western museum establishment has been examined
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by Annie E. Coombes in her essay “Inventing the
Postcolonial: Hybridity and Constituency in Contem-
porary Curating” in the 1990s. Revived am:hr.opo-
logical practices as well as the celebration of “differ-
ence” are a strategy which according to Coombes
could be pernicious when mobilized in the sphere of
visual culture in the sites of public consumption. The
way in which such “visibility” is mediated by an aes-
thetic consideration is especially significant in the
postcolonial context. Hybridity, the term u‘se'd by
Coombes is articulated as a symptom of what is iden-
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tified as postcolonial in a sense of the post-rnodem
strategy of bricolage superficially reprodu'cmg and
celebratory affirming that all are equal. Still, under
the cover of celebration (and fast-food like consump-
tion) of differences there is the inequality of access to
economic and political power. And only the d9m1—
nant groups articulate the ways in which such differ-
ences are constituted.

English by Mdria Oriskovd
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Visual Culture: An End to the History of Art?

Matthew RAMPLEY

One of the most significant developments to af-
fect art historical scholarship in the past fifteen or so
years has been the emergence of visual studies, or vis-
ual culture. This new field has been evident above all
in English-speaking countries, and in particular the
United States. However, similar phenomena have
occurred in Germany, which has seen the rise of Bz/d-
wissenschaft and Bildanthropologie, or in France, where
image theory has also become prominent.' Further-
more, one of the pioneering books on the subject,
Nicholas Mirzoeff's An Introduction to Visual Culture,
has been translated into a number of languages, in-
dicating a widening international interest.?

The question to be asked is: how significant is the
rise of this new field of inquiry for the continuing
practice of art history, and how might it shape the
latter’s future? Responses to these questions have var-
ied and, because of the obvious professional and per-
sonal investment involved, often highly emotive. Some
have seen visual studies as a substantial threat and
have consequently reacted in a highly defensive man-
ner; others have welcomed it as a breath of fresh air,
providing the mechanism for a decisive break with
the restrictive practices of the history of art.

In this paper I would like to suggest that while
visual studies poses difficult and serious challenges to

' See, for example SACHS-HOMBURG, Klaus: Wege der Bil-
dwissenschaft. Magdeburg 2003; BELTING, Hans: Bild-Anthro-
pologie. Munich 2001; BOHME, Gernot: Theorie des Bildes.
Munich 1999; ARABAYAN, Marc: Lire 'lmage. Emission,
Réception, Interprétation des Messages Visuels. Paris 2000; JOLY,
Martine: L'Image et les Signes : Approche Sémiologique de I'Image
Fixe. Paris 2000; BRON, Jean-Albert — LEIGLON, Christi-
ne: R la Découverte de U'lmage. Paris 2001.

the discipline of art history, it is unlikely entirely to
replace it. This is for reasons to do both with the in-
stitutional environment within which visual studies
operates and also with the structure of the conceptu-
al field it has claimed as its own. Before elaborating
on this any further, it is worth drawing a brief sketch
of its recent history.

Origins of a Field

It is commonly agreed that the term ‘visual cul-
ture’ was first employed by Svetlana Alpers in her
study of seventeenth-century Dutch culture, The Art
of Describing.?> Alpers herself is an art historian, and
her book was also a work of art history. Its concern
was with contesting the application of the iconograph-
ical method, familiar from the study of Renaissance
Italy, to the analysis of Dutch paintings. An alterna-
tive method was needed, argued Alpers, and this was
commensurate with the changed meaning of vision
in the Netherlands. In brief, Alpers distinguished
between the allegorical understanding prevalent in
Italy — in other words, the visual world was symbol-
ically meaningful — and the empirical understanding
emerging in the Netherlands. The art of describing

2 MIRZOEFF, Nicholas: An Introduction to Visual Culture. Lon-
don 1998. Translated into Italian as Introduzione alla Cultura
Visuale. Rome 2002 and into Spanish as Una Introduccion a la
Cultura Visual, Madrid 2004.

* ALPERS, Svetlana: The Art of Describing. Chicago 1982,
4 BAXANDALL, Michael: Panting and Experience in Fifteenth-

Century Italy, Oxford 1972; Limewood Sculptors of Renaissance
Germany. London — New Haven 1980. 53



in the title of her book was implicitly opposed to the
art of interpretation dominant in Italy. This was con-
nected to the scientific revolution taking place in
northern Europe, in which empirical seeing was giv-
en unprecedented importance as a tool of scientific
inquiry. In order to substantiate her case, Alpers made
reference to van Leeuwnhock’s experiments with the
microscope — paralleled, incidentally, by Hooke’s
Micrographia (1665) in England — or to the rising
importance of cartography, and to the role of paint-
ings themselves as neutral depictions of the cities —
and landscape of the contemporary Netherlands.
Paintings thus had to be understood in terms of
a larger economy of visual representations, in which
visual depiction had a transformed function. It was
this economy — coupled with the meanings attached
to such representations — that constituted, for Alp-
ers, the visual culture of the Netherlands.
Alpers’ concern was ultimately with providing
a new paradigm for the interpretation of Dutch art,
and hence she was still firmly located within the
boundaries of art history. Her work was also explicit-
ly indebted to that of Michael Baxandall who again,
in analyses of German Renaissance sculpture or of
painting in Quattrocento Italy, had also employed
the notion of a visual economy, but who remained
committed to art as the privileged category of analy-
sis.4 Nevertheless, her book was potentially subver-
sive, for it opened the way to a questioning of the
centrality of art. This possibility was not followed up
immediately; the paradigm it suggested was not tak-
en up until the work of Jonathan Crary some 15 years
later, who analysed the meaning of vision in the late
nineteenth century. In Techniques of the Observer and
in Suspensions of Perception Crary outlined discourses of
perception and vision in the late nineteenth century.’
A central theme was the dismantling of the Carte-
sian subject and its replacement by a much more
unstable notion of subjectivity, bound to the limita-
tions of its embodied state, labile and decentred. Crary
explored the ways in which this transformed notion

5 CRARY, Jonathan: Techniques of the Observer. Cambridge (MA)
1995; Suspensions of Perception. Attention, Spectacle, Modern Cul-
ture. Cambridge (MA) 1999.

6 The classic texts are GREENBERG, Peter: ‘Avant-garde and
Kitsch' (1939) and ‘Towards a Newer Laocdon’ (1940). In:
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recurred in a variety of practices, ranging from works
of art to scientific experiments.

The work of Alpers and Crary opened up a signif-
icant new possibility for the analysis of discourses on
vision and visual representations, which cut across
traditional disciplinary boundaries. However, visual
studies has other origins. An important point of ori-
gin has been the debates over the meaning of mod-
ernism which have taken place since the early 1970s.
Until then the broadly formalist account of Clement
Greenberg had been dominant, which characterised
modernism as a sequence of internally generated for-
mal innovations leading towards the pure, flat, non-
representational paintings of artists such as Ellsworth
Kelly, Morris Louis and Kenneth Noland, allegedly
driven by the project of setting up clear boundaries
between fine art and mass, popular culture.® This ac-
count had already been contested by artistic practic-
es during the 1960s, but it was only in the early 1970s
that a consistent counter-image of modernism was
put forward that stressed its considerable indebted-
ness to popular cultural forms.” This was the begin-
ning of a process that led to a fundamental re-evalu-
ation of modernism. The founding of the journal Oc-
tober in 1976 was an important step in this process;
its principal editor, Rosalind Krauss, had been a stu-
dent of formalist critic Michael Fried, and she used
the journal to launch a fierce attack on formalist the-
ories and histories of modern art, and also sought to
reconstruct the history of modernism, bypassing the
canonical sequence prescribed by Greenberg, which
led from Cezanne, Cubism, and the early abstraction

of the 1920s, to the Abstract Expressionism of the
1940s and 1950s, and the post-painterly abstraction
of the 1960s. This occurred at the same time as
a major shift in art practices — the birth of so-called
postmodernism — in which again many of the inher-
ited values of the previous decades had been discard-
ed. Within the less combative environment of tradi-
tional art historical research, this reassessment of
modernism’s history could also be felt. Picasso and

FRASCINA, Francis (ed.): Pollock and After. The Critical Deba-
te. Oxford 1992, pp. 21-34, 35-46.

7 CLARK, Timothy J.: ‘Clement Greenberg's Theory of Art’ (1982)
and CROW, Thomas: ‘Modernism, Mass Culture and Visual Arts’
(1981) in FRASCINA 1992 (see in note 6), pp. 47-63, 233-66.

Braque's use of collage, for example, was seen in the
light of their engagement with popular culture. The
use of newspaper, wallpaper, rope tickets and so forth
was now read for its political and social meaning; for
the first time, the texts of the newspaper cuttings
were read as meaningful, and not as merely random
aspects of an essentially formal innovation.® Other
historians applied the same approach to other types
of modernist practice.” This can also be seen in the
light of the contemporaneous rise of the New Art
History in Britain and the United States, in which
the ideological and social significance of art was giv-
en a renewed attention.

. The outcome of this process was a transformation
in the understanding of the place of art in twentieth
century culture. Art was seen as merely one of many
practices of visual representation, which although
having a distinct audience, nevertheless drew on those
other practices. This was precisely the insight that
gave rise to the first book explicitly devoted to the
topic of visual culture, John Walker and Sarah Chap-
lin’s Visual Culture: An Introduction.'® Walker was
a well established art critic and historian of twenti-
eth-century art. He was best known as the author of
a book on Art in the Age of Mass Media which exam-
1:ned both the ways in which artists had employed
images and signs from the mass media, and also the
ways in which the meaning of art had become trans-
formed in an era of the mass dissemination of imag-
es.!' It was an important expansion and refinement
pf a notion originally put forward by Walter Ben-
jamin, and it is clear how this led Walker and Chap-
lin to prefer the term ‘visual culture’ to that of ‘art’.'?
Walker was also interested in the history of design

¥ See, for example: ZELEVANSKY, Lynn (ed.): Picasso and
Braque: a Symposium. New York 1992; POGGI, Christine: I»
Defiance of Painting. Cubism, Futurism, and the Invention of Colla-
ge. London — New Haven 1992.

? See, for example: WEISS, Jeffrey: The Popular Culture of Mo-
dern Art. Picasso, Duchamp and Avant-Gardism. London — New
York 1994; VARNEDOE, Kirk —~ GOPNIK, Adam (ed.): High
and Low. Fine Art and Popular Culture. New York 1990.

" WALKER, John — CHAPLIN, Sarah: Visua! Culture: An In-
troduction. Manchester 1997,

" WALKER, John: Art in the Age of Mass Media. London 1983.

and material culture, and clearly the domain of ma-
terial objects added a further dimension to the un-
derstanding of ‘visual culture’ that could again not
be encompassed by traditional art historical approach-
es.' Chaplin, a much younger scholar, was an archi-
tect by training, and her concern with how architec-
ture intersected with image practices further ampli-
fied the boundaries of visual culcure.

The interest in the place of art in an age of mass
media motivated perhaps the best known general
outline of the field, Nicholas Mirzoeff’s An Introduc-
tion to Visual Culture.** In this book Mirzoeff traced
the history of technologies of representation, from the
camera obscura of the sixteenth-century to the compu-
ter in the late twentieth. Mirzoeff's conclusion was
quite definite: the rise of globalised media and insti-
tutions of image distribution meant that art now oc-
Fupied only a tiny, and fairly insignificant, place with-
in the general economy of visual representations. This
was the result not only of the possibilities afforded by
the new technologies of dissemination, but also of
the dependence of the commodity fetishism of capi-
talism on visual spectacle, an argument first proposed
by Walter Benjamin in the 1930s and then the situ-
ationists in the 1950s.?

Two further factors also motivated the turn to vis-
ual studies. First, although there has been a long tra-
ditional of scholarship on the arts of non-Western
cultures such as China, India, the Islamic world, Ja-
pan, not to mention the interest in the so-called ‘prim-
itive’ art of Africa, North America and the Pacific, it
had become increasingly apparent that the use of the
term ‘art’ to describe these practices was inappropri-
ate. An awareness of the problematic status of the

2 BENJAMIN, Walter: ‘Das Kunstwerk im Zeitalter seiner
technischen Reproduzierbarkeit’ {dritte Fassungl. In: BENJA-
MIN, Walter: Gesammelte Schrifien. Frankfurt am Main 1991
vol. I, pp. 471-508 ’

13 \WALKER, John: Design History and the History of Design. Lon-
don 1989.

4 MIRZOEFF 1998 (see in note 2).
1 See Walter BENJAMIN 1991 (see in note 12), vol. V: ‘Das

Passagenwerk;’ Debord, Guy: The Society of the Spectacle. Chi-
cago 1986.
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notion of primitive ‘art’ — quite apart from the diffi-
culties of the term ‘primitive’ — had been current in
anthropology for some time, but in the 1980s the
debate spilled over into art history with a now noto-
rious exhibition staged at the Museum of Modern Art
in New York entitled Primitivism in the Twentieth Cen-
tury. Affinities of the Tribal and the Modern.'® As critics
were quick to point out, the exhibition endorsed the
practice of early twentieth-century artists of aesthet-
icising artefacts from African and Pacific societies,
treating them as merely a stylistic resource.'” Other
criticisms followed in the wake of the debate over the
MoMA exhibition; museological analyses highlight-
ed the extent to which the MoMA exhibition was only
the most obvious example of a much more widespread
tendency within museums to the aestheticise non-
Western artefacts.'® A subsequent exhibition curat-
ed by Susan Vogel in the Museum of Africa in New
York, Art | Artefact demonstrated this all the more
sharply; the status and meaning of objects changed
radically depending on the manner in which they were
exhibited, either as practical utensils or as items for
aesthetic contemplation, exhibited in sympathetical-
ly lit display cabinets.” It is in response to this that
the term ‘visual culture’ has been adopted as free from
the connotations of the term ‘art’, which were deemed
to be culturally inappropriate.

The post-colonial sensibilities underpinning this
debate also motivated the second turn away from art
history and towards visual studies and culture. The
craditional narrative which, from Hegel onwards, had
afforded Classical and European art a privileged place
in the evolution of art, was increasingly countered
during the 1970s and 1980s with an image of art as
shaped by multiple histories. An important area of

16 RUBIN, William (ed.): Primitivism in the Twentieth Century.
Affinity of the Tribal and the Modern. New York 1984.

17 See, for example, FOSTER, Hal: “The “Primitive” Unconscio-
us of Modern Art’. In: October, 34, 1985, pp. 45-70.

18 See, for example: KARP, Ivan — LAVINE, Steven (ed.): Exhi-
biting Cultures. Washington 1991; COOMBES, Annie E.: Re-
inventing Afvica. Musenms, Material Culture and Popular Imagi-
nation. London — New Haven 1994; PRICE, Sally: Primitive
Art in Civilized Places. Chicago 2001.

19 VOGEL, Susan (ed.): At / Artefact. New York 1989.
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debate, for example, was the meaning of modernism
which had always been oriented around an axis lead-
ing from Berlin and Paris to New York. However,
recognition of the role of other ‘modernist’ art practic-
es, such as the sagqakhaneh movement of Iranian art-
ists such as Hossein Zenderoudi and Parviz Tanavoli,
or the ‘Bombay Progressives’ of India such as Magbool
Husain or Francis Souza, has rendered such geograph-
ical limits highly problematic.” It also compelled
a redefinition of the meaning of modernism. This is
a particular instance of a wider reshaping of the do-
main of art history. Where once it was conceivable to
produce universal histories of art, the stress on the dis-
unified, fragmented nature of the field has such
a conception has now made such a notion increasingly
untenable. For some this has led to the decision sim-
ply to focus on local histories,?! but for others this has
led to the more radical conclusion that art history as
a paradigm is the basic problem. Hence the formation
of visual studies has taken place in part to replace
a discipline defined by an increasingly unstable domain
of objects — the global practices of art — by one defined
by a set of methods and conceptual problems. The fore-
most exponent of such a view, Irit Rogoff, has explicit-
ly dissociated visual studies from any lingering attach-
ment to histories of specific practices, whether of film,
art or any other visual discipline. Instead:

“The emergence of visual cultnre as a transdisciplinary
and cross-methodological field of inquiry means nothing less
and nothing move than an opportunity 10 reconsider some of
the present culture’s thorniest problems from yet another an-
gle ... visual culture provides the possibility of unframing
some of the discussions we have been engaged in ... from the
disciplinary fields ... which first articulated {them}..."”

20 Oq the notion of Asian modernism see CLARK, John: Mo-
dern Art in Asia. Honolulu 1998. On Iranian art see BA-
LAGH]I, Shiva (ed.): Picturing Iran. Art, Society, Revolution.
London 2003. On Indian modernism see MITTER, Partha:
Art and Narionalism in Colonial India: Occidental Orientations.
Cambridge 1995 and KAPUR, Geeta: When was Modernism?
New Delhi 2001.

2 See, for example: ELKINS, James: Stories of Art. London 2003,
which suggests that art history should restrict itself to the
history of western art, recognising that other cultures have
such alien conceptions of ‘art’, as to make art historical analy-
sis culturally inappropriate.

In characterising visual studies in this manner
Rogoft is explicitly aligning visual studies with cul—,
tural studies as it emerged in Britain in the 1950s
and 1960s. Central to the work of pioneering writers
such as Richard Hoggart, Raymond Williams and
Stuart Hall was a critique of the focus of English stud-
ies on belles letters at the expense of more popular forms
of writing. Moreover while their criticisms focused
on the narrow canon of English literature, this was
not in the name of providing a wider canon, but rather
in order to do away with the notion of the canon it-
self. Cultural studies focused instead on ways in which
race, gender and class identities were refracted
through cultural representations, from the ‘high’ art
of literature to the popular forms of television, com-
ics, cinema and bestsellers.?® It is no coincidence that
this occurred at the same time as a series of massive
changes in the social structure of Britain — including
a renegotiation of gender relations, mass immigra-
tion from the former imperial colonies, and a decline
of the traditional class hierarchies. Cultural studies
was thus also driven by the need to oppose the ten-
dency both by governments and mass media to treat
the agents of change — the young, women, immi-
grants — as ‘problems’ that had to be contained.?
Yisual studies emerged at a different time, but the
impulse of cultural studies was an important deter-
mining factor.

Visual Culture vs. Art History:
Internal Questions

Visual studies is thus not a single discipline or-
ganised by a single rationale, but rather has multiple
origins. This means that the question as to whether
it will displace art history has to be treated carefully;

2 ROGOFF, Irit: ‘Studying Visual Culture’. In: MIRZOEFF, Ni-
cholas (ed.): The Visual Culture Reader. London 1998, pp. 16-17.

% See, for example: HOGGART, Richard: The Uses of Literacy.
London 1957.

2 S'ee, for example: HALL, Stuart et al.: Policing the crisis : Mug-
ging, the State, and Law and Order. London 1978; HEBDIGE,
Dick Subculture. The Meaning of Style. London 1979.

» BRYSON,‘Norman —HOLLY, Michael Ann - MOXEY, Ke-
ith (ed.): Visual Culture. Images and Interpretations. Hanover 1994.

in some versions it hardly challenges the latter at all.
The term is often still used by art historians to desig-
nate little more than the totality of artistic represen-
tations, supplemented by photography as a kind of
tokenistic adjunct; one widely-read anthology on the
field from the mid-1990s, Bryson, Holly and Mox-
ey’s Visual Culture, attends almost exclusively to the
traditional arena of high art, including artists such as
Bosch, David, Rembrandt and Géricault.?®> Here ‘vis-
ual culture’ seems to be equated with innovative in-
terpretations of familiar art historical material rather
than any more substantial disturbance of the disci-
pline.?® At the other extreme, ‘visual culture’ is un-
derstood in a completely different way by Rogoff and
others, for whom it is an approach which, unencum-
bered by disciplinary boundaries, moves across the
entire breadth of cultural production in its selection
of subject matter, articulating a specific set of theo-
retical debates and problems.

Nevertheless, art historians have clearly felt threat-
ened by its emergence. This was evident in the now
notorious October questionnaire published in 1996.7
The ‘questionnaire’ asked nineteen respondents to
reply to a series of assertions about the role of ‘visual
culture’, its relation to art history, the function of
interdisciplinarity, and the nature of the image, to-
gether with speculation on the similarities between
the study of visual culture and the work of ‘founding
fathers’ of art history such as Alois Riegl or Aby
Warburg. A number of the respondents chose not to
address the issues raised, but instead to express their
general dismay at the rise of ‘visual studies’. Svetlana
tAIpers, for example, insisted on the importance of
investigating disciplinary boundaries rather than over-
coming them, while for Susan Buck-Morss, ‘the pro-
duction of a discourse of visual culture entails the lig-

% Other examples of this kind of approach include: WILSON
Jean: Painting in Bruges at the Close of the Middle Ages: Studies il;
Society and Visual Culture. Philadelphia 1998; KROMM, Jane:
The Art of Frenzy: Public Madness in the Visual Culture of Euro-
pe. New York 2002; ERICKSON, Peter — HULSE, Clark (ed.):
Early Modern Visual Culture: Representation, Race, Empire in Re-
naissance England. Philadelphia 2000.

