Konce The Endings
(a zacatky) (and Beginnings)
casu of Times

Sekce 1 / Session |

,E Ia vita anche la morte’ Sen, smrt, znovuzrozeni a ritualy pfechodu ve vizualni
kulture / ,E la vita anche la morte’. Dream, death, rebirth and rites of passage in
visual culture

Vedouci/Chair: Marcela Rusinko (MUNI)

Dne 6. ¢ervna 1977 si slavny italsky rezisér a scénarista Federico Fellini, autor Sladkého Zivota (1960),
éi Amarcordu (1973), poznamena do svého deniku vétu, jiZ mu ve snu z onoho rana v divérném tvuréim
souznéni na pozadi starovékych fimskych ruin sdéluje kolega Pier Paolo Pasolini: ,E la vita anche la morte'!
Tedy: ,I smrt je Zivotem'! Nebo ovS§em také: ,I Zivot je smrti'! Necekana dvojznacnost vykladu této fraze,
charakteristicka pro italsky original, otevira pole fadé Givah a interpretaci. Intimné osobni a souc¢asné radi-
kalné nadéasovy, nadindividualni a enigmaticky vzkaz nevédomi jednoho z nejvétsich evropskych filmaru
snad ve vSech znamych médiich a kulturach. Téma Zivota a smrti, pripadné iluze a snu, jenz je ovSem
také jistou ,malou smrti’, nebo onim oknem do jiné dimenze reality, pfipadna nejednoznacnost, fluidni
prostupnost téchto kategorii, ¢i rozmanité ritualy a artefakty prechodu s nimi spojené, jsou jednou z esen-
cidlnich oblasti lidské zkusenosti a umélecké tvorby, s paradigmatem ,novych poéatkd' neodmyslitelné
svazanou. Uchopime-li tento fenomén komparativné napf¥i¢ prostorem, éasem a jednotlivymi médii, mGze
vzniknout inspirativni a barvita vypovéd o moznych podobach ,konce a za¢atku' ¢asu jak individualniho,
tak sdileného.

On June 6, 1977, the famous Italian director and screenwriter Federico Fellini, author of La Dolce Vita
(1960) and Amarcord (1973), wrote in his diary a sentence that his colleague Pier Paolo Pasolini commu-
nicated to him in a dream from that morning in intimate creative harmony against the backdrop of ancient
Roman ruins: “E la vita anche la morte”! Which translates: “Even death is life"! Or conversely: “Life is death
too”! The phrase’s inherent ambiguity opens the field to several reflections and interpretations. Intimately
personal and at the same time radically timeless, supra-individual and enigmatic, this unconscious mes-
sage of one of Europe’s greatest filmmakers brings us back to the original centre of gravity of artistic cre-
ation which finds its imprint across centuries and millennia in perhaps all known media and cultures. The
theme of life and death, or illusion and dream, which is also a kind of “little death”, or a window to another
dimension of reality, the possible ambiguity, fluid permeability of these categories, or the various rituals
and artifacts of transition associated with them, creates one of the essential areas of human experience
and artistic creation, inherently tied to the paradigm of “new beginnings”. Thus, we propose to approach
the phenomenon comparatively across space, time, and a vast variety of media (from ancient sculpture
to film and performance), an inspiring and colourful account of the possible forms of ‘endings and begin-
nings’ of both individual and shared time can emerge.

1.1. Ondiej Jakubec

Sepulkralni pamatnik predmoderni doby jako liminalni zéna: vizualni komunikace Zivych a mrt-
vych v horizontu konce a pocatku

Prostupnost svéta zivych a mrtvych tvofi zakladni komunikativni ramec sepulkralnich pamatek. Prispévek se
zaméfi na pohiebni pamatniky raného novovéku, u nichz bude analyzovan specificky jazyk vizualni komunikace
antropologicky reflektujici interakci zivych se zemrelymi. Tradi¢ni uméleckohistorické pfistupy pritom obvykle
chapou zobrazeni postav na pohifebnich pamatnicich jako ,portréty”, jez se vztahuji ke ,skutec¢né” pozemské
existenci. Mimeticky charakter zobrazenych postav zdanlivé posiluje tuto komemorativni, retrospektivni funk-
ci ,zaznamu" zesnulych, na néz se vzpomina. Komemorativni smysl a vlastni Gcel pohifebnich pamatnikd byl
vSak soucasné i prospektivni, vztahovany k predstavé posmrtného, vééného Zivota. Sepulkralni pamatnik tak
postuluje specificky liminalni zkusenost, kterad tematizuje pfechodovou situaci mezi svétem zivych a mrtvych.
Analyticky model interpretace ikonografie zesnulych, zvlasté déti, bude vychazet ze specifického zobrazova-
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ni protagonistl jako stale Zivych a aktivnich aktért obrazu. Jejich podani bude vztazeno k dobové literatuie
knih dobré smrti a konsolac¢ni humanistické literatury, kterd konstruovala normy vyrovnani se se smrti blizkych.
Pohrebni pamatnik predmoderni doby predstavuje osobity element vizualni kultury, ktery v souhre vizualnich
a textovych konvenci/topoi prostfedkoval komemoraci a sou¢asné eschatologickou prospekci, stejné jako mohl
aktivizovat specifickou ,terapeutickou” funkci vyrovnavani se se smrti. Konstituoval prostor aktivni percepce
a osobni zkusenosti, v niz se konvenénim jazykem prostiedkovala prostupnost svéta zivych a mrtvych, zjevné
propojujici konec pozemského zivota s poc¢atkem zivota vééného.

The Pre-Modern Sepulchral Monument as a Liminal Zone: Visual Communication of the Living
and the Deceased in the Horizon of the End and the Beginning

The permeability of the worlds of the living and the dead forms the basic communicative framework of sepul-
chral monuments. This paper focuses on funerary monuments of the early modern period, in which the specific
language of visual communication will be analysed, anthropologically reflecting the interaction of the living
with the dead. Traditional art historical approaches usually understand depictions of figures on funerary mon-
uments as “portraits” that relate to a “real” existence of the dead. The mimetic nature of the depicted figures
seemingly reinforces this commemorative, retrospective function of the deceased to be remembered. However,
the commemorative meaning and actual purpose of funerary memorials was also prospective, related to the
idea of an afterlife in the kingdom of heaven. The sepulchral memorial thus postulates a specifically liminal ex-
perience that thematizes the transitional situation between the realm of the living and the dead. The analytical
model for the interpretation of the iconography of the deceased, especially children, will be based on the specif-
ic representation of the protagonists as still living and active agents of the image. Their rendering will be related
to the norms of coping with the death of the loved ones in contemporary religious and humanistic literature .
The pre-modern funerary memorial represents a distinctive element of the visual culture that, in the interplay of
visual and textual conventions/topoi, mediated both commemoration and eschatological prospection, as well
as may have activated a specific ‘therapeutic’ function of coping with death. It constituted a space of active
perception and personal experience in which conventional language mediated the transmissivity of the world
of the living and the dead, apparently connecting the end of earthly life with the beginning of eternal life.

prof. Mgr. Ondrej Jakubec, Ph.D. (nar. 1976), historik uméni, v letech 2005-2011 kurator Muzea uméni Olomouc (Arcidiecé-
zni muzeum v Olomouci), od roku 2008 pusobi v Seminafi déjin uméni FF MU v Brné, od 2015 na Katedre déjin uméni FF
UP. Zabyva se architekturou a vizualni kulturou raného novovéku, uméleckym mecenatem téhoz obdobi, problematikou
konfesijnosti uméni 16.-17. stoleti a ranénovovékou sepulkralni kulturou.

prof. Mgr. Ondrej Jakubec, Ph.D. (born in 1976), art historian, in 2005-2011 worked as curator at the Olomouc Museum of
Art, since 2008 he has been a member of the Department of Art History at the Faculty of Arts of the Masaryk University in
Brno, since 2015 at the Department of Art History at the Faculty of Arts of the Palacky University in Olomouc. He specializes
in the following research subjects: the architecture, visual culture and art patronage of the early modern period, confessio-
nalism in the art of the 16th-17th centuries and early modern sepulchral culture in Europe.

1.2. Zuzana Stefkova

Materské uméni mezi zivotem a smrti

Nikde jinde neni nestabilita hranic mezi objektem a subjektem tak zjevna jako v okamziku podeti a smrti. Tento
prispévek nahlizi problematiku poceti, potratu a porodu z hlediska posthumanismu a zkoum3, jak tyto procesy
a jejich zobrazeni kriticky nabouravaji humanistickou predstavu lidské bytosti jakozto autonomni entity a zdu-
raznuji rozSifené pole nasi vice-nez-lidské existence. Pfrispévek vychazi z analyzy tfi pfipadovych studii: maleb
Fridy Kahlo inspirovanych jejimi spontannimi potraty, performativniho dila americké umélkyné Alizy Shvarts,
ktera prostrednictvim opakované inseminace a nasledného poziti potratové pilulky testovala nejisty ontologicky
status byti, vzniku a zaniku zivota, a projektu ,Narozena v Berliné" polské umélkyné Joanny Rajkowské sleduijici-
ho jeji téhotenstvi, porod dcery Rosy a osud autorciny placenty. V obecnéjsi roviné se prispévek zabyva propust-
nymi hranicemi mezi lidskym a ne-lidskym a moznostmi reinterpretaci subjektivity a Zivota v kontextu mysleni
nového materialismu, zejména v souvislosti s teoriemi Rosi Braidotti a Astridy Neimanis.

Maternal Art Between Life and Death

Nowhere is the instability of the boundaries between object and subject more apparent than at the moment
of conception and death. This paper looks at the issues of conception, miscarriage and birth from a posthu-
manist perspective, and explores how these processes and their representations critically disrupt the humanist
notion of the human being as an autonomous entity and highlight the expanded field of our more-than-human
existence. The paper is based on the analysis of three case studies: the paintings of Frida Kahlo inspired by her
spontaneous abortions; the performative work of the American artist Aliza Shvarts, who tested the uncertain
ontological status of being, the origin and termination of life through repeated self-insemination and the subse-
quent ingestion of abortion pill; and the project “Born in Berlin” by the Polish artist Joanna Rajkowska, tracing
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her pregnancy, the birth of her daughter Rosa, and the fate of her placenta. On a more general level, the paper
deals with the permeable boundaries between the human and the non-human and the possibilities of reinter-
preting subjectivity and life in the context of New Materialist thought in relation to the theories of Rosi Braidotti
and Astrid Neimanis.

Mgr. Zuzana Stefkova Ph.D. je kuratorka a historicka uméni. Ziskala doktorat v oboru déjin uméni na Filosofické fakulté Uni-
verzity Karlovy s dizertaci na téma genderové aspekty télesnosti v eském soucasném uméni. Plsobi jako odborna asistent-
ka na Ustavu pro déjiny uméni FFUK a prednasi rovnéz na Vysoké skole umélecko-priimyslové v Praze. Je kuratorkou galerie
Artwall, spoluzakladatelkou c2c - kruhu kuratorG a kritikG a ¢lenkou uméleckoaktivistického kolektivu Mothers Artlovers.
Zabyva se rodic¢ovstvim, genderovymi a socialnimi otazkami v umeéni a uménim ve verejném prostoru.

Zuzana Stefkova is a curator and art historian. She received her PhD in art history from the Faculty of Arts at Charles Univer-
sity with a dissertation on gendered aspects of embodiment in Czech contemporary art. She works as an assistant professor
at the Institute of Art History at the Faculty of Arts and also lectures at the Academy of Art, Architecture and Design in
Prague. She is a curator of Artwall Gallery, co-founder of c2c - circle of curators and critics and a member of the art-activist
collective Mothers Artlovers. She is interested in parenting, gender and social issues in art and art in public space.

1.3. Jakub Kfriz

Delfini na rozhrani

Delfini v déjinach vytvarného uméni sehravaji zasadni tlohu na rozhrani dvou sfér, mezi Zivotem a smrti, venkem
a vnittkem, hloubkou a vysinami. Jiz ve starofeckych bajich vystupuiji jako zachranci utonulych (Arién), po boku
boha Apolléna pfenaseji duse pres vody smrti. V kiestanské symbolice zlistava jejich obraz rovnéz pozitivni. To
nazorné ukazuje vyzdoba westwerku benediktinského klasterniho kostela v Corvey. Kosmovo ztotoznéni vysiny
Prazského hradu s tvarem delfina patrné nebylo pouhou rétorickou ozdobou, ale snad mélo i svij symbolicky
presah. Delfin takto vymezuje rozhrani prostorovych sfér, oddéluje zivly zemé a vody. Doba 15. a 16. stoleti a za-
jem o antické dédictvi vyzvedly delfiny opét do poptedi, zaroven si motiv nadale uchovava svdj christianizovany
vyznam. Delfiny nalezneme na portalech méstanskych domd, kde plni apotropaickou funkci, ale i v sakralnim
prostiedi v pfipadé vstupl do chramovych prostor nebo pohtebnich kapli. Tedy na rozhrani mezi Zivotem po-
zemskym a zivotem vécnym.

Dolphins at the Boundary

In art history, dolphins play a crucial role at the boundary between two spheres, life and death, outside and in-
side, depth and height. Already in ancient Greek myths they appear as the saviours of drowned people (Arion),
carrying souls across the waters of death alongside the god Apollo. In Christian symbolism, their image also
remains positive. This is illustrated by the decoration of the westwork of the Benedictine monastery church in
Corvey. Cosmas's identification of the hill of Prague Castle with the shape of a dolphin was probably not merely
a rhetorical adornment, but perhaps also had its symbolic overlap. The dolphin thus defines the boundary of
the spatial spheres, separating the elements of earth and water. The 15th and 16th centuries and the interest
in the ancient heritage brought dolphins to the fore once again, while the motif still retains its Christianized me-
aning. Dolphins can be found on the portals of town houses, where they fulfil an apotropaic function, but also
in sacred spaces in the entrances to churches or funerary chapels. That is, at the boundary between earthly life
and eternal life.

Magr. et Mgr. Jakub Kriz vystudoval obory historie a déjiny uméni na Masarykové univerzité v Brné. V soucasnosti doktorand
na taméjsim Seminari déjin uméni. V rdmci psani disertacni prace se zaméruje na badani tykajici se méstské reprezentace
na prelomu 15. a 16. stoleti, konkrétné na problematiku radni¢nich budov (Brno, Olomouc, Praha). Zabyva se zejména ar-
chitektonickymi uméleckymi pamatkami, a to jak gotickymi, tak i baroknimi s ddrazem na jejich symbolicky, duchovni obsah.
Pritom asto vychazi z hermeneuticky orientovaného pristupu, jenz ma v ramci brnénské skoly uméni svou vlastni tradici.

Jakub KFiz studied history and art history at Masaryk University in Brno. Currently a doctoral student at the the Department
of Art History there. His doctoral thesis focuses on the research of urban representation at the turn of the 15th and 16th
centuries, particularly on the issue of town hall buildings (Brno, Olomouc, Prague). It deals mainly with architectural mo-
numents, both Gothic and Baroque, with an emphasis on their symbolic, spiritual content. He follows a hermeneutically
oriented approach, which has its own tradition within the Brno school of art history.

1.4. Barbora Kundracikova

Instalace-Preinstalace-Dezinstalace-Exhumace a Elevace. Beranovo Rehabilita¢ni od-
déleni Dr. Dr.

Environment RO Dr. Dr. predstavuje nejen v kontextu tvorby Zderika Berana (1937-2014) zvlastni predél - zje-
vuje se z ni¢eho a v takika nic zase mizi. Je snadné jej spojovat s Uskalimi pocinajici normalizace, se Sokem
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zpUsobenym rehabilitaci rezimu, ktery byl jesté pred nékolika malo lety takika na odpis. Ma vSak samoziejmé
vice vyznamovych vrstev, pficemz se navzajem proplétaji minulé, souasné i budouci, umélecky zargon a tradi-
ce, exaktni discipliny, pojmovy a materialni svét. Ma také svou osobni historii: Vzniklo v suterénnim ateliéru na
dvore domu v prazské Saldoveé ulici (1970/71), kde proslo prvni ontologickou proménou (zity prostor, zatékani).
Nésledné se uplatnilo jako zaklad Hromady, ,,obétiny umeéni” vytvoFené Cleny skupiny Zaostali (Ménes 1992).
jici etapy projektovani (hrobka), rezignace na né, ukladani do hrobu, zaskllvanl destrukce a zasypani, jIChZ se
Ucastni Beranovi pratelé, studenti, nahodni kolemjdoucii lokalni reprezentace, pl“'ic":emi je vSe dokumentovano
(bratfi Hronovi, Josef Putta) a archivovano (1993-1994). Byt se zd3a, Ze timto pfibéh jednoho z prvnich a nej-
vétsich environment( ve stiedo-vychodni Evropé kondéi, podobné jako konci samy déjiny, neni tomu tak. Zahy
totiz, v souvislostech nové se formujiciho svéta umeéni, v némz se zakonité vse znovu déje ,poprvé” (instalace),
vznikne poptavka Zivenad minulou zkusenosti (Bedfich Dlouhy), jiZ se nakonec chopi statni instituce (Narodni
galerie, Muzeum uméni Olomouc). Do jejich expozic jsou exhumované (a nepohibené!) pozistatky koncem
90. let preneseny. | je vSak ¢asem opusti — a stanou se prosté jen dalSim dilem v depozitafich. Co ted?, nabizi
se zeptat. Co s Rehabilitacnim oddélenim po jeho snad definitivnim umrti, tj. muzealizaci? Odpovéd’ zahrnuje
prekvapivou skalu variant, pficemz se nelze ubranit prfedstavé autora, tetelivé se chvéjiciho radosti - dokonce
i absolutni anihilace je totiz na stole. A to se, povazme, nepodafilo ani jemu samému.

Installation-Reinstallation-De-installation-Exhumation and Elevation. Beran's Rehabilitation De-
partment of Dr. Dr.

The RD of Dr. Dr. environment represented a special breakthrough not only in the context of the work of Zdenék
Beran (1937-2014) - it appeared out of nowhere and disappeared into almost nowhere. It is easy to associate
it with the hardships of the beginning of Normalisation, with the shock caused by the rehabilitation of a regime
that was almost a write-off just a few years ago. But of course, it has multiple layers of meaning, with past,
present and future ones intertwined, artistic jargon and tradition, exact disciplines, the conceptual and material
world. It also has a personal history: It was created in the basement studio in the backyard of a house on Sal-
dova Street in Prague (1970/71), where it underwent its first ontological transformation (lived space, leakage).
Subsequently, it was used as the basis of the Pile, the "sacrifice of art” created by the members of the group
Zaostali (Manes, 1992), from where it travelled to the garden of Jakub Kase's Lemberg castle. And so begins
the most legendary phase, comprising the stages of design (of the tomb), resignation, entombment, glazing,
destruction and burial, all of which were attended by Beran's friends, students, random passers-by and local
authorities, all of which are documented (by Hron brothers, Josef Putta) and archived (1993-1994). Although
this seemed to be the end of the story of one of the first and largest works of environment art in Central-Eastern
Europe, like the end of history itself, it was not. Soon, in the context of a newly forming art world, in which ev-
erything was inevitably happening again for the “first time” (installation), a demand arose, fed by the past expe-
rience (Bedfich Dlouhy), which was eventually taken up by state institutions (the National Gallery, the Olomouc
Museum of Art). The exhumed (and unburied!) remains were transferred to their exhibition spaces in the late
1990s. However, they too eventually left them - to become just another work in the depositories. What now?
one might ask. What is to be done with the Rehabilitation Department after its final demise, i.e., its museumifi-
cationation? The answer encompasses a surprising range of options, and one cannot help imagining the author
even trembling with joy - for even absolute annihilation is on the table. And this, let's confess, is something did
not achieve either.

Magr. Barbora Kundracikova, Ph.D. plsobi v Muzeu uméni Olomouc - Stfedoevropském féru (od roku 2019) a na Katedre dé-
Jjin uméni Univerzity Palackeho (od roku 2012). Spolupracu;e s Centrem pro vyzkum fotografie pfi UDU AV CR. Mezi oblasti
jejiho zajmu patfi sou¢asné uméni, metodologie déjin uméni a analytické pristupy k estetice.

Mgr. Barbora Kundracikova, Ph.D. works at the Olomouc Museum of Art - Central European Forum (since 2012) and at the
Department of Art History of Palacky University (since 2021). She cooperates with the Photography Research Centre at the
Academy of Sciences of the Czech Republic. Her areas of interest include contemporary art, the methodology of art history
and analytical approaches to aesthetics.

1.5. Tomas Winter

vrw

Velikonoc¢ni obét: smrt a vzkiiSeni modernismu na pozadi komunistické ideologie

Prispévek vychazi z intepretace obrazu Emila Filly Velikonoéni obét z roku 1948. Na pozadi reflexe umélcovy
situace po prevzeti moci Komunistickou stranou Ceskoslovenska se bude zabyvat SirSimi dobovymi debatami
o konci modernismu a paralelné vyvijenymi snahami ¢eskych teoretikll zaclenit modernismus do programu
socialistického uméni. Cilem pfispévku je ukazat, jaké strategie byly za timto Ucelem vyuzivany a jak byly
Uspésné. Zavér bude vénovan kratkému srovnani s normalizaéni situaci 70. a 80. let a bude si klast otazku, zda
Ize tehdy hovofit o novém, ,experimentalnim” socialistickém modernismu.
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The Passover Sacrifice: The Death and Resurrection of Modernism in the Context of Commu-
nist ldeology

The starting point of the paper is the interpretation of Emil Filla's painting The Passover Sacrifice from 1948.
Examining the context of the artist’s situation after the takeover of power by the Communist Party of Czechoslo-
vakia, the paper will deal with the broader contemporary debates about the end of modernism and the parallel
efforts of Czech theoreticians to integrate modernism into the programme of socialist art. The aim of the paper
is to show what strategies were used for this purpose and how successful they were. The conclusion will be de-
dicated to a short comparison with the normalization of the 1970s and 1980s, and will ask whether it is possible
to speak about a new, ,experimental” socialist modernism at that time.

Doc. PhDr. Tomas Winter, Ph.D. studoval déjiny uméni na FF UK (Ph.D. 2006). Béhem studia zacal pracovat v Ustavu déjin
uméni AV CR, kde plsobi dodnes. V soucasnosti je jeho rfeditelem. Zaméruje se na déjiny ¢eského a svétového uméni 19.
a 20. stoleti, na vztahy evropského a mimoevropského umeéni, problematiku karikatury, lidového uméni a ,nizkych” Zanra.
Viyucoval déjiny uméni na Zapadoceské univerzité v Plzni, Masarykové univerzité v Brné, Jiho¢eské univerzité v Ceskych
Budéjovicich a Vysoké skole uméleckopriimyslové v Praze, kde se v roce 2015 habilitoval. V letech 2018-2023 ptsobil na
Univerzité Palackého v Olomouci. Je autorem desitek odbornych studii, ceskych i cizojazycnych monografii, vystav a jejich
katalog. Je &lenem odbornych poradnich organt a redakénich rad odbornych éasopisa.

Doc. PhDr. Tomas Winter, Ph.D. studied art history at the Faculty of Arts, Charles University (Ph.D. 2006). During his studies,
he began to work at the Institute of Art History of the Czech Academy of Sciences where he still works today as the director
of the Institute. He focuses on the history of Czech and international art of the 19th and 20th centuries, on the relationship
between European and non-European art and the questions of caricature, folk art and “low” genres. He taught art history at
the University of West Bohemia in Pilsen, Masaryk University in Brno, University of South Bohemia in Ceské Budéjovice and
the Academy of Arts, Architecture and Design in Prague where he became Associate Professorin 2015. From 2018 to 2023,
he was a lecturer at Palacky University in Olomouc. He has authored dozens of journal articles, monographs in both Czech
and other languages, and prepared a number of exhibitions and catalogues. He is a member of academic advisory boards
and he is on the editorial boards of art history journals.

Sekce 2 / Session Il

Pamatkova péce budoucnosti - bez historikti uméni, anebo nadale s nimi? / Heri-
tage Conservation of the Future - without Art Historians or Still with Them?

Vedouci/Chair: Martin Horacek (UP Olomouc)

V péci o hmotné kulturni dédictvi mivali historikové uméni ve 20. stoleti silny hlas: fikali, co se ma stat
«pamatkou” i jak se ma o ni pecovat. Situace ve 21. stoleti piisobi méné prehledné. Pfibyly nové kategorie
pamatek a zaroven byl pamatkovy fond ochuzen. Pribylo chranénych Gizemi a zaroven vzrostla devastace
téch nechranénych. Do oborové rozpravy vstupuje vétsi mnozstvi aktéru. Kde je dnes misto historikti umé-
ni v souradnicich heritage science, critical heritage studies, architektury, uméni, restaurovani, ochrany
zivotniho prostredi, politickych programu a obéanského aktivismu? Co se zménilo? Jak historikové uméni
prispéji k zachrané dédictvi ohrozeného tlakem osmimiliardové populace, lokalnimi konflikty, ale i byro-
kratizaci a dalSimi vyzvami, jez takovy Max Dvorak pred vice nez stoletim sotva mohl predvidat? Vitame
prispévky vénujici se uloze historikii uméni v multidisciplinarni rozpravé o ochrané riznych typa (nejen)
kulturniho dédictvi — od obecnéji zamérenych uvah po pripadové studie reflektujici konkrétni kauzy pa-
matkové péce.
In the conservation of tangible heritage, art historians had a strong voice in the 20th century: they deter-
mined what should become “heritage” and how to treat this heritage properly. The situation in the 21st
century seems less clear. New categories of heritage have been added, while the heritage stock has been
depleted. The number of protected areas has multiplied, while the devastation of unprotected ones has
increased. More actors have entered the debate. Where is the place of art historians today in the coor-
dinates of heritage science, critical heritage studies, architecture, art, restoration, nature conservation,
political agendas and civic activism? What has changed? How will art historians contribute to saving our
heritage threatened by the pressures of a population of eight billion, local conflicts, bureaucratization and
other challenges that Max Dvorak could hardly have foreseen more than a century ago? We welcome con-
tributions that address the role of art historians in the multidisciplinary debate on the protection of dif-
ferent types of heritage, from more general reflections to specific case studies of heritage conservation.
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2.1. Katerina Adamcova
Autenticita jako klicovy pojem ceské pamatkové péce po roce 1989

+Autenticita” se stala pro formovani ideového zazemi pamatkové péce v Cesku po roce 1989 klicovym pojmem.