7 “Visual Culture Questionnaire’. In: October, 7
. In: , 77, 1996, pp.
25-70. o
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uidation of art as we have known it. There is no way
within such a discourse for art to sustain a separate
existence. ..’ Such a possibility was fraught with dif-
ficulties inasmuch as it threatened to erase the ‘criti-
cal moment of aesthetic experience’ produced by con-
temporary artists. Thomas Crow responded by means
of a snobbish analogy with the ‘mass-market bookstore
and going to ‘what typically passes for a philosophy
section. While there might be the odd paperback of
Plato’s dialogues on the shelf, the bulk of the s;ction
will be occupied by books on New Age healing...
mystical prophecy and past-lives experienc?.s.’” In other
words, it was either dismissed as being mtell.ectu.all.y
insubstantial or ‘contained’ by emphasizing its simi-
larity to earlier practices within art history. o
I do not wish to engage in a detailed historical
analysis, but clearly visual studies is not merelyra rep-
etition of the work of art historians such as Riegl or
Warburg. While Riegl deliberately avoided the tra-
ditional privileging of fine art, his basic frame of r_ef—
erence was the museum. His attention to the applied
arts, for example, was motivated less by an attempt
to challenge existing art historical hif:rarchles than
by the fact that he was curator of textiles at the mu-
seumn of textiles in Vienna. Likewise, although War-
burg showed interest in a variety of forms of popular
cultural expression, from tarot cards (tarocchi) to
stamps, popular prints and photographs, he saw the
popular mass as a vehicle of cultural regression —
a widespread topos amongst cOnservative cultural
commentators of the time — and saw the task of en-
lightenment as lying in the hands of indz’w'cf’zmls.” .
Such issues aside, I would like to suggest that vis-
ual studies will not replace art history because while

2 MORSS, Buck: In: ibidem, p. 29.
» CROW, Thomas: In: ibidem, p. 34.

3 An illuminating outline of Warburg’s relation to cultural po-
litics can be found in SCHOELL-GLASS, ChaFlotte: Aby War-
burg und der Antisemitismus. Frankfurt am Main 1998.

31 BREDEKAMP, Horst: ‘A Neglected Tradition? Art History as
Bildwissenschaft’. In: Critical Inquiry, 29, 2003, pp- 418-28.

32 See, for example: CLARK, Timothy. J.: Image of the People.
Gustave Courbet and the 1848 Revolution. London 1973 and
CLARK, Timothy J.: Painting of Modern Life. Paris in the Art of
Manet and bis Followers. London 1985,
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there are clear points of intersection, it has a differeqt
object domain and range of concerns. A recent arti-
cle by Horst Bredekamp will serve as a useful start-
ing point, for Bredekamp has both'argued Fh'fxt art
history, when practiced at its most rigorous, s indis-
tinguishable from visual studies or ledwmen.;c/mﬁ,
and also bemoaned the fact that key figures in the
emergence of the field such as Barbara Stafford, jarpes
Elkins or W. J. T. Mitchell have not been recogmsgd
as art historians.? An important question to ask is
why they should be seen as art historians when so much
of the impetus of their work has been to explore oth-
er disciplinary frameworks. Nevertheless, Bredekan}p
does point towards a basic issue, namely the fact vis-
ual studies has come increasingly to be equated Wl.th
the analysis of images. On the one hand, visual studies
has developed and deepened a tendency already ap-
parent in the radical art history of the 1970s and
1980s, in which the focus on paintings was supple-
mented by attention to other kinds of imagery. Thus
T. J. Clark’s studies of French nineteenth-century art
set the production of artists such as Courbet or Man-
et within the wider economy of popular imagery of
the time.”

In a similar fashion Elkins, for example, has ex-
amined the possibilities of histories of non-art imgge—
ry, while Stafford has explored the various fu.ncr.xo'ns
of medical and scientific imagery in the emerging dis-
cursive formations of the Enlightenment.” A similar
approach is adopted by the French 'wr.it.er Jacques
Aumont who, in L'Image, refuses to prioritise any Spe-
cific class of images, attending equally to paiqtmgs,
drawings, diagrams, cinematic and photographic rep-
resentations.” Aumont draws heavily on methodo-

% Srafford has been the author of several key works including:
STAFFORD, Barbara: Body Criticism. Imaging the Unseen tn
Enlightenment Art and Medicine. Cambridge (MA) 1993 ax.1d
STAFFORD, Barbara: Artful Science. Enlightenment Entertain-
ment and the Eclipse of Visual Education. Cambridge (MA) 1994.
Likewise Elkins, who has authored ELKINS, jamgs: The Do-
main of Images. Ithaca 1999 and ELKINS, James: Visual Cultu-
re: A Skeptical Introduction. London — New York 2.004; MIT-
CHELL, W. J. T.: leonology. Image, Text, 1deology. Chicago 1986;
MITCHELL, W. J. T.: Picture Theory. London 1‘995 and .MIT—
CHELL, W. J. T.: The Last Dinosaur. The Life and Times of
& Cultural Icon. Chicago 1998.

3 AUMONT, Jacques: L'Image. Paris 2000.

logical concepts from photography and film theory,
such as the theory of the dispositif or apparatus, spec-
tatorship, representation, technology and subjectivi-
ty, and this reliance undoubtedly underlies this ten-
dency for visual studies to focus largely on images
and, specifically, photographic and mass media im-
ages.®
As examples of writing on visual culture, they are
both valuable and rigorous works. However, it is
equally evident that the attention to images is one of
the principal internal reasons why visual studies and
the notion of visual culture, thus conceived, will not
displace the history of art. For the latter has never
been concerned exclusively with images alone. The
history of renaissance and post-renaissance western
art includes sculpture and architecture, while the
medieval art historian, for example, is as likely to be
concerned with a vast array of material artifacts as
with images. And this is also the case with the study
of many non-Western artistic cultures such as Islam
and China. Moreover while, in the anglophone world,
art history tends to be separated off from the history
of architecture, design and material culture, this is
not the case elsewhere. I leave aside the problematic
status of Chinese art history, for example, as a West-
ern construct — it undoubtedly is — for doubts about
the cross-cultural applicability of the term ‘art’ are
not in dispute. What is being interrogated here, how-
ever, is the notion that a theory of images in the wid-
est sense can or should supplant art history, for on
these terms it does not. Understood as being about
images, ‘visual studies’ stands in addition to, rather
than in the place of art history. There is, of course, an
argument for the relation between visual studies and
the imagistic culture of late modernity; this is cer-
tainly how writers such as Mirzoeff conceive of visual
culture. Thus even architectural practice is shaped by
its relation to the visual image, and the signature
buildings of contemporary architecture are designed
to be looked at as pictures as much as they are de-
signed according to ‘architectural’ criteria. However
this simply highlights again the status of visual stud-

%% This is evident in many other texts, especially introductory
texts and anthologies. See, for example: HALL, Stuart and
EVANS, Jessica (ed.): The Visual Cultural Reader. London 1999;
CARTWRIGHT, Melissa — STURKEN, Marita: Practices of
Looking. An Introduction to Visual Culture. Oxford 2003.

ies as being about something other than art history. It
points towards the inadequacy of art history as a dis-
course of the present, but debates within the disci-
pline had already pointed toward the need for a radical
revision to the discipline. At the same time, visual
studies as the study of images fails to present to the
stereotypical and caricatured art historian — so often
targeted by the proponents of visual studies — any
pressing reason why they should cease labouring un-
der outmoded humanistic ‘delusions,” much less give
up art history altogether for the new field of study.
A recurrent problem within visual studies, there-
fore, is the restrictive self-definition as being prima-
rily concerned with images and visual representations.
The entire domain of material artifacts appears to have
disappeared from view. Indeed, the old humanistic
divide between art and design history, which has been
institutionalised, in anglophone territories at least,
both in university departments and in professional
associations, has, far from being challenged by the
rise of visual studies, simply been reconfigured. The
Kantian divide between fine art and craft has been
replaced by the equally exclusive duality of visual and
material culture. The rise of visual studies has thus
been accompanied by an equal proliferation of texts
on material cultures.’® Indeed, in one important re-
spect visual studies has come to mimic art history,
for the attention to images can be seen as the contin-
uation of the traditional hegemony of painting within
art historical writing from Vasari onwards. While
Vasari’s ideas of artistic progress have long been dis-
missed, a lasting legacy of his work has been a privi-
leging of painting. Thus in the twentieth century
debates over the meaning of the avant-garde centered
on painting as the privileged vehicle of its history,
while museum practice continues to privilege paint-
ing; the blockbuster exhibitions of the past twenty
years have tended to focus on artists working either
entirely or mostly as painters, such as Titian, Ver-
meer, Monet, El Greco or Matisse. The rise of visual
culture as the study of images fits easily within this
paradigm.

3¢ See for example: LUBAR, Steven (ed.): History from Things:
Essays on Material Culture, Washington 1995; DANT, Tim:
Material Culture in the Social World: Values, Activities, Lifestyles.
Milton Keynes 1999; ATTFIELD, Judy: Wild Things: The
Material Culture of Everyday Life. Oxford 2000.
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A further issue is raised when one considers the
domain of visual culture. As I have indicated, one of
the motives behind the establishment of visual stud-
ies has been the aim of defining the field in terms of
its problems and methods, rather than by reference toa
particular set of objects. In many respects this is a
return to a solution first put forward by Max Weber
in response to a similar debate about the identity of
the social sciences. In his celebrated essay of 1904 on
‘Objectivity in Social Science and Politics,’ Max We-
ber attempted this through a radicalisation of the
question of methodology.”” In place of attempts to
distinguish between the social and the natural sci-
ences by reference to their different objects Weber fo-
cused on their distinct procedures. For Weber the
characteristic method of the social sciences was to
identify historical and social regularities, in order to
form generalised historical concepts — ideal types, such
as feudalism, capitalism, protestantism — and then to
place these ideal types in a dialectical relation to spe-
cific historical manifestations. Like the natural sci-
ences, the social sciences identified historical ‘laws’
but these were subject to modification in the light of
specific cases.

Weber's aim was to argue for the scientific objec-
tivity of sociology, and this was achieved at the cost
of their ability to interrogate the constitution of their
object. It has long been recognised that this is bef.et
by numerous difficulties; the analysis of any socio-
cultural phenomenon is inseparable from the ques-
tion of its definition, its meaning, and whether it even
exists. Indeed, even Weber’s willingness to define
culture — as a semantic nexus or structure of belief —
belies the attempt to reduce social science to a meth-
odology alone. Arguably, similar weaknesses undes-
lie the attempt to constitute visual studies in such
terms, and it is again worth contrasting it with art
history. The latter developed on the premise of there
being a particular domain of objects — artworks — that

7 WEBER, Max: ‘Die “Objekrivitit” sozialwissenschaftlicher
und sozialpolitischer Erkenntnis’. In: WEBER, Max: Gesam-
melte Aufscitze zur Wissenschafislebre. Tibingen 1988, pp. 146-
214.

38 See, for example: SCHMARSOW, August: Grundbegriffe der

Kunstwissenschaf?. Leipzig 1905; TIETZE, Hans: Die Methode
de Kunstgeschichte. Leipzig 1913; Wolfflin, Heinrich: Kunstges-
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had a semi-autonomous historical development and
logic, and which merited a specialised set of analyti-
cal discourses. The emergence of art history as a mod-
ern university discipline in the late nineteenth centu-
ry was accompanied by an intense debate over art
historical methodology. Many of the key figures from
that period known as much for their attempts to es-
tablish methodological principles as they are for the
actual historical researches.?®

One may criticise the concern by such authors to
mark out the boundaries between art history and other
disciplines. However, the attempt to define visual
studies in opposition to such a notion is hardly a so-
Jution, and ends up being self-defeating. It raises the
question as to why ‘visual studies’ should itself exist
when the issues it addresses — the intersection of pow-
er, culture and representation — inhabit the enzzre ter-
ritory of culture? In this respect it is important to
note that while cultural studies in Britain emerged
out of debates over value and politics in the field of
Literature it very quickly incorporated visual practices
into its domain. Stuart Hall’s first book, The Popular
Apts, published in 1964, was concerned largely with
celevision and cinema, their institutions and audi-
ences, in keeping with Hall’s emphasis on these two
as being the principal media of contemporary mass
culture.?® And while this might be taken to have
been an antecedent of contemporary visual studies,
Hall was careful not to privilege the visual. Neither
did he privilege the popular in any specific sense.
As he states:

“ . when we look at the new media — especially those
where the fragmentation between the serious and the popu-
lar is not yet complete (like the cinema) — we are showing
a proper concern not only for the moments of proper quality
in the popular arts but for the condition and qualiry of
imaginative work of any level, and thus for the quality of
the culture as a whole.”*

chichtliche Grundbegriffe. Munich 1915; TIETZE, Hans — HE-
DICKE, Robert: Methodenlebre der Kunstgeschichte: ein Handbuch
fiir Studierende, Strassburg 1924.

3 HALL, Stuart — WHANNEL, Paddy: The Popular Arts. Lon-
don 1964.

40 Ibidem, p. 85.

When measured against such a set of concerns,
visual studies represents an arbitrary segmentation
of the cultural field. Moreover, while Cultural Stud-
ies also defined itself in reference to its methods and
concerns, it has failed in this goal. From the earliest
works, such as Raymond Williams’ The Long Revolu-
tion onwards, a central preoccupation of cultural stud-
ies has been to refine the basic Marxist model of soci-
ety, in particular, revising the base / structure meta-
phor in light of the impact of Gramsci, Althusser,
structuralism, feminism, and post-structuralist theo-
retical positions. At stake was always the model of
society and culture and the relation between the two.!
The radicalism of visual studies has been seen by some
as lying precisely in the fact that it is a field withont
a restricted object domain, but ultimately this is con-
ceptually incoherent and indeed simply false. Visual
studies does indeed operate with an object domain,
namely, the image. This is not only unacknowledged,
it also contradicts the aim of a discipline purportedly
defined by its guestions rather than its objects. This is
in any case an impossible project; only when a certain
object domain has been identified is it possible to
determine the relevant kinds of questions to pose.

Visual Culture vs. Art History:
Institutional Questions

There are therefore important reasons why visual
studies has not replaced art history. These have been
to do primarily with the fact that while it intersects
with the latter, it has a different trajectory and is ul-
timately concerned with a different set of objects.
Moreover, it is also beset with certain internal incon-
sistencies and contradictions which both point out its
difference from art history and also indicate weakness-
es that might impact upon its long-term viability. It
is also valuable, however, to consider visual studies
from an exzrinsic point of view, in other words, to con-

4 For a brief sketch of cultural studies see FROW, John: Cultn-
ral Studies and Cultural Value. Oxford 1995.

42 See BOURDIEU, Pierve: Esquisse d'une Theorie de la Pratique. Paris
2000 and Rafsons Pratiques: Sur la Théorie de I'Action. Paris 1996.

# See, for example BOURDIEU, Pierre: Les Régles de I'Art. Paris
1998.

sider the institutional context within which it has aris-
en. This is an important issue because increasingly in
Britain and the United States, university departments
of art history are being replaced with departments of
visual studies, communication studies or cultural stud-
ies. The question therefore is how far this process will
continue.

In trying to answer this I follow the work of Pierre
Bourdieu who has stressed the extent to which aca-
demic discourses are located within a social field con-
stituted both by institutional structures and by a quest
for over mastery of cultural and intellectual capital.
This field is an arena of struggle, in which the partic-
ipants compete for possession of status and cultural
and symbolic capital.® Moreover, the struggle for
cultural capital within the field is linked to wider so-
cial struggles for capital — both economic and cultur-
al — and power. Much of Bourdieu's work on art has
focused on the shift during the nineteenth century
when the field of art developed its own logic — in
other words, became autonomous — and achieved the
extraordinary feat of fnverting the hierarchy of values
operative in the broader society.” The cultural capital
attached to artistic practices increased in proportion to
the decrease in the size of the audience. From this in-
version have resulted the endless debates about the
meaning of modernism and the avant-garde and their
relation to the broader mass culture of modernity.

A key aspect of Bourdieu’s writing is the way #he-
oretical discourses on art have participated in this shift.
For example, the inversion of the economic order was
given philosophical legitimacy through the doctrine
of the pure aesthetic gaze from Kant onwards, and
was also concretized in institutional structures such
as that of the museum.* Yer such discourses, indeed
academic discourses in general, are still located in
a field of sometimes ferocious struggles and competi-
tions for control within structures of domination.®
This might appear to raise interesting questions about

4 See BOURDIEU, Pierre — DARBEL, Alain: L'Amour de P Art:
Les Musées d'Art Européens et Lenr Public. Paris 1966 and BOU-
RDIEU, Pietre: La Distinction : Critique Sociale du Jugement.
Paris 1979.

% This has been recently explored by Bourdieu in relation to his
own field of sociology in BOURDIEU, Pierre: Science de la
Science e Réflexivité. Paris 2001.
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personal psychological motivations, but Bourdieu's
interest is in the social logic of the field as a whole,
and in the way individual practices are compelled to
occupy one of the given positions within it.

Bourdieu is useful in considering my initial ques-
rion because one can view the debate between visual
studies and art history, as a specific struggle within
the field of academic discourse. Moreover, as Bourdieu
argues more generally, such differences are not sim-
ply part of the internal struggles of an autonomous
field, but rather are linked in important ways to €x-
crinsic interests. [ would like to suggest that it is be-
cause of this connection to broader questions of so-
cial and institutional power that art history will not
be entirely displaced by visual studies, even if it might
become transformed. Much research has examined
the way in which art history in Germany, Austria
and France was linked to questions of national iden-
tity. Indeed, the emergence of the discipline has been
seen as an integral part of the process of state forma-
tion.® Arguably this process is still continuing. In
India, for example, art historical discourse is frequently
tied to questions of ‘Indianness’ and the possibility of
constructing an Indian narrative of art history.” In
many of the former communist states of Central and
Eastern Europe, art historical inquiry has enjoyed
a renewed impetus as part of the process of nation build-
ing, evident, for example, in the attempts to recon-
struct national histories and canons of art.*® In Britain
and the United States the dynamics of art history were
different, and this difference also explains, perhaps, why
visual studies was generated there. In order to explore

chis issue in a lictle more depth, I shall take as my ex-
ample the formation of the discipline in Britain.

It is often claimed that before the arrival of Ger-
man and Austrian émigrés in Britain in the 1930s art
history did not exist. This is a partial account. There
had already been a long tradition of critical and his-
torical writing on the arts. Furthermore, there already

4 See, for example WYSS, Beat: Trauer der Vollendung. Zur Ge-
burt der Kulturkritik, Cologne 1997 and THERRIEN, Lynne:
L’Histoire de I'Art en France. Paris 1998.

47 See, for example: TOMORY, Edith: A History of Fine Arts in
India and the West. Mumbai 1982.

4 See, for example: KODRES, Krista: Lizhike Eesti Kunsti Ajaln-
gu (A Short History of Estontan Ar?). Tallinn 2001, which is the
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existed professorships of art history in Edinburgh,
Oxford and Cambridge; while there were no depart-
ments of art history it was possible in Edinburgh, for
example, for students of history to devote a consider-
able portion of their time on courses devoted to the
history of a#t. Compared to the formidable art histor-
ical apparatus in Germany and Austria this was mod-
est, but it was nevertheless something. What did occur
in the 1930s, however, was a shift of intellectual par-
adigm towards the humanist and philosophical con-
cerns of German-language scholarship.

Because of the modesty of the university appara-
tus, art historical discourse took place elsewhere; pri-
marily it was located in galleries and museums, dis-
seminated through exhibitionary practice, non-aca-
demic journals, public lectures, and was dominated
by curators, private collectors, free-lance critics, art-
ists and designers. In other words, what the 1930s
prompted was a professionalisation of the discipline;
until then the history of art primarily functioned as
an adjunce to the training of artists, or as a tool for
the dissemination of good taste, or as a means of se-
curing the market value of private collections. For
example, the establishment of the Kensington Mu-
seum in 1857, now the Victoria and Albert, was for
the express purpose of providing models of good art
and design for contemporary practitioners.

Within this process of professionalisation one can
clearly discern tensions, as the field of art historical
discourse became structured around competing class
interests. The Burlington magazine offers an insightful
case study. When first published in 1903 its aim was,
in part, to enable the bourgeois art critic to lay claim
to connoisseurial authority. As Helen Rees Leahy has
pointed out, between 1903 and 1911 the Burlington
led a ferocious series of attacks on the National Gal-
lery and in particular on the competence of its board
of trustees, dominated at the time by the wealthy
upper classes.” The thrust of its criticisms was

forerunner of a much larger 6-volume history of art in Estonia
edited by Kodres.