Mdzeme dokonce fici, Ze v dobové teoretické diskusi o smérovani tohoto oboru hrala autenticita stejné vyznam-
nou roli jako pro konstrukci nového kanonu déjin ceského moderniho uméni. Dobové chapani tohoto pojmu
muazeme sledovat jak na vybranych ptikladech obnovy pamatek, tak v pfispévcich publikovanych v prabéhu
90. let 20. stoleti na strankach ¢asopisu Zpravy pamatkové péce. Mezi nimi najdeme ryze teoretické texty, jako
je ¢lanek Mojmira Horyny ,Pamatka a jeji autenticita ve svétle teorie Aloise Riegla,” stejné jako prispévky, které
tento pojem konstruuji zdola, na zakladé konkrétnich zkuSenosti z aktualné probihajici rekonstrukce ¢&i restau-
rovani, jako je ¢lanek Martina Janise ,Osvobozena torsa” z roku 1999. Ptiznacné je, ze pti hledani odpovédi na
otazku, v ¢em spociva autenticita pamatky, ktera je pro Horynu i JaniSe samoziejmym predpokladem jejiho byti,
dochazeji sice oba autofi k ponékud protichlidnym zavérdim, zarover vsak shodné poukazuji na to, Ze autenticita
pamatky vyrlsta ze zvlastniho napéti mezi jeji historickou hodnotou, resp. uméleckou hodnotou, a tzv. cenou
stari, resp. hodnotou paméti. Az do nedavné doby obecné chapana nejednoznacnost vzajemného vztahu obou
uvedenych hodnot, védomi zna¢ného rozporu, ktery je zakladni charakteristikou pojmu ,autenticita’, a to nejen
ve vztahu k pamatkam, definovala cely prostor pamatkové péce u nas a projevovala se v fadé realizovanych
rekonstrukci a restauratorskych zasahu. V souc¢asnosti to vsak vypada, jako by se toto porozuméni vytratilo.

Ve svém pfrispévku se autorka zaméfi pravé na tento fenomén, ktery se zda byt znakem postupné, ale nezadr-
zitelné promény ideového zazemi, ktera navic az do posledni komplexni rekonstrukce Clam-Gallasova palace
v Praze probihala v jakémsi zvlastnim tichu a témér bez povSimnuti.

Authenticity as a Key Notion of Czech Heritage Conservation after 1989

"Authenticity” became a key notion for the formation of the ideological background of heritage conservation in
Czechia after 1989. We can even say that at the time authenticity played as important role in theoretical debate
about the direction of the field as it did in the construction of the new canon of the history of Czech modern art.
The contemporary understanding of this concept can be traced both in the selected examples of monument
restoration and in the contributions published during the 1990s in the journal Zpravy pamatkové péce [The
Czech Journal of Historical Heritage Preservation]. Among them we can find purely theoretical texts, such as
Mojmir Horyna's article “Pamatka a jeji autenticita ve svétle teorie Aloise Riegla” [Monument and its authenticity
in the light of the theory of Alois Riegl'], and also contributions that build on this concept from below, based on
specific experiences from the ongoing reconstruction or restoration, such as Martin Janis's article “Osvobozena
torsa” [Liberated Torsos] from 1999. It is significant that in their search for an answer to the question of the
authenticity of a monument, which for Horyna and Janis is a self-evident prerequisite for its existence, the two
authors reach somewhat contradictory conclusions. Yet at the same time they point out that the authenticity
of a monument grows out of a special tension between its historical value or artistic value and its so-called age
value or memory value. Until recently, the ambiguity in the understanding of the mutual relationship between
these two values, the awareness of the considerable contradiction that is the basic characteristic of the term
"authenticity” (and not only in relation to monuments) defined the whole area of heritage conservation in the
Czech Republic and manifested itself in a number of reconstructions and restoration interventions. Today, how-
ever, this understanding seems to have disappeared.

In her contribution, the author would like to focus on this phenomenon, which seems to be a sign of a gradual
but unstoppable transformation of the ideological background. Moreover, until the last complex reconstruction
of the Clam-Gallas Palace in Prague, this transformation took place in a kind of strange silence, almost unnoticed.

Katerina Adamcova vystudovala déjiny uméni v letech 1994-1999 na Ustavu pro dejmy uméni FF UK v Praze, kde také
nasledné absolvovala doktorské studium, uzaviené v roce 2007 obhajobou disertaéni prace na téma Jan Adam Dietz, Fer-
dinand Dietz a Jan Viclav Grauer a socharska dilna v Jezefi u Jirkova. Mezi lety 1998-2000 pracovala v SPU stiednich Cech
v Praze a mezi lety 2000-2012 na oddéleni restaurovani SPU ustiedniho pracovisté v Praze. Od roku 2011 pésobi jako
odborné asistentka Ustavu pro déjiny uméni FF UK v Praze. Od roku 1999 priibézné publikuje texty vénované baroknimu
socharstvi, restaurovani socharskych dél i pamatkové péce obecné.

2.2. Marie Foltynova
Copy and paste! Kopie a repliky misto znicenych pamatek

Prispévek ma za cil zamyslet se nad silicimi snahami pofizovat na mista zaniklych kulturnich pamatek nebo
uméleckych dél ve verejném prostoru kopie nebo repliky. V pfipadé verejnosti sledovanych kauz se do procesu
o rozhodovani, zda je vhodné na misto zmizelé (zaniklé, zniCené, zamérné odstranéné) pamatky nebo umélec-
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kého dila pofidit kopii, zapojuji kromé odbornikl spolky, aktivistické skupiny, politicka uskupeni a vefejné mi-
néni. Diskuzi vyhrava mocensky nebo politicky tlak vétSinou podporeny ziskanymi finanénimi zdroji. Z hlediska
dé&jin uméni je podstatou uméleckého tviréiho podinu vzdy original, ke kterému se pak vztahuje uménovédné
badani zarazujici dilo do déjin uméni a kulturné spolec¢enského kontextu. Kopie nebo repliky nam dodaji pouze
ponéti o formé ztraceného dila, nikdy nemohou original nahradit. Konzervativni pamatkova péce prosazuje pa-
matky na hrané zZivotnosti nahrazovat v exteriéru kopiemi (jedno jak kvalitnimi) a tento poZadavek také aplikuje
na pripady, kdy pamatka zanikla, a to i v hlubsi minulosti. Podobné se chovaji i municipality nebo ob¢anské ini-
ciativy, které pozaduji navraceni ztracenych vefejnych plastik ¢asto spiSe ze sentimentu, nezli z ddvodu mimo-
radné umeélecké kvality nebo vyznamu zaniklého dila. K objektivnimu zhodnoceni reseni by historici uméni méli
byt relevantnimi partnery v diskuzi mezi pamatkari, iniciatory zaméru a realizatory dila jako nezaujati odbornici,
ktefi by méli zhodnotit kontext a kvalitu plvodniho uméleckého dila a v pfipadé realizace kopie/repliky ptispét
k ziskani skute¢né hodnotného nového dila misto karikatury.

Copy and Paste! Copies and Replicas instead of Destroyed Monuments

The aim of the paper is to reflect on the growing efforts to make copies or replicas of vanished cultural monu-
ments or works of art in public space. In the cases under public scrutiny, not only experts, but also various asso-
ciations, activist groups, political groups and public opinion are involved in the process of deciding whether itis
appropriate to make a copy of a disappeared (extinct, destroyed, deliberately removed) monument or artwork.
The debate is won by power or political pressure, usually backed by the financial resources raised. From the
point of view of art history, it is always the original that is the essence of an artistic creation and to which art his-
torical research then refers, placing the work in its art historical, cultural and social context. Copies or replicas
can only give us an idea of the form of a lost work; they can never replace the original. Conservationists often
advocate replacing outdoor monuments at the end of their lifespan with copies (no matter how good), and this
also applies to cases where a monument has disappeared, even in the more distant past. Similarly, municipali-
ties or civic initiatives demand the return of lost public sculptures, often out of sentiment rather than because
of the exceptional artistic quality or significance. In order to evaluate the solution objectively, art historians
should be relevant partners in the discussion between the conservationists, the initiators of the project and the
creators of the work, as unbiased experts who should evaluate the context and quality of the original artwork
and, in the case of a copy/replica, contribute to obtaining a truly valuable new artwork instead of a caricature.

Magr. Marie Foltynova, Ph.D., absolvovala magisterské a doktorské studium déjin uméni na FF UK, od roku 1997 plsobi
v Galerii hlavniho mésta Prahy. Do roku 2004 zde pracovala nejdrive jako externi lektorka a posléze vedouci lektorskych pro-
gramd, vytvarného ateliéru a kurz( Galerie hlavniho mésta Prahy. V letech 2009-2012 pracovala jako odborna pamatkarka
v oddéleni evidence movitych pamatek Gizemniho pracovisté Stiedni Cechy. V roce 2012 se vratila do GHMP na pozici kura-
torky verejné plastiky. Od roku 2018 vede Oddéleni spravy verejné plastiky. Od roku 2016 spolupracovala na pfipravé a na-
sledné implementaci programu Uméni pro mésto zaméreného na systematickou podporu sou¢asného uméni ve verejném
prostoru ze strany hlavniho mésta Prahy. Jednotlivé projekty se soustredi nejen na osazovani trvalych instalaci, ale i realizaci
docasnych uméleckych intervenci ve spolupraci se samospravami méstskych ¢asti a dalSimi prazskymi organizacemi.

2.3. Richard Biegel
Historik uméni pamatkarem?

Zajem o pamatky je s profesi historikl uméni spojen od modernich pocatkl oboru v 19. stoleti. Snaha zachovat
dila, u nichz byly rozpoznany jejich hodnoty, byla a je logicka a pfirozena. Presto je tento presah z bézné umé-
novédné prace vyjimecny. Teoretické nazory se v ramci zachazeni s pamatkami museji prevést do redlné praxe,
a to se vSemi limity a dUsledky, které nutné vychazeji z dobové podminéného nazoru. V roli pamatkare se tak
historik umeéni z teoretika nahle stava praktikem a z pozorovatele a glosatora interpretem a tvlircem, a to, at si to
uvédomuje, nebo ne. Atributem zdsahu do pamatek je tak nikoli moznost, ale nutnost volby, kterd pamatku vzdy
nevratné promeéni. Z déjin naseho oboru je zfejmé, nakolik mohly dobové nazory vést k zadsahlim, které dnes
vhimame jako velmi sporné. Moznou reakci na tuto skutec¢nost je rezignace a snaha do obdobnych sport radéji
vlbec nevstupovat. Nepopfrel by tim vsak historik uméni samy zaklady své profese a jeji odpovédnosti? Cilem
pfispévku bude podivat se na rlizné aspekty ,pamatkového” plsobeni historikd umeéni v priibéhu 20. stoleti
a zamyslet se i nad jejich roli v sou¢asnosti.

The Art Historian as Conservationist?

Interest in monuments has been associated with the profession of art history since the modern beginnings of
the field in the 19th century. The desire to preserve works whose value has been recognised was and is logical
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and natural. Yet this overlap with the everyday work of art history is exceptional. Theoretical views must be
translated into real practice in the treatment of monuments, with all the limits and consequences that necessa-
rily follow from a period-conditioned view. Thus, in the role of conservationist, the art historian suddenly shifts
from being a theorist to being a practitioner, and from being an observer and glossator to being an interpreter
and creator, whether she or he is aware of it or not. The attribute of intervention in monuments is thus not the
possibility but the necessity of a choice that always irreversibly transforms the monument. The history of our
field shows the extent to which contemporary views may have led to interventions that we now see as highly
questionable. A possible reaction to this fact is resignation and an attempt not to enter into similar disputes at
all. However, would this not deny the art historian the very foundations of the art historical profession and its
responsibilities? The aim of this paper will be to look at various aspects of the “heritage conservation” work of
art historians during the 20th century and to reflect on their role in the present.

doc. PhDr. Richard Biegel, Ph.D., Ustav pro dé&jiny uméni FF UK - Historik uméni se specializaci na architekturu, urbanismus
a pamatkovou péci, predseda Klubu Za starou Prahu. Zabyva se zejména déjinami architektury od renesance po 20. stoleti.
Velkou miru pozornosti ale vénuje i sou¢asnému déni v architekture, urbanismu a pamatkové péci. Aktivné se angaZuje ve
véci ochrany architektonického dédictvi (od roku 1996 ptsobi v Klubu Za starou Prahu) a publikuje i prace na tato témata.
Jeho studie, napi: monografie Mezi barokem a klasicismem &i stati v obsahlé syntéze Barokni architektura v Cechéach, cha-
rakterizuje snaha o porozuméni jednotlivym architektonickym fenoméndm v Sirsich domacich i evropskych souvislostech.

2.4. Frantisek Chupik

«PFijdes-li do mésta, ¢istou vodu nehledej.”

Kdyz nékdy v roce 1777 vyslal otec (pro stalé neshody s macechou) Kobajasi Issu do Eda, jisté mohlo byt ivodni
haiku odrazem pocitt ¢trnactiletého jinocha z hlavniho mésta $6gunatu. Sice jsme na asijském ostrové koncem
18. stoleti, ale Silenstvi priimyslové a postpriimyslové epochy 19. a 20. stoleti mohou v urbanizovaném ¢lovéku
vyvolavat obdobné pocity, jaké zazZival mlady Issa. Bezpeci, tradice, klid, sepéti s pfirodnimi rytmy i zvifaty jsme
nahradili v planetarnim méftitku za rychlost, moznosti, pohodli, hmotné statky a viru v lepsi zitfek. Opatrna dis-
tribuce bohatstvi ve spojeni s principy demokracie zpUsobily, Ze jiz v 19. stoleti se povédomi o hodnotach mist
a véci nesoucich pamét dostava mimo exkluzivni kruhy aristokracie. Tyto kvality tak historici uméni nevysvétluji
pouze kvalitnim genofondem nabitému mecenatu, ale provérfuji je Siroké masy relativné vzdélanych obc¢and.
Pres svétové konflikty se Evropé ve 20. stoleti stale dafilo, ackoliv ekonomicka dynamika se postupné prelila
do USA, odkud se nedavno odebrala do nékterych ¢asti Asie. Evropa se stala muzeem, jez pod tlakem migrace
a environmentalnich podminek ¢eka epocha s konflikty, na které jiz zapomnéla.

Jak si v této situaci stoji pamatkar, kdyz jeho principy davno vyklouzly z vyhradnich rukou materského oboru
déjin uméni? Pokud tyto nechtéji zaniknout na své autopoiesis a litostivé prihlizet zaniku uméleckych dél, pak
musi byt vidét a slySet. A to i v systému pamatkové péce, ktery je multioborovy, byrokraticky a zivy vlastnickymi
vztahy. V konkurenci okolnich vjemu a Sokujiciho mnozstvi informaci nic jednoduchého. Stoji to vsak za to. Jen
malo véci dokaze nést tak jasné hodnoty minulosti jako pamatky. OvSem pouze za predpokladu, Ze je budeme
umét vysvétlit kritické hranici mas. Je to Uroboros, pficina i nasledek...

“If You Come to a Town, Do Not Look for Clean Water.”

When, sometime in 1777, his father sent Kobayashi Issa to Edo (due to ongoing disagreements with his step-
mother), the opening haiku could surely have been a reflection of the feelings of the 14-year-old boy from the
capital of the Shogunate. We may be on an Asian island at the end of the 18th century, but the frenzy of the
industrial and post-industrial eras of the 19th and 20th centuries can evoke similar feelings in an urbanized per-
son as those experienced by young Issa. On a planetary scale, we have substituted safety, tradition, tranquillity,
connection with natural rhythms and animals for speed, opportunity, convenience, material goods and a belief
in a better tomorrow. The careful distribution of wealth, combined with the principles of democracy, meant that
as early as the 19th century, awareness of the value of places and things that carry memory reached beyond the
exclusive circles of the aristocracy. Thus, art historians do not simply attribute these qualities to a quality-laden
gene pool of patronage, but examine them in the broad masses of relatively educated citizens. Despite global
conflicts, Europe still prospered in the 20th century, although the economic momentum gradually spilled over
to the US, from where it has recently migrated to some parts of Asia. Europe has become a museum, facing an
era with conflicts it has forgotten under the pressure of migration and environmental challenges.

Where does the conservationist stand in this situation, when their principles have long since slipped from the
exclusive hands of the parent discipline of art history? If these do not want to perish on their autopoiesis and
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pity the demise of the works of art, then they must be seen and heard. And this is also true in a heritage conser-
vation system that is multidisciplinary, bureaucratic and reliant on relations of ownership. In the competition of
ambient perceptions and a shocking amount of information, nothing is easy. But it is worth it. Few things can
carry the values of the past as clearly as monuments. Of course, that's only if we can explain them to a critical
mass. It is Uroboros, a cause and its effect...

Magr. Frantisek Chupik, Ph.D., je historik uméni a pamatkar, jenZz absolvoval magistersky studijni program teorie a déjiny
vytvarnych uméni na FF UP v Olomouci (1998), kde také pokracoval v doktorském studiu pod vedenim Ivo Hlobila. Védecké
Skoleni ukoncil v roce 2010, pficemz se se orientoval na pozdné stfedovéeka opevnéni. K1. 1. 2011 byl jmenovan feditelem
tzemniho odborného pracovisté NPU v Olomouci. V paméatkové péci plsobi 26 let, pficemz se zaméruje na druhostupriova
fizeni a slozité pripady. Externé prednasi kazuistiku pamatkové péce na Katedre déjin uméni FF UP v Olomouci.

Sekce 3 / Session i

Uéenim k novému svétu. Vzdélavani umélcu, architektek a designéri v reakci na
spolec¢enské promény / Through Learning Towards a New World. Education of
Artists, Architects and Designers in Response to Social Change

Vedouci/Chairs: Veronika Rollova - Johana Lomova (UMPRUM)

o podobé a smyslu umélecké tvorby. V tomto panelu nas zajima, jak se spolecenska a politicka objednav-
ka promitly ve struktuie a pribéhu skoleni umélci, jak se proménovaly jeho formy a cile v navaznosti na
vize budoucnosti, respektive odmitani starych poradku. Mezi otazky, které si feénici kladou, pat¥i: Jakou
roli v umélecké vyuce hralo ziskavani praktickych zkusenosti pri podilu na verejnych zakazkach pedago-
gu? Jak architekti vnimali pluralitu vzdélavacich modelti nabizenych rtiznymi institucemi? Komu se (ne)
mohlo dostat z architektonického vzdélani? Jaky byl vztah volného a uzitého uméni ve vzdélavani na skole
uméleckoprumyslového typu? Jaké modely financovani uméleckého skolstvi byly promysleny? Zabyvame
se zde vizemi zasadnich institucionalnich promén i drobnéjsim méritkem konkrétnich experimentalnich
pedagogickych pfistupi. RAmcem ziistava spoleéensky kontext rozpinajici se od 19. stoleti az po obdobi
transformace 90. let 20. stoleti.

Since the end of the 19th century, art education in its broadest sense has been institutionally integrated
into debates about the form and meaning of artistic creation. In this panel we are interested in how social
and political demands have been reflected in the structure and course of artists’ training, and how its
forms and aims have changed in relation to visions of the future or the rejection of old ways. Among the
questions the speakers will be asking are: what role did the acquisition of practical experience play in art
education when students participated in public commissions of their teachers? How did architects percei-
ve the plurality of educational models offered by different institutions? Who had access (or not) to archi-
tectural training? What was the relationship between fine and applied arts in an arts and crafts school?
What models of financing art education were considered? We are concerned with visions of a major insti-
tutional transformation as well as the finer scale of specific experimental pedagogical methods. A social
context provides the framework, ranging from the 19th century to the transformative period of the 1990s.

3.1. Petr Samal
Student versus zivnostnik.
Promény vyuky socharstvi na konci 19. stoleti a dobovy spor o praci a kompetence

Ackoliv éra 19. stoleti predstavovala obdobi velkych zmén v celkové dynamice vytvarného zivota, na niz se
podilel vznik uméleckych skol, verejnych vystav a reprodukénich technologii, oblast socharstvi v nékterych
téchto ohledech ponékud zaostavala za malitstvim. Slo zejména o umélecké Skolstvi, v némz bylo socharstvi
dlouho odkazano na zvyklosti, pretrvavajici jesté z barokniho obdobi - az do posledni ¢tvrtiny 19. stoleti totiz
v Ceskych zemich platilo, Zze socharskych dovednosti se dosahovalo vyhradné pod vedenim mistra v nékteré
z kamenosochatskych, fezbarskych &i Stukatérskych dilen. Teprve otevieni prazské Uméleckopriimyslové skoly
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(1885) a vznik socharského ateliéru na prazské Akademii (1896) prinesly nové prilezitosti ke specializovanému
socharskému vzdélavani v oblasti dekorativni i figuralni tvorby. Tehdejsi ucitelé uplatriovali nejenom standardni
ateliérovou vyuku, ale v souladu s evropskym trendem uméleckého Skoleni uvadéli své zaky do svéta umélecké
profese jejich pfimym angaZovanim na vytvarnych zakazkach. Jmenovité sochar Celda Kloudek se pravé ve
spolupraci se svymi studenty podilel na obnoveni tradice nanasené stukatérské prace v interiérech a prtcelich
budov, zatimco Josef Vaclav Myslbek umoznil svym Zakdm modelovat i realizovat figuralni kamenosochaiské
prace v oblasti vefejnych staveb. Tyto aktivity se vSak setkaly s odporem ze strany etablovanych sochatt starsi
generace, nebot z jejich pohledu Slo o nespravedlivy zasah do jejich prav a ohrozeni jejich pracovnich pfilezitosti.
Na pozadi tohoto mezigenerac¢niho napéti se prispévek zaméruje na impulzy, kterymi soudoba vytvarna peda-
gogika prispéla k rozvoji moderniho sochafrstvi.

Students vs Tradesmen.

Changes in Sculpture Education at the End of the 19th Century and the Struggle for Work and
Competence

During the 19th century, there were many changes to the overall dynamics of the art world, including the found-
ing of art schools, the opening of public exhibitions and the invention of reproduction technologies. Sculpture
fell behind in those areas somehow, though. Above all, it faced a lack of artistic education. Until the last quarter
of the 19th century, it was confined to the Baroque practice of gaining artistic skill under the master's leader-
ship in some of the period stonemasonry, woodcarving or stucco workshops. It was just the opening of the
School of Decorative Arts in Prague (1885), as well as the opening of the Studio of Sculpture at the Prague
Academy (1896), which brought new opportunities for sculpture training, both in decorative and figural field.
The teachers provided not only studio teaching, they also helped to introduce the students to the artistic profes-
sion by directly involving them in particular commissions, in keeping with the European educational trends. It
was the sculptor Celda Kloucek in particular, who participated in the revival of stucco works in the interiors and
exteriors of buildings, while Josef Vaclav Myslbek allowed his students to model and execute stone sculptures
for big public buildings. All those activities encountered resistance from established senior sculptors, because
they saw them as intrusions into their rights, as well as a threat to their job opportunities. Against the backdrop
of those tensions, the paper focuses on the impulses of artistic education of the time, which contributed to the
development of modern sculpture.

Petr Sdmal se ve své publikaéni a vyzkumné &innosti zaméruje na vytvarné uméni ,dlouhého 19. stoleti.” Jako kurator a autor
usporadal radu vystav, mj. Bydleni v uméni (NGP 2019-2020), v niz bylo komplexné predstaveno téma dekoru architektury
19. stoleti v Cechéch, ¢&i Akvarel mezi Prahou a Vidni (NGP 2023-2024), ukazujici akvarel jako techniku, prostupujici véemi
vytvarnymi obory a styly. PGsobi na Ustavu pro déjiny uméni FF UK, kde se vénuje znalectvi uméni, procestim pienosu vizu-
alnich informaci v umélecké praxi a institucionalnim a organizaénim aspektdm vytvarného Zivota 19. stoleti.

3.2. Barbora Repkova
Reforma ceského architektonického skolstvi v obdobi mezi svétovymi valkami

Idea reformy obvykle implikuje konec starych poradkt a nastoleni novych. Na poli architektonického vzdélavani
byla reforma celého systému vzdélavani v oboru sice ve dvacatych a tficatych letech dvacatého stoleti kontinu-
alné diskutovana, definitivni podoby a uvedeni v U€innost ale nikdy nedosla. Pfispévek ukaze, Ze idea reformy
presto byla vyznamnym hybatelem v pozadi vyvoje vzdélavacich kurikuli, sebepojeti jednotlivych Skol a jejich
sebeprezentace. Reforma méla byt prostiedkem ke zkvalitnéni architektonického vzdélavani a v disledku také
stavebni produkce. Roli v ivahach o jeji podobé hrala ale také ochrana stavovskych zajmu a definice toho, kdo
je architekt a kdo smi projektovat, a nakonec i ekonomické rozvahy nad smyslem paralelni existence nékolika
Skol. Soucasti diskurzu byly mimo jiné navrhy na zruseni postupné kazdé z nich. Proti nadfazenosti technickych
uceni v systému skolstvi a pocetni vyhodé jejich absolventt pfi ochrané vlastnich stavovskych zajmu stal argu-
ment kvality vyuky a kompetence absolventl uméleckych skol, ktefi se zaslouZili o nejlepsi priklady moderni
architektury na nasem Uzemi. Vzdjemné pomérovani pak zviditelnilo produkci jednotlivych Skol na strankach
architektonickych ¢asopisti, kde mohly manifestovat svou relevanci. Vedlejsim produktem intenzivnich debat
o architektonickém skolstvi jsou diky tomu pfiklady studijnich praci, jez jako pfima, byt vybérova, svédectvi
o programech vyuky umoznuji polemizovat s prevladajicim presvédcenim o konzervativnosti a zpatecnictvi vy-
uky na té které ze Skol. Toto presvédcéeni sice ma jisté opodstatnéni, ale zdaleka neplati pausalné pro veskerou
vyuku architektury sledovaného dvacetileti. Naopak, alespon ¢ast produkce tuzemskych skol by mohla napfi-
klad dobfe obstat v ambiciéznim srovnani s produkci Bauhausu.
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The Reform of Czech Architectural Education in the Interwar Period

The idea of reform usually implies the end of an old order and the establishment of a new one. In the field of
architectural education in Czechoslovakia, although the reform of the entire system of education in the field
was continuously discussed in the 1920s and 1930s, it never reached its final form and implementation. Ne-
vertheless, the idea of reform was an important driver behind the development of educational curricula, the
concept of self-definition of individual schools and their ways of representation. The reform was intended as
a means of improving architectural education and, ultimately, the built environment. However, the protection
of professional interests, determining of who is an architect and who is allowed to conceive building plans and
finally economic considerations over the sense of having multiple schools of architecture also played a role in
the deliberations of the reform’'s content. The discourse included, among other things, proposals to abolish
each of the schools at different times. Against the superiority of technical schools in the education system and
the numerical advantage of their graduates in protecting their own statutory interests stood the argument of
the quality of teaching and the competence of the graduates of art schools, who had contributed to the best
examples of modern architecture in Czechoslovakia. The competition among the schools made their particular
output visible on the pages of architectural journals, where their relevance could be manifested. As a by-pro-
duct of the intense debates about architectural education, examples of studio work are a direct, albeit selective,
testimony to the curricula, which allows us to challenge the prevailing belief that Czech architectural education
in the period was conservative or backward. While this belief has some validity, it is not universally true of all
architecture teaching in the twenty years under review. On the contrary, at least some of the output of the local
schools could, for example, stand up well to an ambitious comparison with that of the Bauhaus.