49 REES LEAHY, Helen: “For Connoisseurs.” In: The Burlington
Magazine, 1903-11; MANSFIELD, Elizabeth (ed.): Art Histo-
ry and its Institutions. Formation of a Discipline. London 2002,
pp. 231-245. On the formation of the National Gallery in
London see TAYLOR, Brandon: Ar? for the Nation: Exhibitions
and the London public 1747 — 2001. Manchester 1999.

a contestation of the assumption that private owner-
ship guaranteed competence to direct and manage
an institution such as the National Gallery. In the
wake of Giovanni Morelli’'s attempts, in the late nine-
teenth century, to establish connoisseurship as
a scientific enterprise, what was at stake was the at-
tempt to transform taste into a matter of profession-
al middle-class expertise, and to wrest control over
‘good taste’ away from the traditional patrons of art.
Indeed, one particularly pungent criticism was made
of the fact that in 1904 one of the candidates for the
post of the head of the Walker Art Gallery in Liver-
pool was rejected because they were a specialist art
critic. As the editorial of that year states: “There is no
civilized country, at any rate in Europe, where 2 man
who knows or thinks too much or who has any high-
er standard than the man-in-the-street, is so general-
ly suspected and overlooked. This is one reason why
literary and artistic criticism in this country has for
th.e most part degenerated into shallow and undis-
criminating adulation ..."”°
. Although the connoisseurial interest in taste was
increasingly displaced by the humanistic scholarly
concerns of German émigrés, the investment in art
history as a means for the accumulation of cultural
and social capital has persisted. Quite remarkably,
compared with the state of affairs elsewhere in Eu-
rope, art history in Britain remained for a long time
interlinked with social class; this was inevitably linked
to the institutional history of the subject. The Cour-
tauld Institute was the dominant institution until the
late 1960s, and it is important to note the circum-
stances of its foundation. Provided for by the bene-
faction of Samuel Courtauld, a wealthy businessman-
turned-art collector, and supported by the initiative
of Viscount Lee of Fareham and Sir Robert Witt
a successful lawyer and art collector, the Courtaulci
could not help but perpetuate the link between art
historical scholarship and possession of economic and
cultural capital. As Sir Robert Witt noted, in an arti-
cle on the Courtauld shortly after its opening, ‘the
opportunity of associating his name with many much

5 Editorial: ‘No Critic Need Apply’. In: The Burlington Magazi-
ne, V, 1904, p. 335.

3! Sir WITT, Robert: ‘The Courtauld Insticute’. In: The Burlin-
gton Magazine, LXI, 1932, p. 231.

needed development such as the Library of Books, an
additional Lecture Fund and Travelling Resea,rch
Scholarships is open to any wealthy lover of the arts.”!
Indeed, the primary aim of Courtauld, Lee and Witt
was ‘to provide a training for the professionals who
intended to enter the various branches of the art busi-
ness. They were anxious that it should be academic
in the sense of being high-powered, but what they
understood by history had little in common with the
concerns of a university history department beyond
an interest in chronology.”” This close relation be-
tween the interests of private collectors and the Cour-
tauld continued into the 1960s; while the period dur-
ing which Sir Anthony Blunt was the director, from
1947 to 1972, is often held to be a time when the
Institute broke out of the narrow concerns of the con-
noisseur in order to engage with the apparatus of
humanistic art historical scholarship as practiced else-
where, one need only recall that Blunt was also sur-
veyor of the Queen’s pictures, undoubtedly the most
prestigious private collection of all. Thus, while the
formation of the institutions of the history of art in
the nineteenth century was often linked to the proc-
ess of formation of the modern political state, in Brit-
ain it remained, to a remarkable degree, linked to the
concerns and interests of private benefactors and col-
lectors.
. This situation was only fundamentally challenged
in the later 1960s when there was an expansion both
in the number of universities in Britain generally, and
an expansion in the number of institutions teaching
art history. New universities, such as Sussex, Essex,
Warwick or East Anglia, were the result of govern-
ment initiative, and self-consciously distanced them-
selves from the culture of the older university institu-
tions. Indeed, it is possible to argue that the rise of
Fhe so-called New Art History in the early 1970s —
i.e. with its concerns for the social, political and ideo-
logical meanings of art — was directly linked to insti-
tutional shifts in the landscape of higher education in
Britain in the 1960s and 1970s. The New Art Histo-
ry was associated precisely with those institutions,

2 KIDSON, Peter: ‘A Short History of the Courtauld Institu-

te’. In: heep://www.courtauld.ac.uk/history. html
e ry.heml, consulted
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such as the University of Leeds, Middlesex Polytech-
nic (now University), the polytechnic of Central Lon-
don (now Westminster University) or the Universi-
ties of Essex or Sussex, which had least in common
with the haute bourgeois centres of traditional art his-
corical research. Leeds was admittedly the oldest in-
stitution, having been founded as a civic university
in 1904. However, the industrial context of the city
of Leeds ensured that the association between art his-
tory and polite bourgeois culture remained weak. In-
deed, Leeds explicitly dissociated itself from the ex-
isting class structure of the discipline by establishing
a degree in the social history of art in the1970s. While
best known on account of the work of T. J. Clark,
Griselda Pollock and Fred Orton, there was a connec-
tion in Leeds with radical art history even earlier when
Arnold Hauser was employed by the university in the
1930s. This pattern recurred elsewhere. Although Fre-
derick Antal was briefly employed by Sir Anthony
Blunt in the Courtauld Institute in the 1940s, another
radical art historian of the same generation, Francis
Klingender, was eventually appointed to the depart-
ment of sociology in the University of Hull, another
city with a nineteenth-century industrial heritage dis-
tant from the metropolitan middle classes.”

This institutional expansion in the 1960s had other
consequences too. The loss of institutional hegemo-
ny of the Courrauld Institute was accompanied by
a shift in values and focus; the Renaissance, which
had long been the preserve of connoisseurs and cura-
tors, ceased to be the centre of art historical atten-
tion. This even occurred at the Courtauld. Most no-
table in this regard is the appointment of David
Solkin, a Canadian Marxist art historian who briefly
became the centre of controversy as curator of a highly
politicised exhibition of the Welsh landscape painter
Richard Wilson at the Tate in 1982, and who is now
firmly ensconced as a professor in the Institute.

This story might suggest that art history in Brit-
ain had managed, by the 1970s, to throw off linger-

53 Klingender was author of KLINGENDER, Francis: Marxism
and Modern Art. London 1942, KLINGENDER, Francis: Art
and the Industrial Revolution. London 1947 and KLINGEN-
DER, Francis: Goya 7 the Democratic Tradition. London 1948.

54 SOLKIN, David: Richard Wilson. The Landscape of Reaction.
London 1982.
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ing associations with connoisseurship, private collect-
ing and the class distinctions of cultivated bourgeoss
taste, and had begun, instead, to address themes of
social and political relevance. However, Marxist crit-
ics of the 1960s and 1970s had objected to the un-
questioning subscription of art historical scholarship
to notions of aesthetic value, and by the mid-1990s
it was argued that the new radical art history had
merely added a more theoretically sophisticated spin
on the same theme. The connoisseurial gaze of the
bourgeois scholar reappeared merely in the guise of
a celebration of jouissance, semiotic play or carnal pleas-
ure. This became the object of sharp criticism in an
article by John Roberts and Dave Beech published in
1996 in New Left Review, which called for renewed
attention to the virtues of philistinism, and which then
prompted a series of responses, resulting in the so-
called ‘Philistine Controversy.’”

It was partly in opposition to the way that radical
art history, for all its methodological sophistication,
still unquestioningly held to ‘art’ as a value, that many
curned to visual studies as an alternative paradigm.
On the whole this shift was initiated in those institu-
tions that had the least investment in the cultural
capital of art history. Thus the former polytechnics,
such as the University of East London, the University
of Northumbria, the University of Kingston, and the
University of Brighton have pioneered programmes
in Visual Studies which are driven by the political
concerns of cultural studies — i.e. the refraction of race,
gender and class identities through cultural represen-
tations — coupled with a critical scepticism regarding
art as the privileged object of investigation.

At the same time that a series of new initiatives
have been set up, art history has been undergoing
a period of retrenchment. Already in the 1980s the
department of art history in the University of Stir-
ling — was closed down. A similar fate awaits art his-
tory in the universities of Aberdeen, Keele, de Mont-
fort, Liverpool John Moores and no doubt others will

5 ROBERTS, John — BEECH, Dave (ed.): The Philistine Contro-
versy. London 2002, The original essay, ‘Spectres of the Aesthe-
tic’ was published in New Left Review, No. 218 and was re-
published in the anthology pp. 13-47.

follow. At the University of East Anglia the depart-
ment has reinvented itself as a department of world
art, while at Middlesex, although a degree in the his-
tory of art and architecture exists, there is no depart-
ment as such, and the degree has a heavy orientation
towards visual culture, media and cultural scudies.

Some might refer to this as a period of crisis. This

is undoubtedly an overstatement. Rather, a general
pattern appears to be that the teaching of art history
is returning to the older universities in Britain that
were always most closely linked to the social and cul-
tural aspirations of the British bourgeoisie. Within
the last ten years the only university that has seen an
expansion in the teaching of art history has been the
University of Oxford, undoubtedly the most venera-
ble and prestigious of all British universities. This
means that having engaged with a more inclusive
cultural politics, there is a danger that art history
might be reverting to a more exclusive social domain.
This is hardly surprising, for whatever the challenges
brought to the discipline by visual studies, there is
a wider institutional network — of private galleries,
museums, auction houses, art dealers — that will re-
main unaffected by such debates, and which will con-
tinue to provide a demand for art historical research
of a rather traditional kind. In this respect it is nota-
ble that one of the more significant providers of art
historical education in London is the auction house
Christie’s, which runs both its own education depart-
ment and also collaborates with the Royal College of
Art and the Victoria and Albert Museum in the pro-
vision of degree programmes.

One can therefore conclude from this that in Brit-
ain, at least, visual studies will come to displace art
history in those universities that have the weakest
links to the major centres of institutional power in
the field of art. In other universities with close con-
nections to the wider field of the art world, this is
uf}likely to happen; the greatest danger is that art
history might finally confirm Sir Samuel Courtauld’s
vision of an academic discourse that is primarily a kind
of service industry to the art industry. This is un-
doubtedly the most negative possible impact of visu-
al studies, and it is still too early to predict whether

this might occur. Quite how this situation will devel-
op elsewhere remains an open question. However,
the enormous cultural capital invested in art in states
such as Italy, Spain or France suggests a similar out-
come to Britain. Where national and culrural identi-
ty is tied so closely to a specific artistic legacy, it is
difficult to envisage a situation where increasingly
transnational popular media will entirely overcome
the attachment to art and its history. However, as in
Britain, it is zot so difficult to see art history becom-
ing reduced to the status of adjunct to the concerns
of the museums and the curators.

Conclusion

On the basis of the foregoing analysis it might
appear that while visual studies has raised some im-
portant questions for the practice of art history, and
indeed, may well force a reshaping of discourses on
art, it has failed in its more ambitious goal of sup-
planting the it. This need not be viewed as negative-
ly as some might presume, however. There is an im-
portant lesson to be drawn from the fate of cultural
studies. Originally established as a series of polemics
against the political and cultural values underpinning
English and the traditional humanities, cultural stud-
ies has itself become congealed into various institu-
tional forms. Its critical dynamism has been largely
lost in the process of becoming an accepted field of
academic discourse. In this light, perhaps the way to
approach visual studies is not to regard it as a field of
study at all, but as a series of strategic interventions
within existing disciplines. In other words, in the place
of laying claim to the status of a new master discourse,
it should be seen as a disturbance of existing discipli-
nary limitations, in which various conceptual and dis-
cursive configurations are mobilised in response to
specific historical and contemporary cases. This does,
of course, posit visual studies as parasitic on other
fields of study, but then this foregrounds its found-
ing logic, as mor art history, nor cultural studies, nos
the history of film or photography, and so on. It also
releases it from the ossification that always has threat-
ened to overtake established disciplines.
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Vizualna kultira — koniec dejepisu umenia?

Resumé

Prispevok sa venuje vyznamu nového pola béda-
nia, oznaovaného terminom ,vizudlna kultdra“, pre
pokralovanie doterajSej praxe umeleckohistorického
badania. Podla autora tzv. vizualne $tadie sice pred-
stavuji vaznu a ndront vyzva voli tradi¢énym deji-
ném umenia, sotva sa im viak podarf tradi¢nd dis-
ciplinu celkom nahradit.

Prva cast lanku rekapituluje pdvod spominane;
vyskumnej orientacie, prifom postupuje po viacerych
linidch. Pripomina p6vod terminu ,vizudlna kulta-
ra“ (Alpers) ako aj pribuznych teminov (napr. ,vi-
sudlna ekonémia“ — Baxandall). Pri sledovani dal-
Sieho osudu tejto paradigmy pripomina jej vyznam,
ktory vidi v dekontrukecii kartezidnskeho subjektu
a jeho nahradeni nestabilnej$im a menej ststrede-
nym pojmom, zameranym na Mnozstvo rbznorodych
praktik od umeleckych diel a? po vedecké experi-
menty (Crary).

Dal¥{ kontext problematiky vizudlnej kulttry vy-
tvarali od sedemdesiatych rokov diskusie o vyzname
modernizmu, pri krorych dodlo k prehodnoteniu
dovtedy prevlddajiceho formalistického a elitdrskeho
stanoviska, reprezentovaného Clementom Greenber-
gom. Vyznamni dlohu zohral ¢asopis Oktdber. Hoci
jeho editorka Rosalind Krauss bola Ziatkou formalis-
ticky orientovaného Michaela Frieda, Casopis vyuzila
na spustenie ostrého ttoku proti formalistickému chd-
paniu moderného umenia. Dovtedy prehliadanym
politickym a socidlnym vyznamom moderného ume-
nia sa zalala venovat ststredenej$ia pozornost.

V dbsledku tohto procesu sa zmenilo chdpanie
miesta umenia v kultdre dvadsiateho storocia: John
Walker pri svojom $tdiu vztahu umenia k masovym
médiam rozvinul niektoré myslienky Waltera Benja-
mina. Pojem vizudlnej kultdry zalal u niektorych

autorov nahrddzat pojem umenia. Najzndmej$im vy-
jadrenim tohto stanoviska je Mirzoeffov Uvod do vi-
zudlnej kulttry, krory zdrazfiuje, Ze v epoche globa-
lizovanych médif a instittcii masovej distribtcie ob-
razov umeniu ostalo len nepatrné miesto v celkovej
ekonémii vizudlnych reprezentécif.
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Viacero problémov priniesol aj vztah k mimoeu-
répskym kultaram. V désledku ich 3ridia sa zalala
namiesto velkého eurocentrického rozpravania o de-
jindch umenia, podozrivého zo skrytej podpory post-
kolonidlnych praktik, uplatiiovat mnohost réznych
histéril. To vyprovokovalo rdzne reakcie — niekrorf
autori sa utiahli do lokélnych dejin, ingm — radikél-
nej¥im — sa zalala javit problematickou samotné pa-
radigma dejepisu umenia. Irit Rogoff pochopila vi-
zualnu kulttru ako prileZitost na vytvorenie trans-
disciplindrneho vjskumného pola, ktoré pontika pri-
leitost pozriet sa na najpél¢ivejiie problémy sicasnej
kultiiry z iného zorného uhla. Tym nadviazala na tra-
diciu kulttrnych $tadif, tematizujicich problémy ra-
sovej, pohlavnej a triednej identity prostrednictvom
$ttdia ich reprezentécif. Nie nihodou sa tak udialo
prave v ¢ase, ked britskd kultiru zasiahla masovd
imigracia, ked sa hladali nové vztahy medzi pohla-
viami a tradi¢né triedne hierarchie sa zaali rozpadat.

Vizudlna kultira je teda nejednotnou disciplinou
mnohorakého pbvodu. Niekedy sa vyuZiva na nova
interpretdciu zndmeho materidlu z tradi¢nej sféry vy-
sokého umenia (Bryson, Holly, Moxey), inokedy zasa
pokrjva najrozli¢nejsie kultirne praktiky, aby vyge-
nerovala sdbor teoretickych problémov (Rogoff). Tra-
di¢ni historici umenia sa v$ak citili ohrozeni jej ndstu-
pom. Poukazovali na pribuznost medzi vizudlnou kul-
tirou a star¥imi metédami zakladatelov dejepisu ume-
nia, to viak plati len ¢iasto¢ne. Riegl napriklad naozaj
zrudil tradi¢né privilegovanie vysokého umenia, aviak
ostal pevne zakoreneny v indtiuciondlnej praxi muzea.
Warburg sa sice zaujimal o masovii kultdru, nezbavil
sa viak konzervativneho kli$é o jej ipadkovosti.

Mnohi predstavitelia sti¢asnej vedy o obrazoch sa
presadili mimo histérie umenia (Mitchell, Stafford,
Elkins). Vizudlna kultira sa v8ak Casto chdpe prdve
ako ¥tadium obrazov, pri¢om sa vyuZivaji met6dy
inych disciplin (napr. tedria fotografie a filmu u Au-
monta) a odmieta sa priorizovat urditd trieda obra-
zov na tkor druhych.

Slovensky preklad Ivan Gerdt
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Spomienka na Gizelu Weyde (6. 8. 1894 — ca. 1974)

Ingrid CIULISOVA

. V minulom roku by osl4vila svoje jubileum histo-
ricka umenia a vytvarnitka Gizela Weyde (6. 8. 1894
— ca. 1974). Gizela Weyde je prakticky zabudnutou
osgbnost’ou slovenského dejepisu umenia.' A to i na-
pr/lek tomu, Ze je jednou z jeho najvyraznejsich po-
stav. Je tomu tak najmi preto, %e préve ¥ivot a prica
G. Weyde je v naSom kontexte priam &itankovym
prikladom toho, ako historicky a politicky asopriestor
zdsadnym sposobom urtuje kazdodenny chod udské-
ho Zivota.

. 'Gizela Weyde sa narodila v 6. augusta 1894 v Ko-
Siciach, v rodine profesora strojnicke; priemyslovej
Skoly Franza Weydeho a Ginevry Perolini, pdvodom
Talianky z francdzskeho Svajdiarska. Studovala na
redlke v Budapesti a v rokoch 1917 — 1919 pokrado-
vala v Stadidch najskér na umeleckej akadémii v Bu-
dapesti (Prof. Krenner, Bosznay, Nogrady, seminare
u K. Lyku a A. Heklera), neskér na univerzite v Mni-
chove (Prof. Wollers, Frankl). V zime roku 1920 pre-
stipila Weyde na Filozofickd fakultu Viedenskej uni-
verzity, kde v rokoch 1920 — 1922 $tudovala $tyri
semestre. Dfia 22. novembra 1921 absolvovala rigo-
réz/nymi skiSkami a 5. 12. 1921 tu obhdjila doktor-
ska précu na tému ,,Probleme der frithgriechischen Vasen

malere.” Ako referenti sa v rigoréznom protokole uva-

dzaji profesori Reisch a Lowy.?

Po ukoncent $tidif sa Gizela Weyde vratila na Slo-

vensko. Usadila sa v Bratislave, v hlavnom meste no-

Porovnaj Slovensky biograficky slovnik. Martin 1989, zv. 111, s.
396; CIULISOVA, Ingrid: Lesk a bieda slovenskej kunsth’is-
Eérie L. Slovensky dejepi§ umenia 1919-1938. In: Ars, 1993
¢.1, s 68; CIULISOVA, Ingrid: Gizela Weyde a ochranz;
bratislavskych pamiatok. In: Pamiatky 4 mized, 1994, &. 1
. 30-31. Y
Zékladné Zivotopisné Gdaje uvddza G. Weyde vo svojich spo-
mienkach, publikovanych v zborniku: 100 rokov Mestského mii-
zea v Bratislave 1868-1968. Bratislava 1968, s. 299-300. Dal-

vokon3tituovanej
Ceskoslovenskej re-
publiky. Ked%e v ne-
prehladnych a ne-
konsolidovanych po-
meroch po I. sveto-
vej vojne neposkyto-
vala Bratislava vi&Sie
moznosti etablovat
sa v umeleckej profe-
sii, Weyde vyplnila
¢as privatnym 3ti-
diom v archive mes-
ta Bratislavy. Jeho
vysledky, okrem iné- '

ho, zarotila vo svo- 1. Gizela Weyde. Foto: Archiv Mest-
jej prvej kninej mo- ského miizea v Bratislave.

nografii o bratislav-

skom barokovom kostole a kldtore alzbetinok. Tito
vySla typicky pre sivekd Bratislavu trojjazycne —
v madarcine, nemcine a v slovendine.? Iste aj tato sku-
tocnost ovplyvnila rozhodnutie predstavitelov bratislav-
ského Okréslovacieho spolku pontknut Gizele Wey-
de miesto v bratislavskom Mestskom muzeu. Roku
1924 tu ako pomocnd kustédka na dobu urdita aj na-
stapila.

Roky strivené v Mestskom miizeu boli pracovne

azda najplodnej$imi Weydovej ivota v Bratislave. Jej

Sie ddaje som Cerpala z archivu Viedenskej univerzity, za lds-
kav§ spristupnenie ktorych patri moje podakovanie Dr. Kur-
tovi Mithlbergovi. Rigorézny protokol Gizely Weyde je
v Archive viedenskej univerzity evidovany pod & PN 5233,

Slovenskd verzia knihy vy$la roku 1922 — WEYDE, Gizela:
Ko;to/ a kldstor po sv. Alzbete menovanych pannien v B;‘zztislmxe:
Bratislava 1922 a v roku 1927 ju na strénkach Slovdka re-
cenzoval Vladimir Wagner (Slowdk 1927, &. 86, zo diia 17
aprila). '
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mimoriadne aktivna publikaénd ¢innost v rokoch 1924
— 1928, zvi®&a na strankach bratislavskych dennikov
Grenzbote, Pressburger Zeitung ako aj vo viedenskom Bel-
vederi a v renomovanom Szényiho Casopise Forum, ne-
sie znamky skvelej profesiondlnej pripravy a Zivého,
tprimného zdujmu o bratislavsky umelecky materidl.
Excerpcia bohatého, a dovtedy prakticky nevyuZitého
archivneho materidlu, tykajiceho sa v prvom rade ba-
rokovej architektiry, umoznila Gizele Weyde v rekord-
ne kratkom ¢ase nalrtntt plasticky, relativne presny
a umeleckohistoricky nosnj obraz barokovej Bratisla-
vy. A to tak bratislavskej barokovej architektiry ako
aj bratislavského barokového nastenného maliarstva.*
Weydovej uzévery si na tomto poli dodnes platné
a dal$f vyskum ich iba mierne modifikoval a doplnil.
Napriklad Gizela Weyde sa ako jedna z prvych veno-
vala aj sochdrovi F. X. Messerschmidtovi.’ Bola to tiez
ona, ktord sa zésadnym a dodnes neprekonanym sp6-
sobom vyslovila k umeleckohistorickému zaradeniu
slavnej kolekcie bratislavskych gobelinov.® Ako prvé,
okrem iného, uviedla do eurépskej umeleckohistoric-
kej spisby i trojicu kvalitnych gotickych tabulovych

Tu je potrebné spomentt predovietkym cyklus materidlov ve-
novanych bratislavskym stavitelom 18. storoCia: Franzovi Car-
lovi Rémischovi, Matthiusovi Walchovi, Norbertovi Danté-
ovi, Georgovi Karlovi Csillagovi, Matthiasovi Hélbriglovi,
Martinovi Mohrovi, Wenzelovi Tenthovi a Ludwigovi Rim-
nachovi. Weyde ich publikovala na strdnkach Grenzbote od
aprila 1929 do decembra 1929, tieZ v samostatnej knihe ~

WEYDE, Gizela: Pressburger Baumeister der zweiten Halfte des
XVIIL Jabrhunderts. Pressburg 1930. Matthidusovi Walchovi
venovala osobitnt pozornost v publikdcii — WEYDE, Gizela:
Die evangelische Kirche und ihr Evbaner Mathins Walch. Pressburg
1924.