Barbora Repkova se zaméfuje zejména na déjiny architektury 20. stoleti. Studium déjin uméni absolvovala na FF UK, kde mo-
mentalné pokracuje v doktorském studiu. V ramci dizertacniho projektu se vénuje vyzkumu architektonického vzdélavani na
&eskych $kolach v obdobi mezi svétovymi valkami. Zaroveri ptisobi na UDU AV CR v rémci grantového projektu zaméreného
na ¢innost ¢eskych a rakouskych ministerstev verejnych praci “Invisible Agents” in Architecture (1908-1938). Recentné se
také jako externi spolupracovnice podilela na vyzkumném projektu NGP a UMPRUM Zeny v architekture.

3.3. Ladislav Jackson

«Kdyby se tazali nepredpojatych”: pedagogické modely a pristup marginalizovanych skupin k ar-
chitektonickému vzdélani na AVU (1910-1960)

Skola architektury na Akademii vytvarnych uméni byla zalozena v roce 1910 pfiCinénim Tomase Garrigue
Masaryka pro Jana Kotéru a existuje tam dodnes. Skola méla diky svému statusu pokracovaciho (pozdéji
postgradualniho) ucilisté na scéné architektonického vzdélavani vyjimecnou, ale sou¢asné normativni roli.

Zatimco vétsina dosavadnich vyzkumt z d&jin architektury se vé&novala Skole architektury prizmatem jejich pe-
co vhimame jako studijni netispéchy. Jejich analyzou se totiz mGzeme dozvédét, zda prostredi Skoly architektu-
ry na AVU nevytvarelo strukturalni bariéry a diky zaujatosti sité aktérd nepreferovalo urcity profil studentt a ab-
solventl (prislusnost k ¢eské narodnosti s vyjimkou diplomaticky preferovanych cizich narodnosti, muzskému
genderu, kifestanskému Ci nijakému vyznani, vyssi tfidé). Prispévek se bude marginalizaci vénovat jak z kvanti-
tativnich pozic (analyzy poctl réznych identitarnich intersekci) i kvalitativnich (vybrané pfibéhy marginalizova-
nych osob) v komparaci se situaci na architekture na ¢eskych technikach v Praze a v Brné.

MdzZeme predestfit hypotézu, ze dlvody této strukturalni marginalizace byly z uréité ¢asti vnéjsi: az do druhé
svétové valky existovaly v ¢eském prostfedi némecké techniky, kde mohli ziskavat vzdélani ¢esti Némci i fada
cizincl. Skola architektury se zato uz od velkolepého projektu Jana Kotéry stavéla do role exkluzivni pokradovaci
Ceské Skoly, takze treba pfistup zen v prvnich patnacti letech existence Skoly byl dan strukturalnimi prekazkami
na predchozich stupnich studii. Na druhé strané ale zjevné existovaly jisté nacionalni, ale i zemské predsudky,
které vyhrezly hlavné pfi obsazovani stolice profesora po Kotéroveé smrtiv roce 1923.

“If Only They Asked the Unbiased"”: Pedagogical Models and the Access of Marginalized Groups
to Architectural Education at AVU (1910-1960)

The School of Architecture at the Academy of Fine Arts in Prague was founded in 1910 by Tomas Garrigue
Masaryk for Jan Kotéra and still exists today. Due to its status as a continuing (later postgraduate) school, the
school had an exceptional but at the same time normative role in the scene of architectural education
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While the majority of previous research in the history of architecture has focused on the School of Architecture
through the prism of their pedagogues and the most successful trajectories of graduates, the contribution aims
to shed light on the edges of the student body and what we perceive as academic failures. By analyzing them,
we can learn whether the environment of the School of Architecture at AVU did not create structural barriers
and, thanks to the bias of the network of actors, did not prefer a certain profile of students and graduates (be-
longing to the Czech nationality except diplomatically preferred foreign nationalities, male gender, Christian or
no religion, upper class). The paper will focus on marginalization from both quantitative point of view (analysis
of the number of different identity intersections) and qualitative point of view (selected stories of marginalized
persons), compared to the situation at the Czech technical universities in Prague and Brno.

We can put forward the hypothesis that the reasons for this structural marginalization were to a certain ex-
tent external: until the Second World War, there were German technical universities in the Czech lands, where
Czech-Germans and several foreigners could gain an education. On the other hand, the School of Architecture,
since Jan Kotéra's spectacular project, has been positioned as an exclusive post-graduate Czech school, so
that, for example, the access of women in the first fifteen years of the school's existence was due to structural
obstacles at previous levels of studies. On the other hand, there were certain national and regional prejudices
that emerged mainly during the filling of the professorial chair after Kotéra's death in 1923.

PhDr. Ladislav Jackson, Ph.D. (Ladislav Zikmund-Lender) je historik uméni. Vystudoval déjiny uméni na Univerzité Karlo-
vé v Praze a Masarykové univerzité v Brné. Rigorézni praci na téma Struktura mésta v zeleni. Kapitoly z déjin architektury
20. stoleti v Hradci Kralové obhdjil na MU v roce 2015, v roce 2022 dizerta¢ni praci na téma ,Filozof struktur”. Zapomnéni,
archiv a znovuobjeveni Jaroslava Josefa Polivky obhajil na Fakulté vytvarnych uméni VUT v Brné. Tam také od roku 2018
prednasi déjiny uméni 20. stoleti, déjiny designu a kritickou teorii. Od roku 2020 je prodékan pro zahranicni vztahy/interna-
cionalizaci. Od roku 2009 externé prednési déjiny architektury a designu na Ustavu véd o uméni a kultufe FF JCU. Je auto-
rem a editorem rady knih o moderni architekture a designu, z poslednich Jan Kotéra: Czech Modern Architecture in Context
(2023), Mytus architekta: Jan Kotéra 150 (2021), Vily a rodinné domy v Hradci Kralové 1900-1950 (2020), Muzeum v Hradci
Kralové na historickych fotografiich (2020), Trmalova vila (2009 a 2019), Tvary, barvy, pohodli: Nabytek Jitona (2018). Byl
autorem a kuratorem rady vystav: Ohrozené druhy (2024), Tvary, barvy, pohodli (2018-2019, 2020 a 2022-2023), Filozof
struktur: Architekt a inZenyr Jaroslav J. Polivka (2021 a 2022) ¢i Slunecni mésto (2019).

3.4. David Blaha

Pedagogické ptisobeni Josefa Kaplického na prazské VSUP jako zrcadlo promén ¢eského sklaf-
stvi mezi lety 1945-1958

V prvnim akademickém roce po skonceni druhé svétové valky prevzal sklarsky ateliér Jaroslava V. Holecka na
prazské UMPRUM malif, sochar a grafik Josef Kaplicky. Ten se, nejprve jesté jako profesor uzité a monumentalni
malby, stal souc¢asti nové ustaveného pedagogického sboru na brzy vysoké Uméleckopriimyslové skole. Jako
originalni vytvarny umélec a teoretik priSel Kaplicky s vlastni koncepci vedeni ateliéru, ktery se roku 1948 pre-
transformoval ve Skolu specidlnich technik malby na skle.

Ateliéry profesorti VSUP Josefa Kaplického a Karla Stipla (ryti skla a kamen(i, glyptika) jsou v pfispévku nahlize-
ny v kontextu $irsi transformace sklarského vzdélavani a prlimyslu mezi lety 1945 a 1959, které v této dobé pro-
chazely radikalnimi proménami. Pfispévek se tak dotkne také politicko-spolecenskych souvislosti a dobového
teoretického diskurzu, v rdmci kterych se v téchto letech postupné formovala novodoba podoba ,eského skla”,
které i diky zasadnimu pfispéni Kaplického Skoly slavilo Uspéch na mildanském trienale v roce 1957, EXPO 1958
a Ceskoslovenské vystaveé skla v Moskvé roku 1959.

The pedagogical practice of professor Josef Kaplicky at the Academy of Arts, Architecture
and Design in Prague as a mirror of the changes in the history of Czech glassmaking between
1945-1958

In the first academic year following the end of the Second World War, the painter, sculptor and graphic designer
Josef Kaplicky was selected as the new head of the Studio of Glass at the UMPRUM in Prague, superseding
Jaroslav V. Holecek. Kaplicky, who began teaching as a professor of applied and monumental painting, had be-
came part of the newly established teaching staff at the soon-to-be Academy of Arts, Architecture and Design
(AAAD). As an original visual artist and theoretician, Kaplicky had developed his own way of teaching in the
atelier which was soon transformed into a studio of special glass painting techniques in 1948.

This paper examines the studios of professors at the AAAD Josef Kaplicky and Karel Stipl (glass and stone
engraving, glyptic) in the context of the wider transformation of glass education and industry between 1945
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and 1959, which underwent radical changes during that time. The presentation will thus also touch on the po-
litical and social contexts and the theoretical discourse of the time, within which the modern understanding of
the term ,Czech glass” was gradually formed - also with the fundamental contribution of the Kaplicky and his
students, whose works were celebrated and awarded at the Milan Triennial in 1957, EXPO 1958 and Czechoslo-
vak Glass Exhibition in Moscow in 1959.

Mgr. David Blaha je historik uméni. Absolvoval magisterské studium a postgradualni program na prazské UMPRUM, v ramci
kterého zkoumal vztah volné tvorby fotografa Miroslava Héka k jeho dokumentaéni ¢innosti pro UTDU CSAV. V souéasnosti
je studentem doktorského studia na UMPRUM, kde se vénuje uméleckému, teoretickému a pedagogickému dilu prof. Jose-
fa Kaplického s diirazem na jeho roli v kontextu ¢eského sklarského primyslu a vzdélavani. Podili se na projektu NAKI Ill: Mis-
ta tvorivosti. Uméleckopriimyslové vzdélavani: konstrukce identit, zachrana minulosti a design budoucnosti (2023-2027).

3.5. Tereza Vernerova Volna
Spolky pratel VSUP v 90. letech 20. stoleti - pfibéh kulturni vymény a podpory

Na pocatku 90. let 20. stoleti se vysoké Skoly, nejen ty umélecké, nachazely v problematické finanéni situaci.
Hledaly se nové systémy statni podpory, silil tlak na konkurenceschopnost a také se oteviely moznosti vztaht se
zapadnimi institucemi i osobnostmi. V tomto nastaveni i Vysoka Skola uméleckopriimyslova v Praze hledala zp -
soby, jak doplnit financovani ze soukromych zdroji a zaroven jak skrze osobni kontakty pedagog akcelerovat
mezinarodni kontakty. V roce 1991, brzy po nastupu rektora Jifiho Harcuby, vznikly v Némecku a ve Velké Bri-
tanii dva spolky pratel Vysokeé skoly uméleckopriimyslové v Praze. Ten némecky si dal za cil podporovat rozvoj
vyuky oboru sklo, britsky pak podporoval Skolu jako celek. Pod jejich zastitou mély do Skoly ze zahranici putovat
finance soukromych darc(, ale také zahrani¢ni studujici a dalSi navstévnici.

Tato spoluprace byla na konci 90. let postupné ukoncéena a nahrazena jinymi formami zahrani¢nich i ekono-
mickych vztah(. Pfesto poukazuje na zajimavou, neprobadanou a do jisté miry symptomatickou kapitolu prv-
niho desetileti po sametové revoluci v déjinach skoly i v ramci struktury univerzitnino umeéleckého vzdélavani
obecné. V fadé systémovych i nahodilych zmén vedoucich k transformaci vysokého Skolstvi od socialistického
ke kapitalistickému se jedna o ojedinély pokus nastavit systém kulturni vymény a kofinancovat vyuku pomoci
soukromych zdrojl z iniciativy zainteresovanych jednotlivct namisto instituci. Pfestoze ¢innost spolk( nakonec
utichla, umoznila béhem 90. let nékolik pozitivhich zmén s dopadem na vyuku, na které by Skola v dobé vlastni
restrukturalizace jen tézko hledala podporu ze statnich zdroju.

Associations of Friends of the Prague Academy of Applied Arts in 1990s - A Story of Cultural
Exchange and Support

At the beginning of the 1990s, universities, and not only those providing education in art, were in a problematic
financial situation. New systems of state support were sought, the pressure on competitiveness increased, and
the possibilities of relations with Western institutions and personalities opened up. In this setting, the Acade-
my of Art, Architecture and Design in Prague looked for ways to supplement its funding with private sources
and at the same time to accelerate international contacts through the personal connections of pedagogues.
In 1991, soon after the appointment of rector Jifi Harcuba, two associations of friends of the Academy of Art,
Architecture and Design in Prague were established in Germany and Great Britain. The German one set itself
the goal to support specifically the field of glass, while the British one supported the school as a whole. Under
their auspices, funds from private donors, as well as foreign students and other visitors, made their way to the
school from abroad.

This cooperation was gradually terminated at the end of the 1990s and replaced by other forms of foreign
and economic relations. Nevertheless, it points to an interesting, unexplored and to some extent symptomatic
chapter of the first decade after the Velvet Revolution in the history of the school and within the structure of
university art education in general. In a series of both systematic and accidental changes leading to the transfor-
mation of higher education from socialist to capitalist, this was a unique attempt to set up a system of cultural
exchange and co-finance education using private resources based on the initiative of interested individuals
instead of institutions. Although the activities of the associations eventually died down, during the 1990s they
enabled several positive changes with an impact on teaching, for which the school would have had a hard time
seeking support from state resources at the time of its own restructuring.

MgA. Mgr. Tereza Vernerova Volna je kuratorka a historicka uméni. Vystudovala produktovy design a v roce 2011 absolvova-
la navazujici magisterské studium Teorie a déjiny designu a novych médii na UMPRUM v Praze, kde v souc¢asnosti studuje
v doktorském programu Teorie a déjiny moderniho a sou¢asného uméni. Je metodickou Katedry uzitého uméni | na prazské

13



Konce The Endings 8. sjezd histori¢ek a historikti uméni

(a zaéétkyo) (and_ Beginnings) 12.-14. zaFi 2024, Seminar d&jin uméni
casu of Times Masarykova univerzita v Brné, Filozoficka fakulta

UMPRUM. Podili se na projektu NAKI Ill: Mista tvofivosti. Uméleckoprimyslové vzdélavani: konstrukce identit, zachrana
minulosti a design budoucnosti (2023-2027). Ve svych textech a vystavnich projektech se zaméruje na Sperk, uzité uméni
a design.

Sekce 4 / Session IV
Konec déjin uméni? (3. dil) / The End of Art History? (Episode 3)
Vedouci/Chair: Milena Bartlova (UMPRUM)

Pred ctyriceti lety vydal Hans Belting jako profesor déjin uméni v Mnichové rozsireny text své prednasky,
jez se ptala, zda jesté déjiny uméni maji smysl a budoucnost. Mél na mysli predevsim rozpad autority
velkych pribéht pod tlakem postmoderniho mysleni a kladl si otazku, co po nich z déjepisu uméni zbylo.
V roce 1995 vydal revizi textu uz bez otazniku v titulu. Jestlize dospivame ke konci postmoderny, mohou
se vynorovat otazky nad zakladnimi oborovymi paradigmaty, ktera se drive skryvala jako samoziejmé
terminy a obor definujici postupy, o nichz nebylo treba diskutovat. Nastava znovu c¢as otazek: jaka je bu-
doucnost déjin uméni? Jaké budou jejich zakladni pojmy, pfredmét a standardni metody? Co z tradice se
osvédcilo a bude i nadale nezbytné, co se v novych komunikacnich situacich bude ménit a jak? Jaké cile si
déjiny uméni kladou a jak k nim chtéji dospét?

Forty years ago, Hans Belting published the extended text of his inaugural lecture as professor of art
history in Munich and asked if history of art still has a meaning and a future. He considered the decline of
authority of great narratives under the pressure of post-modern thinking and asked what remained of art
history after their demise. In 1995, he published a second edition, this time without the question mark in
the title. If we arguably approach the end of postmodernism, we can again encounter questions concern-
ing basic paradigmatic categories, that used to hide from sight as self-evident terminology and defining
methods and certainly escaped any need for definition. The time of questions is back. What is the future
of art history? What will be their fundamental terminology, subject and standard methods? Which parts
of tradition are worth retaining, what will change in the new communication situations and in what way?
What aims does art history set for itself and how can they be reached?

4.1. Karel Cisar

Konec déjin uméni nebo estetika narcismu?

Jak ve své recenzi na Beltingovu knihu Antropologie obrazu (2001) ukazal americky historik uméni a germanista
Christopher Wood, navzdory autorovu tvrzeni se nejedna o revizionisticky projekt rozchazejici se s diskursem
tehdejsich déjin uméni ve prospéch nové ,védy o obrazu”, nybrz mame spise co do ¢inéni s lokdlné podminénou
snahou o obhajeni véd o uméni ve statem kontrolovaném univerzitnim systému. Nadéje byla spatfovana prede-
vSim v interdisciplinarité Medienwissenschaft, jez méla védy o uméni propojit se zavaznymi tématy technologie,
komunikace a globalizace. Méla-li se vSak podle Wooda stat takto lokalné podminéna antropologie obrazu od-
povédi na otazku z nazvu Beltingovy predchozi knihy Konec déjin uméni (1995), podobné omezeny by mél byt
i zmifiovany konec. A skute¢né, éteme-li Beltinglv Konec déjin uméni dlsledné, zjistujeme, ze spi$ nez o snahu
prehodnotit stavajici model déjin uméni tak, aby byl pouzitelny i na dila moderniho a sou¢asného uméni, se
jedna o pokus obhdjit déjiny uméni coby ,oficialni kroniku smysluplného déni” reflexi takovych dél sou¢asného
uméni, které se napfiklad svou popisnou figurativnosti modernosti vzpiraji. Z toho plynou i Cetna nedorozuméni,
jako kdyz Belting v kapitole Cas v medialnim uméni a ¢as déjin omylem povaZzuje termin ,estetika narcismu®,
jejimz prostrednictvim Rosalind Kraussova v roce 1976 analyzovala rané projevy uméni videa jako jeho kritiku
a aplikoval jej na dilo amerického umélce osmdesatych let 20. stoleti Billa Violy, které ovsem Kraussova na
jiném misté oznadcila za ky¢. Pfispévek se pokusi podrobnym ¢tenim vybranych Gsekl Beltingova Konce déjin
uméni prokazat, Zze koncepce konce dé&jin uméni ve skutecnosti plyne z autorovy neochoty vyrovnat se s novymi
vyzvami moderniho a sou¢asného uméni a s tim spojenych novych déjin uméni, jez do sebe v sedmdesatych
a osmdesatych let 20. stoleti pfirozené viadily vliv post-strukturalismu ¢i psychoanalyzy.
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The End of the History of Art or The Aesthetics of Narcissism?

As the American art historian and Professor of German Christopher Wood showed in his review of Beltings' An
Anthropology of Images (2001, English transl. 2011), despite the author's claim, this is not a revisionist project
that breaks with the discourse of art history in favour of a new “science of the image”, but rather a locally condi-
tioned effort to vindicate scholarship on the arts in the state-controlled university system. The hope was seen
above all in the interdisciplinarity of Medienwissenschaft, which was to link the arts with the serious issues of
technology, communication and globalisation. But if, according to Wood, such a locally conditioned anthropol-
ogy of the images was to be the answer to the question posed in the title of Belting's previous book, The End
of the History of Art: A Revision after Ten Years (1995, English transl.: Art History after Modernism, 2003), the
end in question was similarly limited. Indeed, if we read Belting's The End of the History of Art closely, we find
that rather than an attempt to rethink the existing model of art history so that it is applicable to works of modern
and contemporary art, it is an attempt to vindicate art history as the official chronicle of meaningful events by
reflecting on such works of contemporary art that, for example, defy modernity by their descriptive figurative-
ness. This has led to numerous misunderstandings, such as when Belting, in his chapter The Temporality of
Video Art, mistakenly takes the term “aesthetics of narcissism,” through which Rosalind Krauss analysed early
examples of video art in 1976, as a critique of it, and applies it to the work of the 1980s American artist Bill Viola,
which Krauss, however, elsewhere referred to as kitsch. This paper will attempt to demonstrate, through a close
reading of selected sections of Belting's The End of the History of Art, that the conception of the end of history
of art actually stems from the author’s unwillingness to come to terms with the new challenges of modern and
contemporary art and the associated new art histories that naturally incorporated the influence of post-struc-
turalism or psychoanalysis in the 1970s and 1980s.

Karel Cisaf plisobi na Vlysoké $kole uméleckopriimyslové v Praze. Viystudoval filosofii na Univerzité Karlové a na Zene-
vské univerzité. Knizné publikoval mj. soubory eseji Abeceda véci. Poznamky k modernimu a sou¢asnému uméni (2014)
a Signatury vsech véci. Poznamky k teorii uméni (2021)

4.2. Eva Skopalova
Uzavorkovat budoucnost

Ve svém prispévku budu argumentovat a polemizovat s tezi v Arthura C. Danta o konci uméni, ktera podlé-
ha predstave, ze déjiny viibec nékdy nékam vedly. Pro pohled na historickou interpretaci ptispévek predstavi
vyuziti Husserlovy fenomenologické redukce, uzavorkovani (Einklammerung), jakozto nastroj vyrazeni néceho
Z uvazovani. To, co bude vyfazeno je védomi budouciho vyvoje déjin uméni, kterému historicka interpretace
podléha. Vyradit anticipaci z interpretace minulosti je nezbytnym tkonem pro pochopeni dobového uvazovani
a interpretaci uméleckych dél. Uzavorkovani budoucnosti jde také ruku v ruce s odkouzlenim svéta, jakozto
vlastnosti modernity, kdy jiz neni mozne véfit ve spasu v budoucim. S timto pfistupem se proto zaméfim na
text Josefa Capka Kulhavy poutnik (1936), poetické Gvaze o Case a existenci. Domnivam se, Ze pravé s touto
uzavorkovanou budoucnosti, jezZ je sdilena v uméni nejen stfedni Evropy, nakonec pracoval i Siegfried Kracauer
v souboru textd History: The Last Thing Before The Last (rukopis pfed 1966), v némz analyzoval a rekonstruo-
val minulost po jejim konci: tedy z pozice exulanta v USA, jehoz prace byla zavisla na reprodukcich uméleckych
dél, protoze evropskeé originaly byly nedostupné. To byl faktor existencialni krize déjin uméni bezprostfedné po
druhé svétové vélce. Jednou z jeho hlavnich tezi je, Ze kontinuita minulosti je rekonstruovana az retrospektivné.
Cilem pftispévku tak bude skrze analyzu tohoto mysleni, ukazat nezbytnost néstroje ,uzavorkovani” pro umélec-
kohistorické mysleni, aby bylo mozné vyhnout se predstaveé linearnich chronologii a narativu.

Bracketing the Future

In my paper, | will discuss and argue against the thesis of Arthur C. Danto regarding the end of art, which sup-
poses that history ever led somewhere. The paper will introduce Husserl's phenomenological reduction, the
bracketing (Einklammerung), as a tool for excluding something from consideration to look at historical interpre-
tation. What will be excluded is the consciousness of the future development in art history to which historical
interpretation is subject. Excluding anticipation from the interpretation of the past is a necessary act for under-
standing that time’s thinking and the interpretation of works of art. The bracketing of the future also goes hand
in hand with the world's disenchantment, as a feature of modernity, when it is no longer possible to believe in
salvation. With this approach in mind, | will focus on Josef Capek's text The Limping Wanderer (1936), a po-
etic reflection on time and existence. | believe that it is this bracketed future, which is shared in art not only in
Central Europe, that Siegfried Kracauer ultimately worked with in his collection of texts History: The Last Thing
Before The Last (manuscript before 1966), in which he analyzed and reconstructed the past after its end: that
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is, from the position of an exile in the USA whose work depended on reproductions of works of art because
European originals were unavailable. This was a factor in the existential crisis of art history immediately after
the Second World War. One of his main theses is that the continuity of the past is only reconstructed retrospec-
tively. Thus, this paper will aim to show, through an analysis of this thinking, the necessity of the tool of “closure”
for art historical thinking to avoid the idea of linear chronologies and narratives.

.Mgr. et Mgr. Eva Skopalova pusobi jako kuratorka Sbirce uméni po roce 1945 v Narodni galerii v Praze. Autorsky a kuratorsky
se podilela na stalé expozici 1939-2021: Konec ¢ernobilé doby. V metodologii se vénuje problematice nelinearniho ¢asu,
jehoz studium podporily odborné staZze na EHESS v Parizi a Fulbright stipendium na NYU v USA. Editorsky pfipravila s Vac-
lavem Janosc¢ikem knihu Névrat do minulosti (UMPRUM, 2019), ktera ¢eskému cCtenari predstavila zasadni studie o neline-
arnim case. Tyto metodologické pristupy realizovala ve vystavnich projektech, tim poslednim byl Heptameron: Surrealismy
a sen renesance (AJG, 2024).

4.3. Jan Zacharias
Konec jako zacatek aneb jak konci (marxistické) déjiny uméni

Velkym narativiim dé&jiny uméni byla vlastni pfedstava, Ze vrchol uméni nastal v minulosti. Oproti tomu pfichazi
utopicky marxisticky projekt déjin uméni 20. az 40. let s tezi, Ze v uméni nastoupi ,zlaty vék" spolu s rozvo-
jem komunistickych zfizeni. Jak ma ale takové uméni vypadat? PrestoZze se marxismem inspirovala cela fada
historikd umeéni, bylo vytvofeno prekvapivé malo syntéz, které by explicitné zapojovaly soudobou uméleckou
produkci do celkového vyvoje uméni. Mezi takova dila patfi studie Sozialgeschichte der Kunst und Literatur
(1951) madarského exulanta Arnolda Hausera a prace v Ukrajiné narozeného a v Petrohradu ptsobiciho autora
zidovského plivodu leremiji loffé Syntetické déjiny uméni. Uvod do déjin uméleckého mysleni (1937). Jak Hau-
ser, tak loffé zakoncuji své syntézy analyzou kina, které vnimaji jako kolektivni uméni tvofené pro vSechny spo-
lec¢enskeé vrstvy. Toto radikalni rozsiteni déjin uméni na rliznoroda média (v pripadé loffé i na radio) predstavuje
inspirativni alternativu ke klasickym modellim déjin uméni, které podle Hanse Beltinga nebraly moderni média
v potaz. Jestlize déjiny podle marxismu dospivaly v SSSR k sebedefinovanému konci, musel byt tento konec
reflektovan i v uméni a jeho pfibéhu. Jednim z koneénych forem umeéni bylo kino, které se, jak konstatuje loffé,
v kolektivni produkci i percepci blizi uméni ,prvotniho komunismu” paleolitu. Na zakladé analyzy textd dvou
marxisticky orientovanych autord, ukazuje prispévek rtizné verze pfibéhu ,konce uméni” a tematizuje proménu
média v tomto procesu.