Porovnaj WEYDE, Gizela: Messerschmidt und seine Pressbur-
ger Werke. In: Grenzbote zo dita 24. méja 1927, tiez — WEY-
DE, Gizela: Fr. Messerschmidt a jeho bratislavské dielo. Sio-
vk, 1927, zo diia 29. mdja; tie2 WEYDE, Gizela: Ein
unbekanntes Werk des F. X. Messerschmidt. In: Belvedere,
1926,s5. 89 an.

WEYDE, Gizela: Gobeliny méstského musea v Bratislavé. In:
Uméni, 11, 1929, ss. 192-195.

WEYDE, Gizela: Die Tiefenweg-Kapelle. In: Grenzbote, 1927,
zo dita 23. X, s. 2. K detailnejsie umeleckohistorickému spra-
covaniu nizozemskej tabule s vyobrazenim sv. Jdna Krstitela,
sv. Barbory a dvojice donétorov, ako aj dvojice raktskych ob-
razov Martfrium sv. Mateja a Ukrifovanie sv. Filipa, atribuova-
nych anonymovi Majstrovi Winklerovho epitafu, doslo po-
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obrazov, povodne z kaplnky P. Mérie na Hlbokej ces-
te v Bratislave, ktoré st dnes si¢astou klenotnice bra-
tislavského dému sv. Martina.’

V stlade so zameranim Viedenskej $koly dejin

umenia sa Weyde zaujimala aj o otdzky pamiatkove;j
ochrany. Rad ¢lénkov a kratdich §tidif venovala prob-
lematike bratislavskych pamiatok a osobitne v tej
dobe mimoriadne Zivo diskutovanym otdzkam moz-
nej dostavby a rekon3trukcie zricanin bratislavského
hradu.® Samotné jadro Weydovej préice viak v silade
s jej pracovnym zaradenim spocivalo v katalogizécii
dovtedy celkom nespracovaného a nezhodnoteného
zbierkového fondu bratislavského Mestského muzea.
Aj ked to zo stavu publikovanych umeleckohistoric-
kych vyskumov nevyplyva, Gizelu Weyde mozno
celkom jednozna&ne oznalit za autorku prvého kata-
16gu zbierok Muzea mesta Bratislavy, rovnako ako
za autorku libreta prvej expozicie tohto muzea.’?

Roku 1928 Gizela Weyde poZiadala o definitivu.

Ta viak, ako typickd obyvatelka starého Pre$porka,
ktorej boli neméina, madartina, ba i taliancina bliz-
Sie ako slovensky, resp. esky jazyk, neziskala.'® Celd

tom v spoluprici s Weydovej kolegom z viedenskych univer-
zitnych §radif, Ottom Beneschom. Pozri: BENESCH, Otto —
WEYDE, Gizela: Zwei niederlindische Altarfliigel in der
Pressburger ., Tiefenwegkapelle.” In: Pantheon, 1, 1928, s. 68~
70, tie%: Benesch, Otto: Zwei Tafelbilder des XV. Jarhhun-
derts in der Pressburger Tiefen Wegkapelle. In: Benesch, Otto:
Collected Writings III. Ed. E. Benesch. New York 1972, s.
128-129.

Tu porovnaj najmid WEYDE, Gizela: Pressburger Schonheit
und ihre Erhaltung. Pressburg, 1926, tiez WEYDE, Gizela:
Fiir unbedingte Erhaltung der Pressburger Schlossruine. In:
Forum, 7, 1937, ss. 225-226.

Vyplyva to napriklad aj zo spomienok Olgy Wagnerovej, ktord
G. Weyde asistovala v mizeu. BlifSie pozri v 100 rokov Mest-
ského miizea... c. d. (v pozn. 1), s. 302. Rukopis Weydovej ka-
talégu sa neskdr stal vychodiskom aj pre prvé tlafou vypubli-
kované katalégy bratislavského Mestského muzea: Struiny ka-
taldg Mestskébo miizea podla miestnosti. Bratislava 1931;
GUNTHEROVA, Alsbeta — WAGNEROVA, Olga: Katalig
Miizeq mesta Bratislavy. Bratislava 1933,

Niladu viddnucu v stvekej Bratislave trefne popisala ind bra-
tislavskd histori¢ka umenia, Weydovej ndstupkyfia v bratislav-
skom mestskom muzeu — Albeta Giintherovd-Mayerova:
Trojjazyénost sa viak stala osudovon pre mesto len o bola politicky
znentitd a roxbila jednotu a svornost obyvatelov... Trojjazyinost, ktord
v pokojnjch rokoch bola mostom k vzdjomnému porozumeniu, naraz

2. Expozitia tzv. Skivnostnej sdly Mestského mizea v Bratislave. 20. roky 20. storoiia. Foto: Archiv Mestskiho mitzea v Bratislave

existencne napitd situdciu, ktord zdsadne nemohli
zvrdtit ani prileZitostné honordre za maliarsku a gra-
fickd précu, vyriedila Gizela Weyde roku 1928 radi-
kélne — odchodom do nemeckého Halle. Odtial sa u?
nevrétila." Stala sa personou non grata ¢esko-sloven-

sa stala nebezpeinym delidlom a zdrodkom zaslepenef nendvisti
a svojimi chorobnymi vikyvmi napadia humdnne jadro majej generd-
cte. Ostat lovekom neobiSlo sa bez ludskych tradédii a obeti.. in:
100 rokov Mestského mitzea... c. d. (v poza. 1), 5. 307. V §irfom
kontexte tiez BABEJOVA, Eleonora: Fin-de-sitcle Pressburg:
Conflics and Cultural coexistence in Bratislava 1897-1914. Co-
lumbia University Press 2003.

10. 12. 1929 sa Gizela Weyde vydala za nemeckého re$tauri-
tora Fritza Lewekeho. ZvySok Zivota strévila v Halle, kde bola
¢innd predovietkym ako vytvarnitka a reStaurdtorka. Mesto
Bratislava-Pressburg-Pozsony sa s Gizelou Wede oficidlne roz-
hicilo bilan¢nym ¢ldnkom Elsy Grailich, publikovanym
v Grenzbote dila 4. septembra 1928,

ského dejepisu umenia. Aj tym moZno vysvetlit, pre-
¢o pozoruhodny poznatkovy prinos Gizely Weyde
upadol do zabudnutia."? Jej poznatky boli a dodnes
su citované iba prileZitostne, #ial, nezriedka bez uve-
denia autorstva.

'? Ako priklad tu moZno uviest renomovaného Zeského medieva-
listu Jaroslava Pedinu. V rdmci svojho vskumu nemeckého ma-
liarstva 15. ~ 16. storoia v Ceskoslovensku sa podrobne zaobe-
ral aj obojstranne malovanou tabulou s obrazmi Ukrifovania
a Madony s diefatom medzi sv. Margaréton a sv. Barborou zo zbie-
rok Mestského miizea v Bratislave. Touto kvalitnou pricou sa
viak pomerne detailne zaoberala uz v roku 1928 Gizela Wey-
de. Jej zdvery Jaroslav Pesina otividne nepoznal. Porovnaj:
WEYDE, Gizela: Tafelbilder des XV. Jahrhunderts. In: Cesko-
:/oz/em,ég’ republika. Bratislava. Berlin : Dari, 1928, s. 25, obr. s.
26; PESINA, Jaroslav: Alt-dentsche Meister, Von Hans von Tiibin-
gen bis Diiver und Cranach. Hanau/Main 1962, kat. L.; PESINA,
Jaroslav: Jesté k otdzkdm némeckého malffstvi 15. — 16. stole-
ti. v Ceskoslovensku. In: Uméns, XVIII, 1970, &. 5, s. 486-487.
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BURAN, Dusan and colleagues: Dejiny slovenského vytvarného umenia — Gotika

Toméd$ KOWALSKI

BURAN, Dufan and
colleagues: Dejiny sloven-
ského vitvarného umenia —
Gotika (The History of the
Slovak Fine Art — The
Gothic). Bratislava, Slo-
venskd ndrodnd galévia
and Slovart 2003, 879

b

The exhibition at the
Slovak National Galle-
ry which took place
from 21st November
2003 to 21st March 2004 and the book are two dis-
tinct parts of the same project. The book is not, and
is not meant be a mere catalogue of this exhibition:
Its structure is different, all showed artworks were
not referred with catalogue items (there can also be
seen the absence of the exhibition’s guidebook), etc.,
therefore I shall limit myself to affirm that a lar-
ge number of artworks from public collections from
Slovakia as well as from abroad (Hungary, Austria,
Germany, Czech Republic, Poland), and from the
church property was assembled to create this unique
exhibition. Indubitably that it was a demanding event

* This review was published for the first time in Slovak langua-
ge, in the Matica slovenskd's journal Historicky zbornik, 14,
2002, No. 2, pp. 177-180. The presented version is partialy
reworked and extended. 3 )

' This aspect is discussed by N. KANCEVOVA and K.
UHLIROVA, “Gotika: Niekolko pozndmok k in§talacii vj-
stavy” [Gothic: A Few Remarks on the Installation of the
Exhibition}, In: Arch, 8, December 2003, No 12, pp. 24~
27.

2 The exhibition “Staré uménf na Slovensku: Odkaz zemé a lidu”
[An OId Art in Slovakia: Heritage of the Land and Nation}
was held in the halls of the Prague Castle.
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particularly from the points of view of organisation,
conservation and installation'.

The last show of Slovakia’s medieval art on a com-
parable scale with adequate publication took place in
1937 — at Prague®. It might hardly be surpassed by
exhibitions after the world war, especially that in Bra-
tislava, “Dvandst storod{ vytvarného umenia na Slo-
vensku” (Twelve Centuries of the Fine Art in Slova-
kia, 1966/1967), again in Prague, “Uméni Ceské a
slovenské gotiky” (The Art of Czech and Slovak
Gothic, 1972) and expositions in Zvolen (1975; 1977/
1978, the last restricted, moreover, only to the late-
Gothic art of the mining towns of Central Slovakia):
All these post-war exhibitions included, almost ex-
clusively, the artworks from domestic public collecti-
ons, above all from the SNG. The framework of the
Prague exhibition from 1937 had been drawn up in
line with the official state ideology of czechoslova-
kism, however a vast majority of the post-war events
were aimed differently: They had, among all, the task
to celebrate the idea of (territorial) “Slovakism” of local
art, and of singularity of its representatives. These
intentions were promoted by the SNG director of that
time, Dr Karol Vaculik (1921-1992)%. The logical
outcome was a significant overvaluation of certain
artistic personalities and relations, whereas others were

3 Vaculik published his opinions in the monographs accompa-
nied a temporary or permanent exhibitions of the SNG: Go-
tické umente Slovenska {The Gothic Art of Slovakia}, Bratislava
1975 (chapters on the sculpture and thew painting till the
mid-15th century re-printed in: Slovensko — Kultiira [Slovakia
— The Culture], Part I, ed. S. Smatlék, Bratislava 1979, pp.
GSGfT. and GOORL.); Staré slovenské umente. Slovenskd ndrodnd ga-
léria [An Old Slovak Art — SNGJ, Bratislava 1978; Staré ume-
nie Slovenska — Expozicie slovenskébo vjtvarnébo umenia 13.—19.
storodiz {An Old Art of Slovakia — The Expositions of the 13th~
19th-century Slovak Fine Art / SNG], Bratislava 1987 (there
also more about his “Slovak Masters” conception).

sometimes overlooked (e.g. the relation of our terri-
tory and art to the historic Hungary as well as Cen-
tral Europe).

Extensive and in some respect pioneer activities of
Anton C. Glatz (1945-2001) were concentrated abo-
ve all to writing of scientific catalogues of the medieval
art collections at the SNG and museums in Slovakia.
In his approach he radicalised older, incl. Vaculik’s idea
of the artistic independence of Slovakia: It was conver-
ted into the “regional” version, to extraordinary accen-
tuation of the artistic production in — his native — re-
gion of Spi§ (Zips, Scepusia). He believed that the Spi§
workshops, in the whole medieval period, supplied the
artworks not only in the local area, but also numero-
us neighbouring and distant areas, including those
outside the state borders®: notably the territory of all
counties of northern Slovakia, Basse Pologne, the re-
gions over the Hron and, more rarely so, the northern
and central areas of modern Hungary, as well. It is
important that Glatz’s views of the historical situa-
tion can at most be found as “notes” in the entries of
museum and exhibition catalogues, i.e. his writings
include only a few studies concentrated to more glo-
bal problems. It is probably due to Glatz’s approach
to be a museum expert that he never published his
personal view on the artistic development in a wider
sense — whether in Slovakia or in the historic Hunga-
ry or Central Europe; finally a book which should
have given us answers to all the above questions was
left unfinished due to his premature death.

A large part of the above book does not treat a
number of discussed problems and artworks separa-
tely; on the contrary I would like to shortly refer about
more global problems which came into the light af-
ter the book was published.

1. A divergence of conception and layout betwe-
en above publication and other volumes of “The His-
tory of the Slovak Fine Art” series — The Baroque

Cf. BAKOS, J., “Koncept regiénu: idea vychodnej strednej
Eurépy ako umeleckého regidnu” [The Concept of Eastern
Central Europe as an Artistic Region], In: Bako3, J. et al.:
Problémy dejin vitvarnébo umenia Slovenska {Slovak Art History
Issues], Bratislava 2002, p. 16.

* WAGNER, V., Dejiny vjtvarnébo umenia na Slovensku [ The His-
tory of the Fine Art in Slovakial, Trnava 1930; WAGNER,
V., Vivin vjtvarného umenia na Slovensku [A Development of
the Fine Art in Slovakial, Bratislava 1948; A team, [chapters
on the monumeats of historic styles in Slovakial, In: Pamiatky

(1998) and The 20th Century (2000) can be noted.
In comparison with the earlier volumes, the dimen-
sion of this book is a nearly half greater; if the change
can be accounted to the fact that the series were ope-
ned without a detailed scheme and theoretical base,
then following volumes can be only improvised “edi-
tion”; indeed the unity of conception, scale, size, layout
etc., attainable by means of schedule carefully plan-
ned before, are the assumptions and the first criteria
if we want to talk about continuity in the edition.

2. The question of number of foreign authors se-
ems irrelevant from the mathematical point of view
~ 12 foreign, i.e. 5 from Hungary, 4 from the Czech
Republic, 3 from Germany to 24 domestic —, howe-
ver the participation of similar, or precisely a certain
number of Slovak art historians in comparable pro-
ject of principal importance abroad is questionable,
for example in above mentioned participating coun-
tries, including the right to compose the final con-
clusion? Dusan Buran’s argumentation in favour of
an effort to capture “internationalism” (Central-Eu-
ropean context) of the art in Slovakia is hardly accep-
table; that phenomena can perhaps be considered also
by domestic community of art historians; in reality,
that fact was projected only to individualities of par-
ticipating scholars. It is important to remind that until
today is actual a manner to write the “national” art
histories by fortitude of domestic community of rese-
archers — especially in our case when it is still one of
the first efforts’.

The mentioned objection has a very grave result:
All high quality masterpieces as well as the earliest
preserved artworks — interpreted by the foreign
authors — are considered as imports into our territo-
ry. In the newest interpretations, Slovakia in relati-
onship to neighbouring areas is characterised only as
an “Importland,” where the artistic achievements (im-
pulses) from abroad were held passive and too late.

naz Slovenskn — Siipis pamiatok, zv. jtvrty [ The Heritage of Slova-
kia — The Inventory of Heritage, Vol. IV], ed. V. Jankovig,
Bratislava 1978, pp. 40-113; A team, “Vjtvarné umenie a
architektira” {The Fine Art and Architecturel, In: Slovensko —
Kultitra, 1979 (Ref. 3), pp. 590-938; éAéKY, L., Umente Sio-
venska: Obrazovy sprievodea po pamiatkach {also German issue:
Kunstdenkmaler der Slowakei: Ein Bildkunstfihrer], Brati-
slava 1988; NOVOTNY, B. - KAHOUN, K. — BACHRA-
TY, B., Shovensko v obrazoch — Vyitvarné umenie [Slovakia in Ima-
ges: The Fine Art], Martin 1991,
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(According to the opinions of the up-to-date incer-
pretations, Slovakia’s participation on the trends in
the Central-European art was immediate and in time.)
Equally, the accounts on the creative potential, share
of the local milieu, and on the existence of continual
tradition were rejected without relevant argumenta-
tion; as the contribution of our territory to artistic
history is considered at most the creation on level
“behind” the high art — closer to expression of popu-
lar / folk strata (p. 268 — M. Bartlovd). It can be seen
that such interpretations follows the hegemonic con-
ceptions of neighbouring historiographies of art,
which are working with categories and norms of the
artistic centre and always backward peripheries; this
views are for us, of course, unacceptable in general.
Moreover, in this case we can observe egoistic attem-
pts of foreign authors to consider the high quality or
historically important artworks in Slovakia as parts
of their “national” artistic spheres, one for all monu-
ments can be mentioned the Vojtiany/Krig Altar I; or
the paintings, sculptures and textiles of the Internati-
onal Style period “circa 1400”: can exclusively be of
only Prague provenance? In views of Czech authors,
Prague is still considered as the only centre of the Cen-
tral-European art of that time; but was it really 502
3. A wide-ranking effort given by the collective of
authors to write the referred volume has to be taken
into account. Nonetheless a question remains: why a
great number of less known as well as unknown
artworks was neglected; I have in mind heritage in
western, north-western or eastern regions of Slova-
kia — of, for example, the Z4horie lowland, Vvéh and
Nitra’ valleys, of Turiec, Liptov, Novohrad, Sari$ or
Zemplin® regions, etc. Is it a land without art? On
the contrary the artworks originated or preserved
particularly in the Spi§ region, Kosice and Bratislava
were accented. The attention of the most of resear-
chers was devoted to their heritage, many have been
published in monographs very recently, therefore they
are relatively well-known; but, in paradox, they are
dominant in this book, they are also presented as se-

6 It is well known, there play an important role a number of
prejudices, rooted from the national art historiographies.

7 For the sculpture see especially GLATZ, A. C., “Neskorogo-
tické socharstvo horného Ponitria v zbierkach Muzea
v Bojniciach” [The late-Gothic sculpture of the Upper Nitra
region in the Collection of Bojnice Museum}, In: Hornd Nitra,
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parate chapters (the 13th- and 14th-century archi-
tecture in the Spi§; the murals of the “Trecento” sty-
listic orientation — Spi§ and Gemer regions; or the
parish church of St Martin at Bratislava: takes to-
gether 14 pages of special chapter and more than 2
full pages of the catalogue entries!). In other word.s,
the history of art’s “development” is showed only in
the view of very narrow scale of problems and terri-
tories. (The 13th-century architecture is preserved in
greater area than in churches of the Spis, Bratisliava,
Ilija and Bifia; moreover, in my opinion, the principles
of the Gothic are to be found in this monuments are
in minority, so their acceptance in exclusively Gothic
context is without any justification — especially when
Slovakia’s “pure” Gothic architectures are not menti-
oned.) It is possible to draw up a view of the (Gothic)
art in Slovakia only on the base of situation in the
Spis? All the conclusions are finally dependent on the
model of the only region (“Spi§-centralism”), and are
marked with unsatisfying state of — primary — rese-
arch in other regions. In consequence, the basic requ-
irements for a synthetic conception are not fulfilled:
a thorough overview of the heritage from the points
of view of quantity and topography is absent among
the domestic authors, more so among the foreign. It
is self-evident that by embodying the little-known
artworks the overview of Slovakia's heritage could be
completed and specified; the presentation and wider
interpretation of the little-known monuments can also
explicitly modify some of the convictions.

This uncheerful situation is probably connected
with the absence of greater or smaller analytic exhi-
bitions, devoted to selected period, region or prob-
lem, which should be accompanied with a relevant
publication. Such events, as we know them in num-
bers, for example, in Germany, Austria or Hungary,
at least from the 1960s, made possible to give detai-
led overview of the art and culture during a concrete
period. It is logical, that they were incited by syste-
matic art/historical or archaeological research as well
as by the demands from the society (and politics).

9, 1980, pp. 97-128; he refers also to further bibliography on
this region.