The End as a Beginning, or How does (Marxist) Art History Come to its End

Great art historical narratives considered the peak of artistic development to have happened in the past. The
utopian Marxist project of art history in the 1920s-1940s suggested, on the contrary, that a Golden Age of art
lies ahead - in the Communist future. What would such an art look like? Although Marxism inspired many art
historians, there have been only very few syntheses that would explicitly include contemporary art production
into the general narrative of development. Among them, the most important may be Sozialgeschichte der Kunst
und Literatur (1951) of the Hungarian émigré Arnold Hauser, and also the less known Soviet art historian ler-
emija loffé's Synthetic History of Art. Introduction into Artistic Thinking (1937). Both Hauser and loffé conclude
their syntheses with discussion of movies, which for them represents a collective art form created for all the
social strata. Such a radical expansion of the art history's media range (in loffé's case also radio) is an inspiring
alternative to classical art history models that, according to Hans Belting, have omitted modern media. If the
Marxist concept of historical development was expected to reach its final stage in the USSR, the end had to be
reflected also in art and its historical narrative. Movies were considered, according to loffé, a final artistic form,
that is close in collective production and perception to the primal art of ,the first communism” in the Paleolithic
period. The contribution will analyze the texts of the two Marxist art historians and topiclity of different media
in order to discuss different versions of the ,end of art” story.

Jan Zacahrias: studium déjin uméni na Filozofické Fakulté UK v Praze (Bc., Mgr.). Studijni pobyty v Madridu, Kostnici, Pe-
trohradé a Vidni. Od 2015 doktorské studium déjin uméni na Filozofické fakulté UK. Dizertacni prace zamérena na hmat
a taktilitu v uméleckohistorickém diskurzu 1. pol. 20. stol. Od 2016 do 2019 odborny asistent na Graduiertenkolleg Religiése
Kulturen in Europa des 19. und 20. Jahrhunderts LMU Miinchen. Vyzkumné pobyty v Petrohradé, Moskve, New Yorku, Uni-
versitat Fribourg, Universitdt Hamburg, UC Berkeley. Drzitel Stipendia dr. Alfreda Badera.
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4.4. Rostislav Svacha

Zacatek - konec. Kdy zac¢ina a kdy konc¢i postmodernismus v ¢eské architekture?

O zacatky a konce styld nebo -ismU se zajimali formalistic¢ti historici uméni, které u styl( zajimal jejich cyklicky
charakter a néktefi se tyto cykly snazili casové vymezit. Trebaze se formalismus doc¢kal mnoha kritik, napftiklad
od Meyera Schapira a jeho stati Styl (1953), a tfebaze uz davno zmizel ze scény, téma zacatku a konce néjaké
epochy, -ismu nebo stylu zlstava zivé, zvlast kdyz se zaméfime na néjaké déni v delSim ¢asovém priibéhu. Dnes
se napriklad objevuji snahy zmapovat déjiny ¢eského architektonického postmodernismu a i zde se uz Michaela
Janeckova v knize Panelaci 2 (2017) pokusila urcit, kdy tento -ismus u nas zacina. Vynoruji se tu dllezité otazky.
Staci, kdyz nastup postmodernismu v domaci architekture spojime s prvnim pouzitim postmodernich forem?
Neni nutné vyhledat pro né néjaké ,obsahové” zdivodnéni, v némz architekt nebo spfiznény teoretik vysvétli,
pro¢ uz neni mozné pokracovat ve starych -ismech a pro¢ uz se bez postmodernich forem neobejdeme? Sa-
moziejmé k tomu pfristupuji specifika domacich sociopolitickych podminek. Jesté obtiznéjsi problémy se vsak
skryvaji za otazkou, kdy u nas dany -ismus konci. Lze jeho konec spojit s okamzikem, kdy uz na architektonické
scéné nikdo postmoderni formy nepouziva? Nebylo by plodnéjSi zaméfit se na prvni gesta odporu proti post-
modernismu, u nichz bychom se opét neméli omezit jen na nastup novych forem, ale i na jejich doprovod v ,0b-
sahu"” architektonické teorie? Takto bychom mohli stanovit ne snad konec, ale rozhodné zacatek konce jednoho
-ismu v ¢eské architekture.

Beginning - End. When did Postmodernism in Czech Architecture Start and When did it End?

Beginnings and ends of styles or -isms were a privileged topic of interest for formalist art historians who were
interested in their circular character, and some tried to define the temporal dimension of these cycles. Formal-
ism suffered much criticism, e.g., from Meyer Schapiro in his essay “Style” (1953) and arguably it has already
quit the art historical scene, yet the topic of beginning and end of a style or epoch is still alive, epecially if we
focus on a longer periods. Attempts to map the history of Czech post-modern architecture have already started
to appear and Michaela Janeckova looked for its beginning in her contribution to the book Panelaci 2 (2017).
In this respect, we have to answer some significant questions. Can the beginning of Post-modernism in Czech
architecture be located at the moment of the first appearance of Post-modern forms? Should we not search for
some kind of ,content”, some explanation by an architect of theoretician of the necessity of new, Post-modern
forms? Such search must certainly take into consideration the specific features of Czechoslovak social and po-
litical conditions. Even more complex problems await behind the question of the end of Post-modern architec-
tonic style. Is it the moment when nobody uses the Post-modern forms anymore? Should we not rather discuss
the first gestures of opposition against Post-modernism, again both in the field of architecture and its theory?
In this way, if not an end of one -ism in Czech architecture, then at least its beginning could be determined

Rostislav Svéicha (*1952) je historik architektury. Pracoval dlouho v Ustavu déjin uméni AV CR v Praze a piednasel na
Univerzité Palackého v Olomouci, nyni vyucuje na Univerzité Karlové. Vydal knihy Od moderny k funkcionalismu (1985,
1995), Le Corbusier (1989), The Architecture of New Prague (1995), Lomené, hranaté a obloukové tvary (2000), Ceska
architektura a jeji prisnost (2004), Miroslav Masak (2021); editoval a koeditoval knihy Karel Teige: L “enfant terrible of the
Czech modernist avant-garde (1999), Déjiny ceského vytvarného uméniV (2005) a VI (2007), Déjiny uméni v ¢eskych ze-
mich 800-2000 (2017), Panelaci 1 a 2 (2018), Alena Sramkova (2019) a dalsi.

Sekce 5 / Session V

Eco-art history a stredni Evropa / Eco-Art History and Central Europe
Vedouci/Chairs: Tomas Vales - Jan Galeta (MUNI)

V éeskych odbornych kruzich je pozice k nebezpeéi klimatické zmény a ptisobeni lidstva na Zemi vcelku
jasné definovana. Politické diskuse a verejné minéni jsou vsak stale protkany zkreslenymi informacemi.
Ackoliv na prvni pohled nemohou déjiny uméni jako disciplina k Feseni problémii nasi planety mnoho na-
bidnout, pravé se rodici diskurs eco-art history naznacuje pravy opak (napr. Andrew Patrizio 2019, Sugata
Ray 2019, Denin D. Lee (ed.) 2019).

Sekce chce otevrit problematiku eco-art history v geografickém prostoru stredni Evropy a navazat na prv-
ni domaci reflexi této problematiky (konf. Shaped by Greed, FF MU Brno 2023). Z mozZnych otazek se napr.
nabizi: Jaké je misto eco-art history v éeském déjepisu uméni? MiiZe nas obor reflexi antropocénu pFispét
k Feseni ekologické a klimatické krize? Jaky je vztah umélecké produkce a vizualni kultury k zasahim do
krajiny, exploataci pFirodnich zdrojii a zvirat?
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In Czech scientific discourse, the position on the dangers of climate change and humanity “s impact on
the Earth is quite clearly defined. However, political discussions and public opinion are still riddled with
distorted information. Although art history as a discipline at first glance cannot offer much to address
the problems of our planet, recent eco-art history discourse suggests the opposite (e.g., Andrew Patrizio
2019, Sugata Ray 2019, De-nin D. Lee (ed.) 2019).

The proposed section aims to open the issues of eco-art history in Central Europe and to build on the first
domestic reflection on this issue (conf. Shaped by Greed, FF MU Brno 2023). Among the possible ques-
tions are: what is the place of eco-art history in Czech art history? Can our discipline, by reflecting on the
Anthropocene, contribute to solving the ecological and climatic crisis? What is the relationship between
artistic production and visual culture to interventions in the landscape and the exploitation of natural
resources and animals?

5.1. Stanislava Fedrova
Ekologicka perspektiva: vyjednavani o pojmech i hranicich oboru

Ekokritika, plivodné akcent literarni teorie vztahujici se k dilim stvofenym ze slov, reflektuje vlastni historii
a v soucasnosti pocita svou asi patou vinu (a mozna ¢eka na vinu devatou, vrcholnou a posledni). Na kterou
z vin nasedaji déjiny umeéni v ,diskurzu eco-art history”, se zatim neodvazuji pfresné analyticky urcit. Pfinejmen-
Sim nejsou soucasti mnoho oborové rozpravy souc¢asné environmentalni orientace humanitnich véd (viz kolek-
tivni prace s rliznymi fasetami humanitnich véd: Environmental humanities, 2017, Affective ecocriticism, 2018,
Handbook of ecocriticism and environmental communication, 2019, Cultural sustainibility, 2019). V reflexi této
situace si kladu otazku, zda je prospésné ,ekologizovat” kazdou tradi¢ni akademickou disciplinu zvlast a od
zacatku. Anebo vtélit pojmy ekologickych véd jako prostitedi (environment) a pletivo (mesh; Timothy Morton,
2010) do naseho zplsobu mysleni. Nedilnou soucasti pletiva byti ve svété je i vnimani a reflexe kulturnich/me-
dialnich produktd, a to souéasnych i historickych. Pletivo kultury zahrnuje postupy, skrze néz kulturni produkty,
formy a praktiky existuji ve vztahu s politickymi a etickymi aspekty environmentalni krize. Jako zasadni proto
vnimam tezi Petera J. Schneemanna (2022), ze ekologicka perspektiva znamena i pozorovani a reflexi toho, jak
funguji nase recepéni postupy. Jeho vyzva souvisi i se sebe-chapanim déjin uméni jako akademické discipliny
a reflexi uméleckohistorickych konceptt a myslenkovych figur. Sméfuje ale pfedevsim k Givaze o angaZovanosti
a hledani spolecenské relevance déjin uméni ve vztahu k ,ekologickému imperativu”. Nemyslim si na rozdil od
néj, Ze tim zapoc¢ne nové paradigma déjin uméni, ale jisty (podstatny) akcent by mohl.

An Ecological Perspective: Negotiating the Concepts and Boundaries of the Discipline

Ecocriticism, originally an accent of literary theory relating to works made of words, reflects its history and is
currently counting its fifth wave (and perhaps awaiting a ninth, culminating and final wave). Which wave art his-
tory is riding on in the “discourse of eco-art history,” | dare not yet say analytically. At the very least, it is not part
of the multi-disciplinary discourse of the current environmental orientation of the humanities (see the collective
works with different facets of the humanities: Environmental Humanities, 2017; Affective Ecocriticism, 2018;
Handbook of Ecocriticism and Environmental Communication, 2019; Cultural sustainability, 2019). Reflecting
on this situation, | question whether it is beneficial to “ecologize” each traditional academic discipline separate-
ly and from the beginning. Or embed ecological science concepts such as environment and mesh (Timothy
Morton, 2010) into our thinking. Integral to the mesh of being in the world is the perception and reflection of
cultural/media products, both contemporary and historical. The mesh of culture includes the practices through
which cultural products, forms, and practices exist in relation to the political and ethical aspects of an environ-
mental crisis. | therefore see as crucial Peter J. Schneemann’s (2022) thesis that an ecological perspective also
entails observing and reflecting on how our reception practices operate. His challenge is also related to the
self-understanding of art history as an academic discipline and the reflection on art historical concepts and fig-
ures of thought. However, it is primarily directed towards a reflection on engagement and a search for the social
relevance of art history concerning the “ecological imperative”. Unlike him, | do not think this will start a new
paradigm of art history, but it might start a specific (substantial) emphasis.

Stanislava Fedrova vystudovala historii, bohemistiku a déjiny uméni, disertaci vénovala ekfrazi a jejimu reprezentacnimu
potencialu. Zabyva se historickou poetikou a teorii literatury a vizualni kultury, priniky verbalniho a vizualniho média (Vidi-
telné popisy, 2016, s A. Jedlickovou, kde usiluji o rehabilitaci popisu odhalenim jeho reprezentacniho potencialu z pohledu
riznych disciplin), teorii a historii intermedialniho mysleni (Za obrysy média, 2020). V kolektivnich projektech sleduje tran-
smedialni fenomény prochazejici napfi¢ médii (Nespatrite hada, 2017, Cirkus pictus, 2017, Apokalypsa a uméni v ¢eskych
zemich, 2023).
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5.2. Eva Vele

Postkolonialni narativy obsazené v rodicim se diskurzu ekokritickych déjin uméni a jejich rele-
vance v ceském kontextu

S prichodem a stéle pevnéjSim zakotvenim diskurzu antropocénu v humanitnich védach, se trajektorie ekokri-
ticismu a postkolonialni kritiky zacinaji stale vice pfriblizovat. K pfimému setkani pak dochazi v otazkach souvi-
sejicich s narokovanim si plidy jakoZto teritoria pro Zivot, a to jak na ukor jinych lidi, tak na tkor nelidskych ak-
térd. Postkolonialni narativy jsou implicitni souc¢asti nové vznikajiciho diskurzu ekokritickych déjin umeéni. Jejich
plodné a vzajemné obohacovani je zvlasté patrné v textech revidujicich americké déjiny uméni, jak na nékolika
pfikladech doklada jeden ze zakladateld ekokritickych déjin uméni Alan C. Braddock v knize Implication: An
Ecocritical Dictionary for Art History. Ve svém prispévku detekuji mista vzajemného setkavani téchto dvou dis-
kurz(, ktera pouziji jako prizma nového ¢teni uméni z ceskych (potazmo slovenskych) déjin i sou¢asnosti. Na
nékolika pfipadovych studiich pfedstavim nové argumentacni nastroje, které ekokritické déjiny uméni posky-
tuji postkolonialni kritice v ¢eském uménovédném kontextu. Budu se v nich zabyvat napfiklad romantizujicimi
tendencemi v malifském znazorfovani romského koc¢ovného Zivota z konce 19. a pocatku 20. stoleti, kdy silily
asimilac¢ni a ostrakizujici tendence, nacionalizacnimi principy ¢eské moderni krajinomalby ¢i sou¢asnymi umé-
leckymi intervencemi a terénnimi vyzkumy v ¢esko-némeckém pohranici (napft. vystava Podivna botanika a jiné
pribéhy Zdeny Koleckové nebo expedice Frontiers of Solitude do oblasti Mostecké panve).