8 Cf. KOVACOVICOVA, B., “Prispevok k umeleckohistorickej
topografii vichodného Slovenska” [A Contribution to the Art-
historical Topography of the Eastern Slovakia], In: Pamiatky
a miized, 4, 1955, pp. 184-190.

4.1 would like to state that the effort of some art-
historians to “break” the borders between separate
artistic fields, e.g. a tendency to unite fields of pain-
ting and sculpture into a single category of so-called
altar arts. In fact, some problems are perceived diffe-
rently in a view over the strictly assigned fields, but
at least their character itself and the tradition of his-
toriography, topical until now, make possible the
partition of the fields. The synthesis of all the dis-
ciplines took place only in the final outcome; the
artwork united the individual shares. Of course it is
necessary to have in mind also the connections of the
artwork, architecture and the functions.

5. The book has a character of an anthology of
studies devoted to partial issues of Slovakia's me-
dieval art, and is expanded by the catalogue dealing
with some of preserved monuments. But a compre-
hensive survey, though in form of an essay, with
explanation of trends in historic development, is
missing. Of course, it is one of the most demanding
tasks of an art-historian/discipline; most likely it
shall be formulated by the editor of book. In para-
dox, such chapter is devoted to partly parallel and
following style period, the Renaissance (A. Mikd).
For understanding of some problems to lay obser-
vers — the book is declared as ‘popularising scienti-
fic knowledge’ — the different attitudes and inter-
pretations of the same artworks by more researchers
(e.g. the question of employing of Viennese buil-
ding-master and sculptor Anton Pilgram for Ban-
ska Bystrica) can hardly be helpful. More discrepan-
cies can be found: one of them is Buran’s disappro-
val of older approaches in historiographies on the

¢ The previous researches of artworks of this wood-carver by
Slovak scholars cannot be generally marked as exclusively “na-
tionalistic” in theirs intentions. For example the authors did
not mention the fundamental exhibition devoted to the mas-
terpieces of Paul of Levoca organised by Karol Vaculik and
the researchers from the Institute for preservation of monu-
ments, Jdn Lichner and Libu$a Cidlinskd which was held both
in the parish church and town-hall at Levoda in summer 1967.
The concept — to show the artworks of the late-Gothic master
in authentic places of his life — can be compared with the
allied exhibitions held especially in Germany also in present
present time (e.g.Wiirzburg, Ulm). Cf. catalogue Pavo/ z Le-
voce: jeho dielo a Skola [Paul of Levoda: his oeuvre and followers],
with an essay by K. VACULIK, Bratislava/Levoéa 1967; it
contains 89 items, mostly from the church property. — L. Cid-
linsk4 published her views on the late Gothic sculpture in her

category of artistic personality, when, in paradox,
analysing a signed artwork (p. 181); but he included
in the book a separate chapter devoted only to a little
group of artworks probably in connection with the
Viennese circle of Nicolas Gerhaert of Leyden (only
according to the critique of style; K. Chamonikola-
sova) as well as special chapter devoted to the oeuvre
of Paul of Levoca by J. Fajt and S. Roller’.

A problematic periodisation of the history of the
Gothic art in Slovakia is also connected with this ap-
proach: In addition to monographic chapters on the
personalities, dynastic chronologies as criteria were
accepted (for the castles), stages of style and also sim-
ple limits set by the dates, too. Dividing of the histo-
ry is really variable, it makes the matter even more
complicated instead facilitating the perception of in-
ner connections and trends in the concrete period.
The artworks are correctly divided according to theirs
fields — as they are different, they needed special cri-
teria of judgement; one of the chapters is dealing with
the field of stonemasonry more in standpoints of re-
search problems and methodology (the question of
classifying of artworks on “the edge” of more fields).

Several technical inconsistencies can be found in
the book, e.g. in the catalogue entry on the monaste-
ry church at Kld§tor pod Znievom (No. 1.3.5) a
ground plan of another church was published inste-
ad, however of the same locality; in the bibliography
all references given in form ‘Author: date’ are not
included, more than ten full references are missing in
the foreign bibliography used by J. Végh in his artic-
le on the winged altars'® as well as in some of the
entries to the catalogue'.

dissertation on Paul of Levota and also in series of articles,
especially in Ars and Monumentorum tutela.

19 There are also missing any reference of mentioned author to ~
a few — articles of local scholars on the theme of altar forms;
see KUBICKOVA, K., “Prispevok k typoldgii stredovekého
oltdra na Slovensku” [A Contribution to the Typology of
Medieval Altar in Slovakial, In: Ass, 1967, No. 1, pp. 137-
139; CIDLINSKA, L., “Nékolik pozndmek k slovenskym st¥e-
dovékym oltdfim” [A Few Remarks on Slovak Medieval Al-
tars}, In: Uméni, 23, 1975, No. 2, pp. 109-127, where she
published remarkable similar conclusions. — As in other cases,
the deficiency of greater publications on Slovak side in the
post-war period is marked with the dominance of communist
system. The result of the research were published mostly in
local journals (examples also in Ref. 11), but I think that prob-
lem is not only in the laguage. It is quite typical of the time
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6. It is necessary emphasize that fact that the re-
search of several monuments, e.g. (but not only) the
goldsmith art in Slovakia is dividing itself into two
lines: The first line of research is conducted by the
domestic institutions for preservation of monuments,
and the second one independently also by German
scholars. The latter had a possibility to publish their
results of research in referred book. It can only be
stated that Slovak authors were — in their homeland
and in project financed from the Slovak state budget
— marginalised. All in all, the domestic research se-
ems now only as supernumerary and is limited to a
basic topographic recording of the heritage, i.e. to
the common routine; in a book with ambitions to
have, probably, a long-time influence, a specialise@
opinion on the artworks and previous sight was gi-

that the synthesis on the “altar” theme by the latter author
was possible only in 1989 (Gotické kridlové oltére na Sloven-
sku [Gothic winged altars in Slovakia}, Bratislava). Cf. also
WAGNER 1930 (Ref. 5), pp. 71ff.

U Some of the earlier, according to my opinion not insignificant
contributions were in this book generally ignored; for exam-
ple DUBNICKA, E., “Nezndme gotické tabule v Trnave” {The
Unknown Gothic Panes in Trnaval, In: Pamiatky a privoda, 1,
1970, No. 2-3, pp. 10-12; RUSINA, [., “Motiv kra.jiny
v gotickej tabufovej malbe na Slovensku” {The Motif of
Landscape in the Gothic Pane-Painting in Slqvakia}, In: E/lax-
tivedny Zasopis, 21, 1972, pp. 63-68; VACULIK, K., “ReStau-
rovanie dvoch plastik zo 14. storotia” {Restoration of two
Sculptures of the 14th Century], Ibidem, 30, 1981, pp. 24-27 (a
contribution to the problem of moveable head of Jesus on the
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ven by the foreign author (E. Wetter). Finally, this
situation provokes a question whether we need scho-
larly training of the future generations, whether our
schools of art-history and professional institutions have
really got a “raison d’etre”.

In the end we can state that the mentioned book
summarizes some of today’s knowledge on the art of
the medieval era, on the other hand it raises a lot of
new and overpowering questions. Nonetheless it may
only partly be considered as the “official” statement
of the Slovak art history to the national heritage; it
might be also relevant to ask whether the general
expectations were fulfilled (having in mind also the
cost borne by the Slovak state), and whether we are
even able (and competitive enough) to meet these
demands in relation with the aims put forward."

wood-carvings of the Holy Virgin); CIDLINSKA, L., “Piety na
Slovensku” [Pietas in Slovakia}, In: Ibidem, 30, 1981, pp. 184~
186; éIMUN, J., “Pieta z Frantitkdnskeho kostola v Brat‘isla—
ve” [Pietd of the Franciscan Church at Bratislaval, In: Pamiatky
a miized, 1993, No. 3, pp. 15-17 (to Cat. Item 2.1.4), etc.

2 Hitherto it has not been within the capacity of Slovak art
history to compile with an academic standard-work, as we
know it from Hungary, Magyarorszdgi mivészer 1300-1470
kivil, ed. E. Marosi, Budapest 1987, text and picture volu-
mes. In spite of objections of some Slovak scholars, the authcfrs
in Budapest took an acceptable Central-European standpoint
(pp. 30-34), from which is discussed the relevance of several
territorial units for Slovakia’s art. The situation of Slovak art
history can even hardly be compared with those of the Slovak
historiography.
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Historik a teoretik
designu Jan Michl
(19406)," ktory pbdsobi
ako profesor na Kated-
re priemyslového desig-
nu na Vysokej $kole architekttiry v Oslo v Nérsku,
sa dlhodobo zaoberd modernistickou filozofiou archi-
tekttry a dizajou. Publikdcia Tk ndm pri forma se-
duje funkei prind3a sibor teoretickych textov, ktoré
kriticky hodnotia do dne$nych dni vplyvné myslien-
ky funkcionalistickej teérie architektiry a designu.
Jan Michl je presved&eny, %e tradicia funkcionaliz-
mu, krord rozhodujico ovplyvnila tak architektonic-
ki a dizajnérsku prax, ako aj spdsob a zameranie od-
bornej vychovy architektov a dizajnérov, priniesla
mnoho pomylenych mys3lienok, via¥ucich sa skér
k idedlnym predstavam jej predstavitelov ako k realite
architektonickej a dizajnérskej price. Autor preto
v cldnkoch podrobne analyzuje zdkladnd pojmovi
vybavu a vjchodiskd funkcionalizmu so snahou pre-

' Jan Michl (1946) $tudoval na Umeleckopriemyslovej $kole
v Brne, na Filozofickej fakulte brnenskej univerzity (dejiny
umenia: PhDr.) a na Filozofickej fakulte univerzity v Uppsale
v Svédsku (dejiny umenia, hospodirske dejiny: fil. kand.).
V sedemdesiatych rokoch dvadsiateho storoia pracoval na
Ustave tedrie a dejin umenia CSAV v Prahe a od roku 1981
pdsobi v Nérsku. V praiskom Odeone vydal v roku 1978
publikdciu s ndzvom Realizace a projebry v soudusné architekinte.

pracovat sa k realistickému pristupu k architekedre
a designu a vytvorit koherentnt a logicky podopre-
it bézu pre historicky a teoreticky pohlad na vysled-
ky snaZeni medzivojnovych avantgard alternativny
vociich privrZencom a obhajcom. Traja anglicki mys-
litelia raktskeho pévodu, Ernst Hans Gombrich,
Friedrich Hayek a Karl Popper, k obdivu ktorych sa
Jan Michl priznal uZ v tvode, uréili mnohé myslien-
kové vychodiskd predostreté v textoch. Napokon,
teleologickd tedria Ceského ekonéma Karla Engliga
sprostredkovala autorovi rozhodujdci prienik k pocho-
peniu charakteru funkcionalizmu.

Jednotlivé texty nie sd v ramci publikdcie uspo-
riadané chronologicky podla roku vydania. Jan Michl
sa rozhodol postupovat logicky od ¢lankov venova-
nych analyze pojmov, cez rozbory problémov viaza-
nych na vyuCovanie designu aZ po stru¢né zhodnote-
nie postavenia priemyselného designu v socialistickom
Ceskoslovensku. Pedagogickd erudicia autora sa pre-
javila v pravidelnom opakovan{ myslienkovych uzé-
verov, ktoré poméhaji pochopit argumentéciu prob-
lémov. Jednotlivé texty st sprevidzané poznémko-
vym aparitom a odkazmi na relevantnd literatdru.

Prvy texce md titul O mySlence funkini dokonalosti
(Prispévek k realistické teorii designu) a prvykrét bol
publikovany v nérskom casopise Pro Forma v roku
1991 v anglickom jazyku.? Ustrednym problémom
je tu pojem funkénd dokonalost ako jeden zo zdklad-
nych bodov funkcionalistickej tedrie. Autor rozozna-

? MICHL, Jan: On the Rumor of Functional Perfection. In: Pro
Forma. Oslo 1991, ¢. 2, s. 67-81. Ciastotne prepracovany text
vysiel v slovenskom preklade MICHL, Jan: Mylienka funké-
nej dokonalosti: O povahe veci, designe, ekoldgii a funkcio-
nalizme. In: Designum, 1, 1994, & 2-3, 5. 50-51, 48-49.
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va dva mo¥né vjznamy pojmu — slaby a silny. Slaby
vjznam predpokladé relativau funként dokonalost
uritého vyrobku ako superlativ — vjrobok je najlepsi
spomedzi ostatnjch vjrobkov rovnakého funkéného
uréenia. Dokonalost je v tomto pripade viazani na
urdity asovy usek fyzického sveta a kazdé rieSenie je
preto provizérne. Silny vjznam naopak znamend, Ze
urdity problém mé iba jedno absolitne dokonalé
funkéné riedenie. To viak implikuje existenciu pla-
nujtcej mysle, keord ma dopredu hotové odpovede
na vietky otdzky, a tak silny vyznam funkcnej doko-
nalosti odkazuje k metafyzickému svetu, k svetu mi-
mo rdmec G¥itkovosti v benom zmysle slova. Autor
dalej usudzuje, Ze viziondrsky charakter funkciona-
lizmu odkazuje prive ku silnému vyznamu pojmu
funké&né dokonalost, pretoZe ten podporoval predstavu
funkcionalistickej tvorby ako procesu odhalovania
objektivnych foriem zodpovedajicich novym funkci-
4m v ramci modernej epochy. Ak by totiZ pripustili
iba relativau dokonalost svojich vytvorov, museli by
fukcionalisti pripustit, Ze neprind$ajd radikélne nova
metédu tvorby, ale iba novy Stylisticky poriadok od-
liny od historizujicich foriem 19. storocia. Funkcio-
nalisti tie¥ kladli silny déraz na estetické dosledky
funkne dokonalych rieSeni. Neuprednostfiovali dZit-
kové hodnoty pred hodnotami estetickymi, ale verili,
e G¥itkové rieenia si automaticky estetické. Jan
Michl v tejto savislosti predpokladd, Ze funkéne do-
konal€ riedenia uprednostfiovali z vjtvarnych a nie
funk&nych dévodov, &ize funkcionalizmus bol v pod-
state formalistické hnutie. Autor vyslovuje potrebu
prehodnoti¢ funkcionalizmom zavedent identitu ar-
chitekta a designéra ako autonédmneho tvorcu, ktory
tdajne odhaluje objektivne formy a md prévo igno-
rovat vjtvarné preferencie uzivatelov.

Druhy text s ndzvom Duvé doktriny modernismu (Fun-
kionalismus a abstrakcionizmus) vySiel pévodne v roku
1996 v knihe Art Deco — Funkis — Scandinavian Design
v nérskom jazyku.?> Cielom textu je zrozumitelne in-
terpretovat modernistickd architektiru a design
prostrednictvom objasnenia troch pojmov: moderniz-
mus, funkcionalizmus a abstrakcionizmus, pricom
posledny z nich je autorov ndvrh na klasifikdciu ame-
rickych odporcov funkcionalizmu zo zaliatku tridsia-
tych rokov 20. storodia. Pri rozbore pojmu funkcio-
nalizmus v prvom rade uréuje aky ciel funkcionalisti
sledovali a akymi metédami sa k nemu chceli dopra-
covat. Cielom funkcionalizmu bolo artikulovat nova
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vytvarnt red, ktord by plne zodpovedala moderne;
dobe. Takto definovany ciel bol viak témou teoretic-
kych Gvah v eurépskom a z Casti aj americkom archi-
tektonickom prostredi uz pred polovicou 19. storocia
a pre toto ndzorové hnutie sa viil pojem moderniz-
mus. Origindlnym prispevkom funkcionalistov bolo
definitivne uréenie metddy, ako vyssie uvedeny este-
ticky ciel dosiahnut — architektonické formy a formy
vyrobkov maji vznikat ako vysledky prisne funkd-
nych rieSeni. Punkcionalizmus sa tak stal pracovnou
metédou modernizmu. Vlastnym cielom funkciona-
listov nebolo teda ndjst najfunkénejSie riesenie
z hladiska u¥ivatela, ale spritomnit novd vjtvarni rec
zodpovedajiicu novej epoche.

Myslienky modernizmu je potrebné vnimat na
pozadi spolotenskych zmien v eurdpskej spolocnosti
18. a 19. storolia. Zva&ioval sa pocet ludi vnimajd-
cich radikalnu odli$nost pritomnosti od minulych ias
a presadzujtcich potrebu vytvarného vyjadrenia mo-
dernej epochy. Vlastnym impulzom vzniku moder-
nistickych myslienok bol novy pohlad na umenie,
reprezentovany dejepisom umenia, krory sa ako ve-
decka disciplina konstituoval zatiatkom 19. storoCia.
Postupne sa presadzovala predstava principidlne rov-
nocennjch umeleckyjch slohov nasledujtcich po sebe
v chronologickom rade, ktoré vyjadrovali ducha jed-
notlivych historickjch epoch. Novozrovnoprédvnené
historické slohy zadali slaZit ako zdroje indpirdcie pre
architektov a designérov a vyvstali otdzky typu: .,V
akom slohu stavat?* alebo ,Co je vlastne sloh naej
doby?“ Rozhodnutie funkcionalistov sprostredkovat
verejnosti sloh modernej doby vysiel prive z tychto
korefiov, ich novym prinosom viak bolo, Ze nové vy-
tvarné riefenia mali vzaiknic na zaklade napliiania
nevytvarnych funkcii budov.

Alternativou k eurépskemu funkcionalizmu sa
zadiatkom tridsiatych rokov 20. storodia stala forma-
listick4 doktrina americkjch modernistov, vyjadrend
v pojme Medzindrodny slob (International Style), kro-
r4 odmietla funkcionalistickd sebaprezentdciu a prijala
abstraktné umenie za vychodisko vytvarnych rieSeni
architekttry a designu. Jan Michl preto pre toto hnu-
tie navrhuje pojem abstrakcionizmus. Pri vzniku tej-

3 MICHL, Jan: Modernismens to designdokeriner: funksjona-
lisme og ,,abstraksjonisme”. In: Arz Deco — Funkis — Scandina-
vian Design. Red. Widar HALEN. Oslo : Orfeus forlag, 1996,
s. 86-85.

to doktriny stdli traja americki myslitelia z okruhu
Mizea moderného umenia (MoMA) v New Yorku,
menovite historik architekttry Henry-Russel Hitch-
cock, teoretik a architekt Philip Johnson a riaditel
miizea, teoretik a historik moderného umenia Alfred
H. Barr. Tvorcami medzindrodného slohu malo byt
podla ich nédzorov niekolko vodcovskych osobnosti
eurépskej architektiry, W. Gropius, J. J. P. Oud, Le
Corbusier a L. Mies van der Rohe, ktory mali byt in-
$pirovani postkubistickym abstrakenym maliarstvom
— purizmom a neoplasticizmom. Ich novd vytvarni
re¢ sa mala stat normou pre ostatnych architektov.
Abstrakcionisti tieZz deklarovali odmietnutie funkeci-
onalistickej doktriny, ktort vaimali ako prisne le-
lovi tedriu designu a predstavitelov funkcionalizmu
charakterizovali ako anti-estetikov. Tym viak zame-
nili funkénd metddu funkcionalistov za samotny ciel
hnutia, ¢im do$lo k zdmernej a dodnes aktudlne;j
dezinterpretécii funkcionalizmu.

Treti text bol publikovany pod titulom Forma Ze
sleduje co? (Modernisticky pojem funkee jako carte blan-
che) a pdvodne vysiel v ¢asopise Magazine of the Fa-
culty of Architecture & Town Planning v roku 1995
v anglickom jazyku.® Zdmerom eseje je bliZSie zozn4-
menie sa s kliovym heslom funkcionalistického hnu-
tia, s heslom forma sleduje funkcin, kroré ani do dnes-
nych &ias nestratilo na vplyve. Po prvykrét zaznelo
toto slovné spojenie v ¢ldnku amerického architekta
Louisa Sullivana z roku 1896, ktorého ndzov znel Prob-
lém vysokej fivadnej budovy z vitvarntho hladiska. Cla-
nok sa zaoberal problémom vonkajiieho vyrazu no-
vého stavebného typu. Sullivan navrhoval vertikélne
¢lenenie a troj¢lennd kompoziciu s vysokym parte-
rom, vertikdlnym Clenenim tela stavby ukonéenym
atikou. Svoje rieSenie povazoval za urlené prirodnym
zdkonom, ktorého najhutnej$im zhrnutim bolo préve
heslo forma sleduje funkciu. Eurépska architektonickd
scéna sas heslom zozndmila pravdepodobne prostred-
nictvom knihy C. W. Behrendta Modernd stavba: jej
povaba, problémy a formy (Modern Building: Its Natu-
re, Problems and Forms), ktord vysla v USA v roku
1937 av Londyne v roku 1938.

4 MICHL, Jan: Form follows what? The modernist nation of
function as a carte blanche. In: Magazine of the Faculty of Ar-
chitecture & Town Planning. Israel — Haifa : Israel Institute of
Technology — Technion — Winter, 1995.

V prirodnych aj spolocenskych veddch vznikd po-
jem funkcia ako vysledok pozorovania existujacich
foriem a javov. V tomto vyzname formy teda funkci-
am predchddzajy, ide o tzv. skutoéné fungovanie.
Opacny vyznam predstavuje tzv. zamy$lané fungo-
vanie, pri ktorom forma neexistuje, ale sa po nej
s ohladom na zamyilant funkciu patra. Uel je tu
synonymom pre pojem funkcia a iba v tomto vyzna-
me md zmysel vyrok forma sleduje funkcin. Funkciona-
listickd tedria, ktord s tymto heslom operuje, vSak
nemala za ciel ni¢ mensie ako kon§tituovanie novej
objektivnej vytvarnej redi modernej epochy. Odka-
zovanie k ludskym dlelom, v dvadsiatych rokoch
zvdca konzervativaym, v tomto pristupe nemalo
miesto. Funkcionalisticky pojem funkcie tu vystupu-
je v tretom vyzname, pricom md svoje logické posta-
venie iba vo vztahu k mimoludskému ~ metafyzické-
mu svetu Ulelov Gdajne zodpovedajicich moderne;
epoche. Tento myslienkovy kon$trukt nazyva Jan
Michl funkcionalistickon metafyzikou designu. Architeke
a dizajnér mal pri tvorbe odhalovat funkéné formy
ukryté vo funkcidch, pricom také rie§enie malo byt aj
vytvarne dokonalé. KedZe i§lo o odhalenie objektiv-
nej pravdy, vysledky mali byt naddasové, mali stdt
mimo otdzku vkusu. Pojmy funkcia a heslo forma sle-
duje funkein neodkazovali k redlnemu svetu ale naopak
k svetu idedlneho mimoludského uZivatela, kde pre
urcity Gcel existovalo jediné objektivne rieSenie. Uvol-
nenie sa zo zavizkov redlneho sveta umoznilo legiti-
mizovat momentdlne vytvarné preferencie funkcio-
nalistickych architektov a dizajnérov a ziskat auto-
némne postavenie na urovni slobodnych umeni. Zis-
kanie tvorivej autonémie vnima Jan Michl ako jeden
zo skutocnych a kldcovych cielov funkcionalizmu.

Stvrtym textom je Cldnok s titulom P#iklady tdbnou
(O krizi bezpiikladné funkcionalistické pedagogiky
a (moiné) budonci roli uméleckopritmyslovich muzei), kto-
ry bol pévodne publikovany v asopise Scandinavian

Jonrnal of Design History v roku 1992 v anglickom ja-
zyku.” Pred presadenim sa funkcionalistického hnu-
tia bolo umeleckopriemyselné $kolstvo zaloZené na
vyudovani designu prostrednictvom exempldrnych

5 MICHL, Jan: The crisis of modernist design pedagogy — and
its (possibly) gratifying consequences for museums of applied
arts. In: Scandinavian Journal of Design History, 1992, €. 2, s.
119-122. Cesky preklad MICHL, Jan: Piiklady tdhnou :
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prikladov vynikajtcich vyrobkov. Velkd vjstava prie-
myslu vietkych ndrodov v Londyne v roku 1851 stimu-
lovala anglickych reformétorov designu k myslienke
vitdlneho spojenia umeleckopriemyselnych $kél
s umelecko-priemyslovymi mizeami, ktoré mali byt
zdrojmi in3pirdcie pre $tudentov. Hnutie funkciona-
lizmu toto spojenie radikdlne narusilo. Svoju pedago-
giku designu zalo¥ilo na odmietnuti osvojovania si
vzorovych rieSeni, funcionalisticky dizajnér mal predsa
odhalovat objektivne formy zodpovedajice moder-
nej dobe. Funkcionalistické vyucovanie prebiehalo bez
prikladov, bolo teda bezprikladné. Skutotnostou sa viak
stalo, ¥e &m viac sa funkcionalisti snaZili odpttat od
tradi¢nych konvencii, tym viac sa stdvali otrokmi
vlastnej §tylistickej konvencie. Jan Michl difa, Ze kri-
tika funkcionalizmu méZe dat 3ancu znovu obnovit
byvalé #ivé spojenie medzi $kolou a mizeom. Od di-
zajnérov by to vyZadovalo prehodnotenie predo-
vietkym pojmu originalita a ustGpenie z pozicie pris-
nej umeleckej autonémie. Muized by potom mohli zfs-
kat tak potrebni vdzbu na sféru dizajnérskej praxe,
ktora by tak obohatila ich historické a muzedlne bé-
dania.

Piaty text Vidét design jako redesign ( Uvaha o jedné
preblizené strance chdpdni a vyulovdni designu) vysiel
povodne v Casopise Scandinavian Journal of Design His-
tory v roku 2002 v anglickom jazyku.® Pojem design
vystihuje individudlny tvorivy moment dizajnérskej
préce, nenaznatuje viak, Ze dizajnér pri pavrhovani
riedenia urlitého problému nutne vychddza z rieenf
predchddzajicich dizajnér. Jan Michl preto navrhuje
zaviest pojem redesign, krory naznaluje prave princi-
pialnu neukondenost dizajnérskej prace, jej nutnu
nedokonalost. Autor si dalej v texte kladie za ciel
vysvetlit niekolko strdnok vztahu pojmov ,design”
a ,redesign“. V prvom rade je to problematickost sa-
motného pojmu design, ktory odkazuje nielen na
oblast ludskych zdmerov, ale aj k zimerom Boha Stvo-
ritefa. Nadvézujicim problémom je sebanazeranie
dizajnérov, ktori chcd byt stvoriteImi origindlnych
rieSeni a v mene tejto originality strdcaji vedomie

O krizi funkcionalistické bezptikladové pedagogiky designu
a budouct roli umé&leckopriimyslovych muzel. In: Kulturni fe-
nomén funkcionalizmu | The Cultural Phenomenon of Functiona-
lism. Ed. L. SEVCEK. Zlin : Stdtni galerie Zlin, 1995, s. 126-
132.
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principidlneho vztahu k rieSeniam predchddzajicich
dizajnérov. Jan Michl potom predstavuje vznik nd-
strojov a predmetov ako proces postupného zlepSo-
vania, ,redesignu® veci existujicich v nafom okoli.
Nasleduje viber a kritka charakreristika taZiskovych
publikicif, ktoré naznacuji vnimanie ,designu” ako
,redesignu®. Na prvom mieste je spomenutd publi-
kécia amerického historika George Basallu Vyvoy rech-
nolégie (Evolution of Technology) z roku 1988. Na-
koniec sa autor zamysla nad dévodmi, preco v di-
zajnérskom diskurze prevldda vnimanie dizajnérovej
prace ako individualistickej a iba z pritomnosti Cer-
pajiicej ginnosti. Prvym dévodom je predstava moZ-
nosti oddelit minulost od pritomnosti. Vyznam md
tie¥ tradiény vplyv funkcionalistickej teérie, budujd-
cej predstavu na minulosti nezévislého designu. Ostat-
nymi dévodmi sd prestiZ volného umenia, dbraz na
obchodnd atraktivnost novosti a tieZ predajnd hod-
nota designerskej znacky.

Siesty text s ndzvom Regulace esterické kvality versus
sontd bol prvykrét vytlaleny v casopise Uméni a femesla
v roku 1990.7 V predmetnom spore sa Jan Michl sta-
via na stranu stta¥e a dalej vyslovuje ndzor, ze kon-
cept reguldcie estetickej kvality ako spoloCenskej po-
treby je dedi¢stvom jednak umeleckej avantgardy —
funkcionalizmu a jednak politickej avantgardy —
marxizmu-leninizmu. Funkcionalisti boli presvedce-
ni, ¥¢ modernd doba mé mat vlastny slohovy vyraz
a povazovali jednotny vkus za pozitivam. V svojich
&ankoch bojovne vystupovali proti tradicidm a proti
gycu. Ich moralizmus viak len tazko zakryl radost
z prislu$nosti k elite, ktorej patri buddcnost. Autor tiez
poukazuje na skutonost, Ze len sikromné vlastnictvo
a volny trh zabezped{ dostato¢nt kvalitu vyrobkov po
estetickej aj funkénej strane. Podnikanie je sttaZou
o ziskanie zdkaznikovych pefiazi a tladi podnikatelov
k zvyovaniu kvality svojich sluZieb. Centrélne pldno-
vané hospodarstvo zalo¥ené na zdsadach marxizmu-le-
ninizmu takd efekeivitu dosiahnut nemohlo.

Siedmy text Dva riizné osudy (UZité uméni a pri-
myslovy design v socialistickém Ceskoslovenskn) vysiel

¢ MICHL, Jan: On secing Design as Redesign: An Exploration
of a Neglected Problem in Design Education. In: Scandina-
vian_Journal of Design History, 2002, &. 12,5, 7-23.

7 MICHL, Jan: Regulace estetické kvality a soutéz. In: Uméni
a remesla, 1990, & 4, s. 6-8.

v Casopise Uméni a femesla v roku 1998.2 Cielom &ldn-
ku je zhodnotit postavenie ¢eskoslovenského priemys-

lového designu v rozmedzi rokov 1948 a% 1989 po-
rovnanim s vysledkami, ktoré dosiahlo v tomto ob-
dobi uZité umenie. Skldrske vytvarnictvo, kni¥né a u¥ita
grafika a kresleny a animovany film dosiahli totiZ vy-
sledky porovnatelné so svetovym vyvojom, <o sa
o priemyslovom designe povedat nedd. Za zdkladny
dovod takého vyvoja povazuje Jan Michl fake, e u¥ité
umenie bolo organizované predindustrialnym — cecho-
vym spdsobom. Vytvarnici si tak mohli udrzat kontro-
lu nad kaZdou fédzou vyroby vysledného produktu.
Rozsiahla delba préce, tento zékladny predpoklad fun-
gujaceho priemyselného designu, bola vak centrdlne
riadenym hospoddrstvom podkopavand. Socialistické

# MICHL, Jan: Dva rfizné osudy? U%ité uméni a design v Cesko-
slovensku. In: Uménd a vemesla, 1998, &. 2, s. 70-74. Text bol
pdvodne napisany kvdli pozvaniu Jana Pauly, vediiceho odde-

hospodarstvo sa tym scasti vracalo k modelom predin-
dustridlnej spolo¢nosti a praca priemyslového dizajné-
ra, zavisld od bezproblémovosti priemyselnej vyroby,
tak nemohla dosiahnut vynikajice vysledky.

Sedem cldnkov historika a teoretika designu Jana
Michla, publikovanych v priebehu viac ne desatro-
lia, predstavuje kritické vyrovnanie sa autora
s myslienkovym dedi¢stvom funkcionalistickej tedrie
architektiry a designu. Prisna analjza pojmov, he-
siel a konceptov medzivojnovej avantgardy odkryva
alternativnu interpretdciu hnutia vodi sebaprezenté-
cii samotnych funkcionalistov. Prezentovand publi-
kédcia tym vyznamne prispieva k prepotrebnej nézo-
rovej pluralite vo sfére historiografie a kritiky archi-
tektary a designu.

lenia priemyslového designu Nérodného technického muizea
v Prahe, pre Semind? z dijin priimysiovébo designu 111: 70, 2 80.
léta, krory sa udial v NMT diia 26. oktébra 1997.
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DIZERTACNE PRACE / DISSERTATIONS

ARS 38, 2005, 1

Petra Handkovd: Kriticka muzeoldgia.
Praktické dosledky a teoretické vychodiskd pre dejiny umenia. Bratislava 2005.

(Obhajoba sa konala 19. 5. 2005 na Filozofickej fakulte UK v Bratislave)

Oponentsky posudok dizertacnej price Mgr. Pet-
ry Handkovej na tému Kritickd muzeolégia. Prak-
tické dosledky a teoretické vychodiskd pre deji-
ny umenia.

Prof. PhDr. Ludmila Peterajovd, CSc.
Bratislava

Dizertalnd prdca md 117 strdn, 1 strana zoznam
reprodukcif a 10 strdn zoznamu literatry. Bohaté
a neraz textovo rozvinuté pozndmky pod ¢iarou ako aj
pocet citici{ vo vlastnom texte charakterizujii infor-
méciami mimoriadne obsaznt dizertalnil pricu. Pri-
chodi kladne hodnotit doktorandku za mnozstvo pre-
$tudovanej a vyexcerptovanej zahranicnej literatdry.

Rozdelenie price do troch hlavnych kapitol podd-
va jasny obraz o jej obsahu a cieloch. I. kapitola je
venovand kontextom kritickej muzeoldgie, II. kapi-
tola pojedndva teoretické koncepty kritickej muzeo-
légie, III. kapitola zahrnuje vystavnd prax tedrie.
Potial je koncept jasny.

Menej sa md¥eme orientovat v poCetnjch podka-
pitolach. V nich sa prelinaji jednotlivé otdzky sice pod
atraktivnymi ndzvami, ale v slede prekvapujtico roz-
kolatenom, takZe vznikd dojem mozaiky, ktorej ce-
lok autorka skladala z poznatkov z literattry, ktorou
sa priebe?ne pocas dlhsieho obdobia zaoberala.

Svoje postupy vysvetluje nas. 7-8: ,,Pomerne otvo-
rent koncepciu predkladanej dizertalnej préce, i tak
trochu sietovy charaktervysledného textu, spoluur-
Covali viaceré dovody.” Spomina Casovy aspekt, Ze
praca vznikala prili§ dlho, ale aj ,bytostne interdis-
ciplindrny charakter spracovdvanej problematiky”.
Takto vysvetluje ,iniky" do kontextov inych huma-
nitnych disciplin, naruSovanie koherencie textu atd.
V dalgej Casti Gvodu prizndva rbzne okolnosti spre-
védzajlice vznik préce, ako skuto¢nost, Ze od vzniku
zdmeru po definitivay text sa zmenili ndzory na mu-
zealnu tedriu a vystavnicku prax a ,vyprdzdnili sa aj
niektoré pojmy*®, s ktorymi pracovala. Naostatok za
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,slabinu“ podla mfia neodévodnene, pokladd aj vlast-
nt kurdrorskd prax a zdujem o teoretické aspekty ku-
rdtorskej prace. Povazujem to za plus, nie za minus.

II1. kapitola nazvand Vystavnd prax tedrie je roz-
delend do troch &asti s viacerymi podkapitolami. Tato
kapitola preukazuje uZ viac spisovatelskej zrucnosti,
posobi ucelenejsie, azda vznikala naposledy.

Ocefiujem samostatnost usudku, pokial ide
o hodnotenie si¢asnych a neddvnych aktivit Sloven-
skej narodnej galérie ako aj Galérie mesta Bratislavy.
Tieto otdzky by si zasldZili verejna diskusiu. Osobne
by som za vystavnicky netspech povaZovala podla
mdjho nézoru neobycajne nevydarend insraldciu go-
tického umenia v SNG.

Na druhej strane md SNG ako vrcholnd Stdtna
in3titicia chrénit a zverejiovat kultdrne hodnoty, ¢o
sa tyka tzv. ,velkych pribehov". V dizertaCnej préci
ma rudi skuto&nost, Ze sa vobec nerozli$uje medzi typ-
mi muze{, galérif, vystavami v ,kunsthalle®, pricou
so starym a si¢asnym umenim, so stdlymi zbierkami
a s prechodnymi vystavami. St tu predsa velké roz-
diely v metodike, cieloch, organizécii, adresnosti a vo-
bec vo vietkom.

Cenim si kritické tvahy zahrani¢nych teoretikov
o muzeologickej praxi, prind$aju vela novych podne-
tov, ktoré mdZu byt osozné pre skvalitnenie Cinnosti
miuzef a galérii, ale ich désledné uvddzanie do Zivota
je nemyslitelné. Tedrie nezévislych kritikov nemoézu
zmenit podstatu ani Louvru, ani Uffizi, ani National
Gallery atd. Aviak na malom Slovensku by priliSnd
radikélnost mohla de§truovat slabsie zdklady institd-
cii zberatelského charakteru s ich kultdrnospolocen-
skym poslanim. Siroké pole pdsobnosti novych nézo-
rov je tu viak v tvorbe prechodnych vystav, kde by
uz naozaj mohol zaviat novy vietor.

Vzhladom na charakter textu, nechtiac sa zamo-
tat do ,sietovo” spdjanych, i ked nesmierne zaujima-
vych detailnych nizorov a poznatkov doktorandky,
mbZem na margo prace vyslovit niektoré poznimky
vieobecného rdzu:

NajvddSiu zisluhu doktorandky vidim v obrov-
skom mnoZstve aktuélnej zahrani¢nej literattiry, keort
spristupfiuje a cituje.

Koncepcia price bola jasné a logickd. Ako ju na-
plnila, som v sdlade i s jej vypovedou naznatila. na-
zddvam sa, Ze pre dalSie vyuZitie tohto podnetného
materidlu by bolo potrebné text utriedit, literdrne
vydistit, zbavit nadbyto¢nych cudzich slov a na dru-
hej strane vulgarizmov, ako napr. ,aucajder”, ,aus-
stellungsmacherei®, i celkove skultivovat jazykovy
prejav.

Nazddvam sa, 7e problematika a zozbierand lite-
ratira st natolko prinosné, e by sa po prisluinej
uprave mal text vydat resp. pouZi¢ ako podklad pre
odborni diskusiu, pripadne semindr. K niektorym
diel¢im otdzkam sa eSte mdZeme vrétit pri obhajobe.

Zaverom: jednoznac¢ne odpord¢am dizertaénd pra-
cu Mgr. Petry Handkovej prijat k obhajobe. Je vy-
sledkom dlhodobého badatelského zaujatia, spristup-
fiuje vela aktudlnych problémov z rozvinutejiieho
zahrani¢ného prostredia, tykajicich sa muzeoldgie
a teoretickych vychodisk pre dejiny umenia, a o je
osobitne zdsluzné, pokisa sa ich aplikovat na domé4-
ce pomery. Moje kritické pripomienky sa netykali
natolko obsahu, vecnej strdnky ako jej formélneho
spracovania.

Bratislava, februdr 2005

Posudek disertacni prace Petra Handkova: Kritic-
kd muzeoldgia. Praktické dosledky a teoretické vjcho-
diskd pre dejiny umenia. Bratislava 2004, 128 s.

Prof. PhDr. Ji#i Kroupa, CSc.
Masarykova univerzita v Brné

WVEdy, kdyZ je néjakd disciplina v krizi a nevi, kam
ddl, zacne bovoiit o sujch metoddch”, ¥ikd jeden z mych
uliteld-historikd. V soucasné dobé miizeme tuto sku-
teCnost sledovat v déjepisu uméni, kolem né&ho se
obepinaji chapadla, tzv. kritické teorie a ,nové histo-
rie uméni.” Nejsem si zcela jisty slivkem ,krize“ pra-
vé v tomto pfipadé, i kdyZ vyroky nékterych severo-
americkych kritikd jsou hodné ostré (srpv. napf. tvr-
zeni o dé&jindch uméni jako ,nejkonzervativn&jii dis-

cipliné”). Naopak se domnivim, Ze d&jiny uméni jsou
jednou z nejmladsich humanitnich disciplin, a Ze tedy
zcela pfirozené diskutuji své klasické oborové otdzky,
ktoré byly ostatn& ustanoveny ne p¥ili§ ddvno, jako
napf. problém pfedmétu discipliny a jejich metod.
Tato diskuse se tyké pfirozené i oblasti aplikaci umé-
leckohistorickych pfistupt do Sirstho okoli. A pravé
zde hraje pomérné znatné déleZitou roli soucasnd
»kritickd muzelogie“. Z naznaleného déivodu je téma
pfedloZené dizertacni prace tolik viznamné a aktualni.
Reflekeuje totiZ nejen teorii a prakticky stav muzej-
nictvi, ale stejné tak jeho vyznam pro teoreticky po-
hyb v déjepise uméni.

Je tieba hned na pocétku fict, Ze disertaén{ price
Petry Handkové spliluje to, co slibuje ve svém titulu.
Zabyvié se totiz vykladem , kritické muzeologie, ale
soucasné ji zasazuje do kontextu uméleckohistoric-
kého vyzkumu a dobfe ukazuje, jaké mbfe mit pro
tento vyzkum disledky. Préce je skutedné velmi
podnétnd a zjevné poukazuje na tvirdl duch brati-
slavského akademického dstavu kolem prof. Bakoge.
Myslim, Ze je tfeba obdivovat (a soudasné vyzvednout)
autorcinu sectélost a piipravu k préci: deset husté
popsanych stran bibliografie na z4vér prace hovoii za
viechny komentdfe. Tato bibliografie poukazuje pfe-
deviim na anglo-americké teoretické prostieds, co¥
je pfiznacné doprovédzeno znalosti nékterjch némec-
kych praci z anglického piekladu (kupt. W. Kemp,
H. Belting). Snad by méla byt némeckd, pfipadné
alespori francouzskd soucasnd muzeologickd literatu-
ra v praci vice zohlednéna. Na druhé strané si viak
uvédomuji, Ze autorce jde ptedevsim o vyklad ,kri-
tické muzeologie" a odtud si miZeme vsvétlit jeji za-
méfenti se pravé v prvé fadé na severoamerické prostie-
di. Je tfeba navic podotknout, e ono zminéné biblio-
grafické mnozstvi odkaz8 nepfispiva nijak k mo¥-
nému nebezpe¢i kompilace & montdZe z textd.
Autorka je naopak vyu#ivd vidy s kritickym nadhle-
dem pro své vlastni a origindln{ uvaZovin{ nad prob-
lémem. Co je viak tfeba rovnéz zdlraznit, to je ta
skutecnost, Ze disertacni préce je velmi pfehledné ses-
tavena. Je totiz nejen rozvahou nad tématem , kritic-
ké muzeologie®, ale rovné tak jakymsi privodcem
po jejich problémovych okruzich. Je rozdélena do t¥
kapitol — Gstfednich &sti, keeré se postupné zabyvaji
nejprve riznymi kontexty kritické muzeologie, po-
zdé&ji jejimi teoretickymi koncepty a nakonec prak-
tickymi aplikacemi této teorie. Nem@ze byt pfiro-
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zené cilem posudku diskutovat kazdy jednotlivy Gsek
této nepochybné velmi vydafené prace. Zaméfim se
pouze na nékolik dil¢ich postehd.

Kontexty nové muzeologie tvoif takika pfirozené
zejména idea ,novych d&jin uméni® v jejich soucasné
mnohotvarnosti a nové pojeti vystav realizovanych
v soucasnosti. Zde autorka sleduje problém vystavy
jako textu, soudobé vytvafeni navitévnicky populdr-
nich vystav (,blockbusteri“) a naopak proti nim sta-
vi tzv. kritické v§stavy, uvaZuje o nové muzeologii
a pod. Zmifiovdna jsou takova diskusni témata jako
konec muzei, dvojité kédovani, kdnon, pfehledové
d&jiny uméni... Na téchto mistech se mi zdd, Ze au-
torka z8stdvé tak trochu pouze na vo&Sim povrchu
véci, reprodukuje a pom¥né mélo objasfiuje kontext
takovych diskusi. Urtité by bylo moZné ku prikladu
vyklad utinit ndzorn&j$i a zminit, jaké osobni a teo-
retické konsekvence si Hans Belting vzal z budovdni
nové koncepce Centra pro medidln{ uméni, pfi némz
na Hochschule fiir Kunstgestaltung v Karlsruhe on
sém plsobi, ptipadné jak déle rozviji sviij koncept
obrazové antropologie; jak pouZil Charles Jencks prin-
cip dvojitého kédovéni ve svych vlastnich parkovych
projektech. Stejn& tak Elkinsova kritika ptehledovych
d&jin uménf nenf jedinou moZnosti, jak se vyhnout jed-
nodimenziondlnimu, vyvojovému ,pfibéhu uméni.”

Muzeologickym tématem ,par excellence” je
oviem problematika kdnonu. Dnes se stalo jiz m6-
dou kanon kritizovat — to viak vede k opakovéni
a zjednoduseni argumentd. Proto by mohla byt pfe-
ce jen tato diskuse objasnéna dikladngji s ptihlédnu-
tim k pracim Domenica La Capry, jenZ se obdobny-
mi kategoriemi rovné? kriticky zabyval — oviem jako
historik mimo uméleckohistorickou ,kritickou teo-
rii“ sleduje spiSe kdnon literrnich textG. Pokud se
mi tyto pasdZe zdaji byt ponékud velmi strucné, ne-
plati to jiZ vibec o pozoruhodné autoriné metodic-
ké inovaci, kterou v této &ésti textu nalezneme. Mezi
kontexty nové muzeologie totiz fadi rovnéz ,filmové
studie” a velmi dovedné a inspirativné z nich pozdéji
ve svém dal$im vykladu tézi.

Ve druhé kapitole jsou v diserta¢ni praci pfedsta-
veny hlavni teoretické koncepty ,kritické muzeolo-
gie* od Foucaultovy inspirace pies nejdiileZitéjsi kri-
tiky, které formuji ,nové d&jiny uméni* — kritiku fe-
ministickou a postkolonialni. Opgt lze jen zdtraznit
autordinu schopnost vystihnout podstatu teoreotic-
kého problému a srozumitelné a ndzorné jej zpiistup-
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nit v textové &asti. Autorka poskytuje sobé a Ctenaii
velmi dobry prehled zékladnich kritickych postupt
jako zdrojl teoretickych a zejména novych praktic-
kych konceptd vystavni Cinnosti. Zde by bylo snad
moné z hlediska je§té vé&ti prehlednosti vykladu
oddélic Preziosiho kritiku od subkapitoly o foucaul-
tovské inspiraci. I kdy? uzndvdm, Ze samoziejmé z této
inspirace zndmy severoamericky estetik vychazi, ono
osamostatnéni by mohlo vyznadit pfedevsim jeho vy-
znamné postaven{ v ramci soucasné , kritické teorie™.
Preziosiho stanovisko je jistym zplisobem vyjimecné
rovnés tim, jak ve svych textech tzce propojuje insti-
tuci muzea, pojem uméleckého dila a obor déjiny
uméni. Osobn& se domnivim, e jeho piistup lze ddt
do souvislosti s uréitou odli¥nou tradici v umélec-
kohistorické historiografii — s tradici ,uménovédy”
vytvofené na estetickém zdkladé a odmitajici strikené
historické (a pfitom té2 ,historizujici) zakotven{ déjin
uméni. Proto je tento piistup velmi dobfe pochopi-
telny zejména v souvislosti se soucasnou vytvarnou
tvorbou. Konec koncd prévé vypravéni jediného , his-
rorického“ piibéhu moderniho uméni je v soucasnosti
asi nejvice tematizovanym a kritizovanym jevem dnes-
niho muzejnicevi i d&jin uméni.

Vlastné dobte srozumitelnym a logickym navé-
zénim na viechny dosud probirané teoretické kon-
cepty je nakonec posledni ¢dst disertalni price véno-
vand vfstavni praxi. Autorka nejprve probird razné
podoby soucasného vystavnictvi; poté se soustfeduje
na analjzu ,blockbusteru®, tj. vystavy-trhdku, keerd
je diilezitou sou¢dsti dne$niho vystavnictvia nakonec
kon& u osobnosti kuratora, kterd se stavé stale dile-
%it&j$im momentem vystavni praxe. Osobné necha-
pu ,blockbuster” pouze negativaé: vzpominim napf.
na paifsskou vystavu ,Siecle de Titien® kterd pfece
jen pinesla urcity obrat v chdpdn{ bendtské malby
16. stoleti (i kdy? jeji soucasti byl onen mohutny ka-
talog v m&kkych deskach, jen autorka kriticky zmi-
fiuje). V téchto Castech se ostatné autorka mnohem
vice zabyva dnesnf situaci ve slovenském muzejnictvi.
Pravé tyto pasdze jsou Ctendisky nesmirné zajimavé:
nejen proto, Ze jsou tyto véci nasemu prostfedi nepo-
mérné bliZe ne? situace zépadoevropskych a severo-
americkych muzef, ale i proto, Ze autorka prezentuje
svdj vlastn{ kriticky pohled do slovenského zédkulisi
na zékladé znalosti ,kritické muzeologie“. Snad by
bylo mo¥né pravé tyto pasdZe textu jeSté argumen-
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tatné doplnit a roziifit, ptipadné pfesunout z pozndm-

kového apardtu do hlavniho textu (jen mohu dodat,
ze kupf. myj vlastni pohled na bratislavskou vystavu
Mednyanszkého, kterou jsem jel ,blockbusterovsky“
z Brna navstivit, byl v mnohém intuitivné a ,zven-
ku“ podobny autoréinu.

I kdy? se v pfipadé disertalni price jednd pfede-
v8im o teoretickou praci, je napsina velmi srozumi-
telné a pfehledné. Pokud jako jazykovy laik mohu
posoudit, méd velmi hezkou jazykovou kulturu.
Z hlediska mé ,leské” Cetby mi vSak pouze trochu
délalo potiZze mnoZstvi uZivanych cizich slov namisto
slovenskych ekvivalentd (napf. zminény ,.blockbus-
ter", ,ausstellungsmacherei” a pod.) Je v8ak moZné,
ze ve slovenské jazykové praxi to neni chdpdno jako
nadbytedné a samozfejmé se k této praxi nemohu
vyjadfovat. Celkové oviem mohu opakovat, Ze se jed-
nd o vybornou préci, kterd by méla byt — jak se do-
mnivédm — publikovédna. Ostatné k této moZnosti se
konec konct vztahuji mé dosavadni ptipominky, které
nejsou ani tak zdleZitosti kritického postoje, jako spi-
Se doporuceni pro budouci publikovidni. V&fm totiz,
ze by si takovd prdce naSla své Crendfe iv Ceském
prostiedi. Domnivam se tedy, Ze prdce Petry Hand-
kové pfedstavuje skute¢né vyrazny umeéleckohistoric-
ky vykon a jednoznalné ji doporuluji k obhajobé.

Brno 5. 2. 2005

Skolitel'sky posudok dizertacnej prace Mgr. Pet-
ry Hanakovej: Kritickd muzeoldgia. Prakticke di-
sledky a teoretické vychodiskd pre dejiny umenia.
Bratislava 2004.

Prof. PhDr. Jdn Bakoi, DrSc.
Ustav dejin umenia SAV
Bratislava

Mgr. Petra Handkovd zacala svoju dizertadnd pré-
cu pripravovat uz v roku 1998, ked bola prijatd do
externej formy doktorandského §tidia do Ustavu de-
jin umenia SAV. Pri nédstupe na doktorandské §td-
dium bola téma jej dizertdcie stanovend volne ako
~Dejiny vystavovania na Slovensku®” s tym, Ze si ju
doktorandka postupne vyspecifikuje. Ked v roku
2000 presla do internej formy doktorandského $tu-

dia bola téma dizertdcie upresnend na ,Mizeum
a stifasné umenie: Teoretickd kritika umeleckohisto-
rického muizea umenia“. Cas, ktory uplynul medzi
ndstupom do externej formy doktorandského 3tiadia
a jej zmenou na internti formu doktorandku privie-
dol k poznaniu, Ze samotny terén teoretickej reflexie
problematiky je tak rozsiahly, Ze uZ i jeho prehladné
zmapovanie si vyzaduje monografické spracovanie.
Preto sa rozhodla slovenskd dimenziu témy odsunut
do pozadia, glosovat ju iba prileZitostne, a plne sa
sustredit na pokus zrekonStruovat sidobt svetovi
teoretickd reflexiu umeleckohistorickej muzeoldgie.
Ale za koneény ciel svojej prdce si vytydila sprostred-
kovanim najstcasnejSieho stavu kritického diskurzu
o danej téme vytvorit bdzu pre intenzivnej§iu seba-
reflexiu slovenskej umeleckohistorickej muzeoldgie.
Okrem toho, doktorandka dizertdciu vedome odlah-
¢ila aj od problematiky dejin muzea v presvedlent, Ze
by historicky rozmer problematiky prédcu zbyto¢ne
rozsiril. I ked treba povedat, Ze spomenuté dimenzie
— historickd genéza muzea i podrobnejiia analyza slo-
venskej umeleckohistorickej vystavnej praxe — by do
dizertdcie logicky patrili, doktorandke sa aj napriek
ich vynechaniu podarilo vypracovat konzistentny
a logicky vystavany spis. Naviac, pomerne dlhé ob-
dobie, kroré mala doktorandka k dispozicii na krys-
talizdciu témy a pripravu samotného textu sa pozi-
tivne prejavil v kvalite prdce: Doktorandka sa suve-
rénne a kompetentne pohybuje v rozsiahlej svetovej
spisbe na dand tému a je schopnd systematicky, pre-
nikavo a jasne sprostredkovat jej poznatky.
Handkovej dizertdcia je vystavand z troch Casti,
ktoré na seba logicky nadvazujt: zadina identifikova-
nim kontextov, v ktorych sa kritickd muzeolégia roz-
vinula, a v krorych sa odvija. Pokraluje rozborom
najvyznamnejdich teoretickych konceptov kritickej
muzeologickej reflexie. A vyustuje do analyzy rdznych
poldh vystavnej praxe, do ktorych sa teoretickd refle-
xia premieta, alebo ktoré kriticky komentuje. Po pre-
$tudovani prvej Casti price — Kontextov — mdZe vznik-
nat dojem, Ze sa doktorandka prili§ upriamuje na
imanentny vyklad, ked stavia na presvedceni, Ze kri-
tickd muzeolégia je v zdsade praktickym vytstenim
tzv. nového dejepisu umenia, praktickym rubom kri-
tickej tedrie dejin umenia. Po podrobnej analyze jed-
notlivych poldh kritickej muzeolégie, ktorym je ve-
novand druhd Cast, ddva viak svoj vyklad do kom-
plexnejSich stvislosti: Na mnohych miestach tretej
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Zasti prace ukazuje, %e kritickd muzeoldgia nie je len
projekciou tebrie, ale je bytostne voviazand do socidl-
nych, politickych a ekonomickjch pohybov stcasne;
spolo¢nosti, je odozvou na ne.

Hanékovej prica je napisand presnym, ale pricom
velmi bohatym jazykom. Doktorandka dokdZe vy-
stizne a zrozumitelne formulovat analyzované prob-
1émy, ale zérovei vie dat svojim charakrteristikim ling-
vistickt svie¥ost. Pravda, prisny kriticizmus, krorym
sa préca vyznaCuje na niektorych miestach (ako je
napriklad charakteristika situdcie v slovenskych ume-
leckohistorickych inStittcidch, ¢ situovanie sloven-
ského historika umenia ,,v klietke na trhovisku) ako-
by prechddzal do subjektivizmu. A aj niektor¢ ana-
légie zo susednych oblasti, ktorymi doktorandka
podporuje svoje oddvodnenia (najmi z oblasti reStau-
rovania) nie st celkom presné (ked napriklad rever-
zibilitu novych vrstiev, alebo ¢iarkovanu retu$ po-
klad4 z atypické postmoderné prvky). To viak ani
v najmen$om neumen3uje prenikavost a kompetent-
nost predloZenych analyz kritickej muzeolégie. Ha-
nékovej dizerta¢nd prica plne vyhovuje, podla m6j-
ho nazoru, kritéridm kladenym na PhD. dizertdcie.
7 uvedeného dévodu ju doporucujem prijat na ob-
hajobu.

Stanovisko Mgr. Petry Handkovej k oponentskym
posudkom

Vi4¥end komisia, vazeny pan Skolitel, pani opo-
nentka, pani oponenti, dovolte mi podakovat sa Vim
za Vase v podstate pozitivne posudky.

Nakolko to bude v mojich sildch pokisim sa rea-
govat na niekroré tu formulované kritické pozndmky
¢i doporucenia.

Eite pred tym by som viak chcela upozornit na
pér asi nie celkom zanedbatelnjch skutonosti. Svoje
doktorandské $tiddium som ukonéila v septembri
2003 a dizertadni pricu odovzdala s roénym sklzom
zadiatkom oktébra 2004 (teda pred viac ako siedmy-
mi mesiacmi). Od oktébra 2003 pracujem ako peda-
g6g a vyskumny pracovnik na subkatedre filmove;
vedy VSMU v Bratislave, kde prednd$am Dejiny sve-
tového filmu, Uvod do postmodernej kinematogra-
fie, vediem Kriticky semindr z aktudlnych filmovych
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teérif a pripravujem monografickd publikdciu o Pa-
lovi Bielikovi.

U skoro dva roky teda pracujem prioritne v inej,
aj ked kunsthistérii nie celkom vzdialenej vizuélnej
discipline. Pri¢om toto pozvolné odpttavanie sa od
jednej discipliny a postupné prilnutie k druhej je —
domnievam sa — mo#né vysledovat i v niektorych
kapitolach dizertaénej préce.

Tym vietkym chcem vlastne len naznacit, Ze dnes
pre mila mo¥no nebude celkom bezproblémové vrd-
tit sa k pre mfia nateraz (uZ isty Cas) uzavretej téme,
pomerne vzdialenej mojim aktudlnym zdujmom i
pracovnym povinnostiam.

Skuto¢nost, ¥e som, po niekolkych rokoch 3pecia-
lizdcie na muzeolégiu, nakoniec zakotvila v inej dis-
cipline, vlastne aj nepriamo vypovedd o tom, Ze 0 teo-
retickd §pecializaciu tohto typu, akoby nateraz nebol
v umelecko-historickych inStitdcidch na Slovensku
velky zédujem. To sa potom samozrejme tyka i pri-
padnej (vo viacerjch posudkoch mi odpordcane;j) pub-
likécie doplnenej &i revidovanej dizertalnej préce.
Obévam sa, %e by na Slovensku v akademickych kru-
hoch nenasla podporu a zrejme ani dostatocne pocet-
ny okruh Citatelov.

Eite raz by som sa chcela podakovat za vietky
$tyri svoje posudky, za priaznivé i nepriaznivé, kritic-
ké i pochvalné pozndmky. Zvl4$t vdacnd som svojim
posudzovatelom spoza Moravy, za ich erudované
,typy" ako pripadne doplnit, obohatit, prepracovat
predkladany materidl.

Formalnych & Seylistickych nezvycajnosti a prile-
¥itostného subjektivizmu (vytka prof. Bako3a) svojej
préce som si samozrejme vedomd. Hoci viem, Ze nie
vzdy st indexom autorského $tylu & neprenosného
genera¢ného pohladu, v niektorych pripadoch ich
povaZujem za nevyhnutné (vid prof. Bako$om rekla-
movan4, lebo zdmerne konfronta¢nd kapitolka
Kunsthistorik v klietke uprostred trboviska, ktord téma-
tizuje — okrem iného — narastajici nepomer merito-
kracie v umeleckych a umelecko-historickych kru-
hoch).

Ohladom vysokej frekvencie cudzich slov a neo-
logizmov v mojej dizertalnej praci: spitne uzndvam,
e mb¥e posobit iritujtico, podobne ako pricasté Gvo-
dzovkovanie ¢ kurzivovanie pojmov. S odstupom Casu
si uvedomujem, ¥e mdj pévodny zdmer uviest, res-
pektive v zdvere doplnit pricu terminologickym slov-
nikom som asi nemala zanedbat. Pravdepodobne by

som sa tak vyhla aj ur¢itému terminologickému za-
stardvaniu prace pod vplyvom uZ i v nafom jazyko-
vom priestore sa v poslednych mesiacoch objavujicej
literatiry (mdm na mysli hlavne Kritické pojmy dejin
umenia v slovenskom preklade ¢i Ceské prekladové
edicné projekty Co je to forografie? alebo Novd filmovd
bistorie).

Viaceré pozndmky &i vyhrady oponentov sa vobec
tykaji jazykového Stylu ¢ jazykovej kulttry prace —
st v dvoch pripadoch skor lichotivé, v jednom naopak
kritické. Profesorka Peterajovéd — z jej hladiska oprév-
nene — pife o potrebe dizertalny , text utriedit, literdr-
ne vycistit, zbavit nadbytoinjch cudzich slov a (...) vulga-
rizmov (...), celkove skultivovat jazykovy prejav”. Profe-
sor Kroupa si naopak na mojom dizertatnom texte
pochvaluje jeho , velmi hezkou jazykovon kulturi” a pro-
fesor Bakos jeho ,bobaty jazyk" a ,lingvistickii sviefost”.
Uvedomujem si, Ze prdca nie je napisana celkom $tan-
dardne, Ze pracuje so slovnikom, ktory neraz dost
mantinelovo Cerpd z rdznych jazykovych registrov, je
teda dost bohaty na rbézne druhy mezaliancii, kto-
rych raison d'étre ¢i funkénd nevyhnutnost sa viak
v texte priebezne pokasam obhdjit.

Musim vSak povedat, Ze ma skor tesf ako znepo-
kojuje tdto istd ndzorovd nekompatibilita oponentov
pri hodnoteni méjho ,spisovatelského vykonu*. Vy-
poveda totiZ nielen o vlastnych kvalitdch textu, ale aj
o vkladoch, olakédvaniach a jazykovych zvyklostiach
jeho erudovanych Eitatelov.

Tolko obhajoba formalaych strinok mojej prace.
Vyhrady jednotlivych oponentov k jej podstatnejSim
nedostatkom by som, s vedomim i ospravedlnenim
ich istého zjednodusenia ¢i redukcie, zhrnula nasle-
dovne:

— slaby historicky sediment préce (prof. Bako3),

— mozno nedostato¢né zohfadnenie francdzskej a ne-
meckej muzeologickej literattry (prof. Kroupa),

— madlo pozornosti venovanej rozli§eniu jednotlivych
typov inStitdcii, venujicich sa vystavovaniu vytvar-
ného umenia, rozdielom v metodike, cieloch, ad-
resnosti atd. (prof. Peterajovi)

— anazaver: fahkoverné podlahnutie fenoménu Kni-
zak (prof. Daniel).

Nedostatoéné historické ukotvenie spracovdvane;j
problematiky, podobne ako aj isté prili§né uhranutie
anglosaskym umelecko-historickym ¢ humanitno-
vednym prostredim a jeho ,diskurzom o mdzeu® mi
bolo profesorom Bako$om vytykané uZ pocas pisania

diplomovej préice (v roku 1998). No rovnako ako pred
niekolkymi rokmi, tak i dnes je mojim hlavnym pro-
ti-argumentom strach z prifiroko roztvorenych noz-
nic ¢ prihlboko zaborenej lyZice. Aj bez poctivého
vykreslenia historického sedimentu a aj v rdmci uZ
do istej miery vymedzeného prioritne anglosaského
teritéria bol totiZ najmi v zdverecnej faze price jej
(vlastne mojim) najvac$im problémom i najvicSou
brzdou jej priSiroky zdber. PriCom tento priSiroky za-
ber ¢i bohatost u nds doneddvna prakticky nezndme;j
problematiky eSte zdroveti umociiovala jej neuticha-
jaca Zivost a tieZ jej nereflektovand, nevedoma (vy-
tesnend?) potreba na domdcej pdde. Toto vstupné
priSiroké zacielenie potom moZno spdsobilo aj moje
akési intuitivne primknutie sa k materidlu, ktory vy-
kazoval podobné charakteristiky (mdm na mysli ame-
ricky diskurz) a urlité vytesnenie franctizskeho & ne-
meckého kontextu a literattry, ktorym som sa na
zaliatku nevyhybala, a ktory aj z vlastnej skisenosti
(ako ndvstevnik muzea) lepsie pozndm.

Na druhej strane ale ono vytesnenie eurdpskej
muzeoldgie &i tej historickej linie uvaZovania o ma-
zeu v stredoeurépskom priestore, kde zohrala svoj
vyznam viedenskd $kola dejin umenia, nebolo len otdz-
kou ¢asového deficitu ¢i vyrazom akejsi oidipovske;j
rebélie — snahy zdmerne sa vymedzit vodi svojmu $ko-
litelovi. Vyplynuli z mojich vlastaych inklindcif k si-
¢asnému umeniu. Teda k tomu typu & vrodeniu ume-
nia, ktoré, ako vieme, prinajmensom od ¢&ias kedy
New York ukradol ParfZu myslienku moderného
umenia, md svoje referenné jazykové i kulcirne
prostredie skor za ocednom ako v Eurdpe.

Na margo poznamky pani profesorky Peterajo-
vej, ze v praci malo zohladnujem rozdiely medzi jed-
notlivymi typmi inStictcii: Tu sa asi najviac prejavil
mbj nedostatok praktickych skiisenosti (o tom je viac
krdt zmienka i v posudku prof. Daniela), teda ono
urcité osobné obmedzenie kurdtora sacasného ume-
nia, kurdtora kunsthallového typu, ktory z vlastnej ska-
senosti velmi nepozna ¢o znamend prica s historickou
zbierkou.

Na druhej strane si ale nemyslim, Ze tento mdj
nedostatok praktickych skdsenosti, ¢i zmyslu pre
muzedlnu realitu sa tyka i méjho prehliadnutia zlo-
vestného mocenského vplyvu akrudlneho riaditela
Nirodnej galérie v Prahe Milana KniZdka. Mrzi ma,
ak moje vytrhnutie z kontextu KniZdka-teoretika
vyznelo naivne ¢ romanticky. MoZno som sa pri $tG-
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diu Kni¥4kovej novej publikdcie nechala prili§ uniest
prekvapenim, Ze tento — prepacte za vyraz — trochu
hulvaesky pdsobiaci riaditel dokéZe celkom erudova-
ne a subtilne o veciach uvazovat.

Domnievam sa, %e pan profesor mozno trochu
podcetiuje nasu znalost ,zdpadného” Ceského prostre-
dia resp. moc famy uzurpdtora KnfZdka. Prostred-
nictvom neblahej skdsenosti slovenskej kurdtorky,
svojho kritkeho &asu riaditelky Veltrzného paldca
Katariny Rusndkovej bol Kni#4kov 3tyl riadenia i jeho
efekty tlmodené i ndSmu prostrediu. I ked samozrej-
me bli¥ie nepoznim aktudlnu vystavnd dramatur-
giu & kultdrnu politiku Nérodnej galérie (jej vystav-
né vystupy pozndm len medzerovito), i mne je viac-
menej jasné, e emblematicky umiestneny Rodinov
Balzac vo vstupe do Veltrzdku je asi najskdr akymsi
nevedomym kryptoportrétom samotného Milana
KniZéka.

Moja kniZékovsk4 ,vlozka" sa v texte — uzndvam,
mo?no nie celkom zrozumitelne — objavila v savislosti
so snahou poukdzat na aktudlny dopyt po viziond-
roch na &ele muzedlnych indtittcif — viziondroch i uZ
szeemannovského alebo kniZdkovského typu. ISlo mi
aj o to, poukdzat na to, Ze v slovenskej muzedlnej
kulttire nateraz (a zd4 sa dlhodobo) ani takych — ani
onakych viziondrov niet. Tento deficit slovenského
prostredia som v prdci vnimala ako negativam, uve-
domujem si viak, e z eskej perspektivy, cez kniZza-
kovsky filter, mdZe pOsobit inak.
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Na charakter mojej prace zaiste vplyvali aj moje
Iudské, intelektudlne i ekonomické limity. To zna-
mend: &o som v ramci zdnru &i akademickej , povin-
nej jazdy“ dizertaénej préce bola schopnd fyzicky
zvladnut; ¢omu som v rémci svojich intelektudlnych
schopnosti a akademickou vyukou tradovanych zruc-
nosti bola schopnd porozumiet, a na zdver — a to je
bohuZial dnes skuto¢nost stdle menej zanedbatelna -
ktort publikdciu som si zo svojho vtedy 8-tisicového
dokrorandského $tipendia mohla dovolit kipit, kto-
ry materidl oxeroxovat, za ¢im som si mohla dovolit
vycestovat... Vysledkom — okrem iného — aj tejto
trojice urujicich stradnic je predkladand dizertatnd
praca.

Vo svojom muzeologickom zacieleni uZ nie je
v naSom prostredi vynimoZnd. Medzi¢asom vzniklo a
(ak sa nemylim) nadalej vznikd niekolko prac venova-
njch teoretickej ¢ historickej reflexii tvorby expozicif
(mam na mysli $tidie Mdrie Oriskovej a Sandry Kusej
v Arse resp. v Ro¢enke SNG). Difajme, Ze tieto price
(aj ked zrejme len v uZSom odbornom kruhu) budd
¢tané a budyd ztrofené. Dufajme, Ze nielen vycibria,
ale i trochu ,,vyskdlia“ ono oko znalca ¢i sympatizuja-
ceho amatéra, ktory sa tak naudf lepsie &itat a rozliSo-
vat nielen kvality diel, ale i kvality ,.kurdtorskych* ale-
bo umelecko-historickych vztahov medzi nimi.

Ospravedliiujem sa, ak som nereagovala na viet-
ky pripomienky, sndd bude elte priestor v diskusii.
Dakujem za pozornost.
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Cinnost Umeleckohistorickej spolo&nosti Slovenska v roku 2004

Marta HERUCOVA

Umeleckohistorickd spolo¢nost Slovenska pracu-
je pri Rade vedeckych spolotnosti SAV a jej sidlo je
na Ustave dejin umenia SAV, Diibravskd cesta 9, 841
04 Bratislava.

Vybor pracuje v $tvrtom roku svojho druhého
funk¢ného obdobia v nasledovnom zloZent:

Doc. PhDr. Karol Kahoun, CSc. (predseda), PhDr.
Marta Herucova (tajomnicka), Ing. arch. Andrej Fia-
la, PhDr. Ivan Gerat, PhD., PhDr. Zelmira Grajcia-
rovd, Mgr. Eva KriZanovd, PhDr. Mdria Smoldkovd,
CSc., PhDr. Eva Seftakové, CSc., Mgr. Alex Tahy.

Vybor zasadal v roku 2004 dvakrét: 19. mija
a 30. novembra. Zasadania sa uskuto¢nili tradi¢ne
v kaviarni Primacidl v nddvor{ Primacidlneho paldca
v Bratislave a boli venované redakénym a organizad-
nym otdzkam sdvisiacimi s finalizdciou publikovania
zbornika o AlZzbete Giintherovej-Mayerovej.

Umeleckohistorickd spolo¢nost Slovenska eviduje
208 ¢lenov (z toho 49 mimobratislavskych a 4 zahra-
ni¢nych). Vyska roéného Clenského je 150.- Sk; za-
platilo ho 61 ¢lenov (z toho 20 tzv. sponzorské). Pod
niz8i poCet platiacich sa podpisali aj zmeny a kompli-
kovanej3i spbsob platieb formou postovych pouki-
zok.

Aktivity

25. marca 2004 zorganizovala Umeleckohistoric-
ké spolo¢nost Slovenska v priestoroch Galérie mesta
Bratislavy, v Palffyho palaci, prednédsku o vysledkoch
posledného archeologického vyskumu Prof. PhDr.
Tatiany Stefanovicovej, CSc.: Nové poznatky o bratislav-
skom farskom kostole.

V septembri 2004 si Umeleckohistorickd spolo¢-
nost Slovenska vytvorila svoju webovi stranku, v slo-
venskej i anglickej verzii, a to v rdmci webovej stran-
ky Ustavu dejin umenia SAV.

27. novembra 2004 vysiel zbornik prispevkov
z kolokvia Stretnutie 50 Zivotom a dielom AlZbety Giinthe-

rovej-Mayerovej (Bratislava : Gerlach Print spol. s r.
0., 2004) v ndklade 150 kusov.

V decembri podala Umeleckohistorickd spolo¢nost
Slovenska prihlasku do AHICE (Art Historian Infor-
mation from Central Europe) so sidlom v Krakove.

Valné zhromaZdenie sa uskutoénilo 27. janudra
2005 v Pilffyho paldci na Panskej ulici v Bratislave.
Hlavnym cielom bola volba nového vyboru. Re¢, kto-
ra predniesol predseda UHSS docent Karol Kahoun
uverejitujeme v plnom zneni.

Privet a struénd informdcia o stave
Umeleckohistorickej spoloénosti Slovenska
pri prileZitosti valného zhromazdenia
diia 27. januéra 2005

Karol KAHOUN

Viézeni pritomni, ¢lenovia Umeleckohistoricke;j
spolo¢nosti Slovenska a hostia, dovolte, aby som Vis
srdeCne privital na valnom zhromaZdeni Spolo¢nosti
s programom, ktory sme Vam ponukli v pozvénke
na toto stretnutie.

Valné zhromaZdenie poriadame v silade so sta-
novami UHSS platnymi od 8. 3. 1990 a upravenymi
18. 2. 1993, podla ktorych je doterajst vybor povin-
ny po trojroénom funkénom obdobi ukondit svoju
¢innost a prostrednictvom volieb zabezpedit vytvore-
nie nového vyboru, ktory si spomedzi seba zvoli no-
vych veducich funkciondrov Spolo¢nosti, t. j. predse-
du (resp. podpredsedu), tajomnika a hospodira.

Terajsi vybor, zvoleny na valnom zhromaZdeni 27.
2. 2001 pracoval v zloZeni Karol Kahoun — predse-
da, Marta Herucovd — tajomnicka a ¢lenovia Andrej
Fiala, Ivan Gerit, Zelmira Grajciarova, Eva Krizano-
vd, Méria Smoldkovéd, Eva Sef¢ikové a Alex Tahy.
Vietkym ¢lenom vyboru vyjadrujem skutoéne hlbo-
ka vdaku za trpezlivd, aktivou a priatelska spolupréa-
cu, ktord sa stretdvala s porozumenim a podporou
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nielen aktivnych ¢lenov, ale aj vo verejnosti, odbor-
nych kruhoch a orgénoch rezortu kultdry. Stlasne
prosim o ospravedlnenie urlitého odkladu usporiada-
nia tohto zhroma¥denia. Sposobili ho tazkosti spoje-
né s finanénym zabezpelovanim naich aktivit mimo
kompetencie Spolo¢nosti samotnej. Napokon dne3né
uvedenie tretieho zo zbornikov mapujicich pre ve-
rejnost i pre nds samotnych formou kolokvii a publi-
kovanie ich priebehu vydéva svedectvo o naSich sna-
héch pri realizdcii viacerjch spomienkovych stretnuti
o vjznamnych osobnostiach slovenskej tedrie a dejin
umenia, prednaskovej ¢innosti, resp. o kontaktoch
lenov s umenim v teréne, expertizach predndskovej
dinnosti.

Vybor nadviazal na predchddzajice funkcné ob-
dobie a rozvinul aj nezanedbatelnt pozornost odbor-
nej verejnosti usporiadanim kolokvii nadvizujicich
na hodnotenie osobnosti Véclava Mencla podujatim
k jubileu narodenia, Vladimira Wagnera, Karola Va-
culika, Mariana Varossa, posledne AlZbety Giinthe-
rovej-Mayerovej. Dovolujem si pripomendt, Ze vo ve-
domi odbornej a Sirdej verejnosti sme takto umoznili
o%ivit vjznam fud{ tvoriacich délezité ¢lanky tradicie
slovenskej histérie umenia, hojne navtivenymi podu-
jatiami i publikovanymi prispevkami hodnoty vecnej,
informativnej aj populariza¢nej. Neskromne sa na-
zddvame, e sme takto spolu utvérali aj k budicim
pohladom na osudy naSej vednej discipliny a jej po-
etnych prisludnikov, ktorf spomedzi nds Coraz rych-
lejsie odchddzaji od vedeckych stolov, $kolskych ka-
tedier, z depozitdrov, redakénych a osvetovych zosku-
peni aj z radov ndSho zdruZenia.

Nechcem zdrZovat plénum vypoc¢tom dalsich po-
¢etnych aktivit Spolo¢nosti v priebehu funkéného
obdobia. St uverejnené v asopise Ars Ustavu dejin
umenia Slovenskej akadémie vied zvla$t za kazdy ka-
lendédrny rok.

Bolo by v3ak nespravodlivé, ak by som osobitne
nepodakoval tym indtitGcidm, ich pracovnikom a ria-
ditelstvam, ktoré fakticky, morélne i financ¢ne preja-
vili nielen tstretové pochopenie, ale aj podporu nasej
¢innosti spdsobom, ktory sa pri tak mdlo efektivnej
a ¢asto aj podcefiovanej préci stal impulzom i dopin-
gom udr¥ovania zéujmu o naSu formu profesionilne-
ho zdruZovania sa dnes uZ dvoch stoviek Zivych, ak-
tivaych, platiacich i pokojne driemajicich ¢lenov.

Preto dovolte pripomentut Pamiatkovy tGrad SR
s generdlnou riaditelkou Dr. Katarinou Kosovou, Slo-
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venski ndrodnti galériu s generdlnou riaditelkou Dr.
Katarinou Bajcurovou, Slovenské nirodné muzeum
s generdlnym riaditelom Dr. Petrom Mardkym, Ga-
lériu mesta Bratislavy s riaditelom Dr. Ivanom Jan-
tirom, pedagogickych pracovnikov Katedry dejin
umenia FiFUK a v neposlednej miere zdzemie posky-
tované v zmysle principov Rady slovenskych vedec-
kych spolo¢nosti pri SAV Ustavom dejin umenia SAV
s riaditelom Prof. Jdnom Bako$om. Pripomentt exis-
tenciu Rady slovenskych vedeckych spolo¢nosti SAV
ndam umoZfiuje uvedomit si spolupatri¢nost, moZnt
podporu, ale aj spoluzodpovednost ndsho zdruZenia
za rozvoj slovenskej vedy i jej popularizdciu. MoZno
je oso¥né pri dne¥nej prileZitosti spomentit skutoc-
nost 49 vedeckych spolo¢nosti v rdmci Rady a jej desat
tisic ¢lenov. Budem v3ak rdd osobny vyjadrenim po-
dakovania za porozumenie nasich problémov pracov-
nikmi tejto Rady, menovite Mgr. Eve Skuridkovej,
ktor4 ndm pomdhala prekonat uskalia organizaénych
kompetencii a lasti¢ tajni¢ky finannych krizoviek
sprevadzajicich moznosti nafich krokov, realizdcii
i plinov. M&zeme kongtatovat, Ze nasa bilancia finan-
cif je aktivna a mozno ju kedykolvek overit.

Na okraj nadej ¢innosti azda eSte niekolko pripo-
mienok uvedenych pre pripadnt diskusiu, ktord mé-
Yeme otvorit pofas — ddfam uskutoénitelnych — vo-
lieb pri vyuZiti moZnosti obsiahnutych v stanovach.

Rok 2004 poznaceny urlitymi objektivnymi taZ-
kostami nateraz nemo¥no §tatisticky vyhodnotit.
Najmi v druhej polovici roka sme dali prednost zais-
tovaniu uzatvorenia rozbehnutych aktivit — vydaniu
zbornika Doc. Alzbety Giintherovej-Mayerovej, kto-
1y redakéne a editorsky zaistovala popri obetavej or-
ganiza¢nej préci tajomnitka Spolo¢nosti Dr. Marta
Herucova. Vdaka iniciative Dr. Medveckého ma Spo-
lo¢nost od roku 2004 prezentdciu v slovenskom
i anglickom jazyku na internete. Pri Gcasti na [. zjaz-
de &eskych historikov umenia v Prahe v septembri
roku 2003 sme nadviazali kontakt s predsedom
Uméleckohistorické spole¢nosti Ceskych zemi Doc.
Romanom Prahlom s udrZiavanim plamienka spolu-
prace v roku 2004 a odovzdanim tychto kontaktov
pre nové vedenie nésho zdruZenia. Do budicnosti
zostdva otvorenou otdzkou aktivizdcie pomerne Siro-
kého rozptylu ¢lenstva — v ich existenénych dnes zlo-
zitych Zivotnych formdch instituciondlnom zaclene-
ni, ako aj regiondlnom rozmiestneni, ktoré mé ako
tak sa otvarajlicu $ancu zastupenia a profesijnej orien-

tacie. Ddvny problém uhrddzania ¢lenského prispev-
ku, krory mé postupnt tendenciu nérastu s negativ-
nymi dopadmi, aké uvddzaja stanovy, vybor vedome
neriedil. Povazovali sme za spravnejie rdtat s vyjadre-
nim stavovskej potreby spolupatri¢nosti prihlaskou
ku Spolo¢nosti u vietkych, ktorym dejiny umenia
vstipili do povedomia a do profesijnych foriem Zivo-
ta. Verime, Ze uchovanie $tatitu naej existencie
umozni v nasledujicich rokoch aj usilie budicej or-
ganizovanosti zdruZenia. Istotne ndjde cestu aj
k zlepSovaniu finan¢ného zdzemia i pomocou prispev-
kovej kultiry popri oficidlnej — no limitovanej — pod-
pore z verejnych zdrojov.

Azda len tolko na tvod valného zhroma¥denia.
Navrhujem plénu, aby sa pristtipilo k volbe vyboru,
resp. k diskusii a prosim Dr. Gerdta delegovaného
vyborom do volebnej komisie, aby volby realizoval.

Vysledky volieb

Hlasovanie bolo tajné formou volebnych listkov.
Zvoleni kandiddti a polet hlasov: Mgr. Dusan Bu-
ran, PhD. (31), Prof. PhDr. Dana Bofutova, CSc. (27),
PhDr. Méria Novotnd (27), Mgr. Mgr. Art Barbara
Baldzovd, PhD. (20), PhDr. Miria Oriskovd, PhD.
(20), PhDr. Magdaléna Kvasnicova (18), Mgr. Zuza-
na Francova (17), PhDr. Irena Kuchdrova (17), Mgr.
Bibiana Pomfyovd, PhD. (16). V pripade nesthlasu
so zvolenim budd osloveni v poradi dalsi kandidéti:
Mgr. Eva Petraskové (15), Mgr. Alex Tahy (13), Ing.
arch. Ludmila Husovsk4, CSc. (12), PhDr. Maria
Smolékvové, CSc. (9), PhDr. Zuzana Ludvigova (6),
PhDr. Stefan Orisko, CSc. (2), Mgr. Peter Horansky
(2), PhDr. Bedta Felova (1), PhDr. Kartarina Kosova
(1), PhDrx. Peter Jurkovi¢ (1), Mgr. Zvedelova (1).

Predsedkytiou UHSS sa stala Prof. PhDr. Dana

Bortutova, CSc. a tajomnickou Mgr. Mgr. Art Barba-
ra BaldZova, PhD.
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Ingrid CIULISOVA, Ustav dejin umenia SAV, Dubravska cesta 9, 841 04 Bratislava 4,
e-mail: dejuciul@savba.sk

Petra HANAKOVA, Filmovi a televizna fakulta VSMU, Svoradova 2, 813 01 Bratislava,
e-mail: petrahanakova@hotmail.com

Marta HERUCOVA, Ustav dejin umenia SAV, Dibravsk4 cesta 9, 841 04 Bratislava 4,
e-mail: dejumaha@savba.sk

Miroslav HRDINA, Katedra dejin vytvarného umenia FiF UK, Gondova 2, 818 01, Bratislava,
e-mail: mirohrdina@nextra.sk

Jif{ KROUPA, Semind¥ déjin uméni FiF MU, Arna Novéka 1, 602 00 Brno, e-mail: kroupa@phil.muni.cz

Hubert LOCHER, Staatliche Akademie der Bildenden Kiinste, Am Weiflenhof 1, 701 91 Stuttgart,
e-mail: hubert.locher@abk-stuttgart.de

Miria ORISKOVA, Katedra teérie a dejin umenia VSVU, Hviezdoslavovo ndm. 18, 814 37 Bratislava,
e-mail: oriskom(@marra.sk

Iudmila PETERAJOVA, Osuského 3, 851 03 Bratislava

Matthew RAMPLEY, Edinburgh College of Art Lauriston Place, Edinburgh, EH39DF United Kingdom,
e-mail: m.rampley@eca.ac.uk
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CALL FOR PAPERS

Past Perfected: Antiquity and its Reinventions

Organized by the U.S. National Committee for the History of Art
in affiliation with the Comité International d’Histoire de I'Art
Los Angeles, April 6-8, 2006

The NCHA solicits 250-word proposals for 25-minute papers for a conference exploring how classical
antiquity and its legacy have been displayed, represented, and imagined in cultural contexts around
the globe and to the present. Two major L.A. museum collections (the Huntington and the newly re-
furbished Getty Villa) provide a catalyst for examining how gardens, villas, and works of art have sti-
mulated responses ranging from aesthetic contemplation to eroticized desire. Conference panels will
encompass perspectives generated from both inside and outside European aesthetic traditions. The
conference’s four sessions will focus on “the classical” as a site of fascination and fantasy where the past
is presented and represented, studied and staged, consumed and contested.

Deadlines:

* Submission of proposals: 15 September 2005.
* Notification of acceptance: 1 November 2005.
* Submission of final papers: 15 February 2006.

For further information, please consult www.nchart.org.