Postcolonial Narratives Embedded in the Emerging Discourse of Ecocritical Art History and their
Relevance in the Czech Context

With the advent and increasingly firm establishment of the discourse of the Anthropocene in the humanities,
the trajectories of ecocriticism and postcolonial criticism are drawing ever closer. A direct convergence occurs
on issues related to claiming land as territory for living, both at the expense of other people and non-human
actors. Postcolonial narratives are an implicit part of the emerging discourse of ecocritical art history. Their
fruitful and mutual enrichment is particularly evident in texts revising American art history, as demonstrated
through several examples by one of the founders of ecocritical art history, Alan C. Braddock, in his book Im-
plication: An Ecocritical Dictionary for Art History. In my contribution, | detect points of convergence between
these two discourses, which | then use as a prism for a new reading of art from Czech (and Slovak) history and
the present. Through several case studies, | will present new argumentative tools that ecocritical art history
provides for postcolonial criticism in the Czech art historical context. | will address, for instance, the romanticiz-
ing tendencies in the painted representations of Romani nomadic life at the end of the 19th and beginning of
the 20th centuries, a time when assimilationist and ostracizing tendencies were on the rise, the nationalization
principles of Czech modern landscape painting, and contemporary artistic interventions and field research in
the Czech-German borderlands (e.g., Zdena Koleckova's exhibition Strange Botany and Other Stories or the
Frontiers of Solitude expedition in the area of the Most Basin).

Eva Vele je historic¢kou uméni vénujici se modernimu a souc¢asnému uméni a déjinam umélecké muzeologie. Absolvovala
magisterské studium v oboru Déjiny uméni na prazské VSUP a aktualné studuje doktorat v témzZe oboru na FF UK s téma-
tem The Transformation of Art Museums Practise in the Anthropocene Era. Plsobila jako historicka uméni 20. stoleti v Ga-
lerii KODL a projektovd manaZerka v neziskové organizaci WMCR, kde se vénovala projektu GLAM zaméfenému na zvyso-
vani povédomi o kulturnich institucich a jejich ¢innosti na internetu. Od roku 2022 se podili na vyzkumu Oteviené sbirky.

5.3. Monika Drlikova
Posthumanistické avahy o manyrismu a jejich praseéiky s éeskymi déjinami uméni

Navzdory kaleidoskopické povaze definice manyrismu mdzeme v historiografii tohoto slohu vypozorovat shod-
ny bod: vzajemné prostupovani oblasti, které bézné oznacujeme jako pfiroda a kultura. V ramci dekolonizace
a ekokritiky na tuto snahu recentné navazali néktefi badatelé, ktefi soustredili pozornost od hotového obrazu
smérem k jeho produkci a poukazali na to, Ze zdanlivé Cisté umélé véci (artificialia) nejsou zcela umélé, stejné
jako pfirodniny (naturalia) nemuseji byt prirodni v tradi¢nim smyslu chapani tohoto slova. Ac¢koli se jedna o be-
zesporu podnétné diskuze, spiSe poukazuji na nesmyslnost vymezovani kultury a prirody, nez aby poskytovaly
mozna feseni.

Predkladany prispévek usiluje o opusténi dichotomie kultura/pfiroda nejprve skrze pojem fysis (pfirozenost)
dle chapani filozofa Zdenka Kratochvila. Umélecka tvorba je jednim z projevii lidské pfirozenosti a zéroveri zvé-
chujicim uchopovanim ostatnich prirozenosti. Clovék se tak stava pfirodni silou, coz je pohled, ktery jsme zacali
znovu vnimat teprve nedavno se souc¢asnymi definicemi takzvaného antropocénu.
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Myslenky Bruna Latoura o antropocénu a dalSich jevech posthumanistické reality — naptiklad o nutnosti rozSire-
ni biologického zkoumani zivocisnych druhd o aspekty spadajici do oblasti kultury - a jejich obdobach v 16. sto-
leti potom vedou k otazkam, jak mizeme aplikovat metody kritického posthumanismu, tzn. i ekokritického, na
vyzkum manyristickych obrazl. V neposledni fadé se pfispévek rovnéz zaméfi na to, jak se na manyrismus mu-
Zzeme posthumanistickou optikou sousttedit v doméacim prostiedi a kde mlizeme navazat na jiz existujici badani.

Posthumanist Reflections on Mannerism and Czech Art History

Despite the contradictory definitions of Mannerism, a specific trait keeps reappearing in its historiography: the
deliberate elimination of borders between what we tend to call nature and culture. Recently, several authors
focused on this trait from the decolonial and ecocritical perspective. By shifting attention from objects to the
mode of their production, they further contributed to the perception of borders between nature and culture as
more porous: they demonstrated that objects we straightforwardly assign to the category of the so-called arti-
ficialia are not altogether artificial, just as naturalia do not necessarily have to be natural in the traditional sense.
While these authors show that the distinction between nature and culture is indeed a fabrication, they do not
equip art historians with any new tools.

The proposed paper aims to abandon the strict Nature/culture construction through the philosophical term
physis (“pfirozenost” in Czech), as described by Zdenék Kratochvil. Artistic creation is a manifestation of hu-
man physis (nature) and at the same time, it is an act of various natures made into objects. This is one of the
specific ways humans act as a force of nature and thus share characteristics with contemporary definitions of
Anthropocene.

Bruno Latour’s thoughts on parallels between the 16th century and posthumanist reality ~Anthropocene and,
for instance, the need to broaden the biological examination of animal species by adding elements traditionally
pertaining to culture - subsequently lead to questions of whether and how we can apply the methods of critical,
that means eco-critical too, posthumanism on the research on Mannerist images. Moreover, my paper will also
outline how we could focus on Mannerism through the lens of posthumanism in the Czech environment and
follow up on existing research venues.

Monika Drlikova je historicka uméni zamérena na vizualni kulturu raného novovéku. Studovala na SDU v Brné, kde se specia-
lizovala na déjiny sbératelstvi v prvni poloviné 20. stoleti v eskych zemich. V roce 2021 promovala cum laude na Utrechtské
univerzité s diplomovou praci o cyklech hmyzu Vaclava Hollara. Mezi lety 2020-2021 spolupracovala s muzeem Hof van
Busleyden na vyzkumu rytitskych erbd fadu Zlatého rouna v katedrale sv. Rumbolda v Mechelenu. Nyni se v rémci doktor-
ského programu na UMPRUM soustredi na téma pfirody a pfirozenosti ve vizualni kulture zaalpského manyrismu.

5.4. Michal Vokurka
Ekokritické éteni zahrad sasko-lauenburskych vévodu

Historické zahrady se nabizeji jakozto mozny prisecik zajmG environmentaélni historie a ekologicky zaméfenych
déjin uméni. Tento pfistup bude aplikovan na zahrady sasko-lauenburskych vévodu v rané novovékych Cechach
(napf. Ostrov, Ploskovice, Zakupy).

Zahradu Ize do jisté miry chapat jako umélecké dilo (celek) tvorené jednotlivymi prvky, které mohou byt jak pfi-
rodni (stromy, kvétiny, zvitata), tak opét uméleckymi dily (sochy, architektura). Limity tohoto pojeti jsou zfejmé:
zahrada funguje jako komponovany celek zasazeny do urcitého prostorového rdmce, z néhoz se zaroven snazi
vyniknout (napf. vnitfnim usporadanim a vyzdobou, véetné exotickych rostlin).

Predkladany prispévek se zaméri vztah zahrad ke svétu/pfirodé mimo né. Jsou odrazem néjakého idealu? Pfi-
padné jakého? Ideova slozka vSsak musela byt vyjadifena pomoci konkrétniho obsahu, ktery se pfinejmensim
z¢asti odkazoval na motiv ovladnuti prirody, resp. kontrolu konkrétnich zivld. Jednim ze sledovanych aspektt
tedy bude znazornéni ,environmentalni” moci majitel zahrady.

Dalsi, neméné podstatnou slozkou referatu bude sledovani pivodu materialt v zahradé. Zde se projevovaly jak
lokalni vazby (dievo z okolnich lest pro altany ¢i opevnéni biehl vodnich nadrzi a pfikopt), tak ty globalné;jsi
(pGvod rostlin a ptactva). V neposledni fadé budou pfipomenuty nékteré transfery, diky nimz se v Cechach ocitly
prvky typické pro jiné zemépisné sirky (napf. Italii nebo severni Evropu, odkud rod pochazel).

An Ecocritical Reading of Gardens of the Dukes of Sachsen-Lauenburg

Historical gardens represent one of the interfaces between environmental history and ecologically oriented art
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history. This approach will be applied to the gardens of the Sachsen-Lauenburg dynasty in early modern Bohe-
mia (i.e. Ostrov, Ploskovice, Zakupy).

To a certain extent, a garden can be understood as a work of art composed of a number of features that may
be ,natural” (trees, flowers, animals) or - again - a work of art (sculptures, architecture). The limits of such an
approach are clear: the garden here is a designed entity set within a specific urbanistic-environmental frame-
work from which it simultaneously escapes (i.e. through a different internal structure and decoration, including
exotic species).

This paper focuses on the relationship between gardens and the outside world/nature. Do gardens reflect cer-
tain kinds of ideals? Which ones? The ideological programme of a garden had to be communicated through
specific features, which often referred to a gain of control over nature or its elements. Therefore, one of the
aspects studied will be the representation of the environmental power of the garden owners.

Another part of the work will focus on the origin of the materials used in the gardens. This can be local (in the
case of the wood used for the follies or the embankments of the ponds) or more global (in the case of the origin
of the species of flowers or birds). Last but not least, some transfer examples will be mentioned, allowing the
planting of neophytes typical of different geographical regions (e.g. Italy or northern Europe, where the family
came from).

Ing. Mgr. Michal Viokurka, Ph.D. vystudoval historii (FF UK) a ochranu pfirody (FZP CZU), nésledné absolvoval doktorsky
program Ceské déjiny na FF UK (2023). Za svou disertaéni praci obdrzel Cenu Jaroslava Golla. Od roku 2019 pracuje v His-
torickém ustavu AV CR, kde se vénuje historické geografii, barokni aristokracii a environmentalnim déjindm. Ve svém bada-
ni se snazi o mezioborové presahy a navazani interdisciplinarniho dialogu.

5.5. Martin Solc

Zelena sed aneb forma, ktera predbéhla funkci

Stavebni kultura se v 19. stoleti zdsadné proménila. Prevazila liberalizace a demokratizace v uzivani staveb-
nich materiald, technologickych postupt a architektonickych uloh, které byly do té doby dostupné, a mnohdy
i vyhrazené, pouze omezené ¢asti populace. S poukazem na dobova vyjadreni (napf. Johann Philipp Joendl
nebo Ludwig Christian von Foérster) se nejednalo od samého pocatku o bezproblémovou a zcela Uspésné pro-
vedenou transformaci. Posilovani vyznamu prepravy a zdokonalovani infrastruktury v disledku priimyslové
revoluce dospélo na pocatku 20. stoleti k dokonalému globalnimu propojeni. Jevy obycejné pfipisované nej-
vyznamneéjsim civilizaénim centrliim se zacaly zcela bézné objevovat i na periferii. Rozdily ve stavebni kulture
mezi méstem a venkovem vstoupily do dalsi faze kvapné nivelizace. Rychlost pfredavani novych trendu a jejich
uplatnovani v praxi dokazaly poprit dva ze tfi tradi¢nich pilifQ vitruvianského stavitelstvi (firmitas, utilitas, ve-
nustas), tedy trvanlivosti a uzite¢nosti. Le Corbusierovych pét bodl svou environmentalni rétorikou sméle
predjimalo dnesni paradigmata stavitelstvi a architektury (tedy funkénost, ekologi¢nost a hospodarnost), ale
ponechalo si zasadni roli estetiky v oboru architektonické tvorby. Ta bez ohledu na mistni pfirodni podminky
prebirala modely z globalizovaného svéta, které sice slovy Waltera Gropiuse pfinasela ,uprostied kamenitych
pousti nasich velkomést" nové kvality, ale za cenu pouze docasné ucelnosti. Pfispévek se na pfikladu ploché
stfechy pokusi interpretovat tuto konstrukci z pohledu vySe popsanych promén. Tato konstrukce je pro nasi
dobu signifikantni, jelikoz se jeji forma utvarela na po¢atku Gvah o energetické naroénosti staveb a jeji funké-
nosti se docililo s ohledem na ekologické aspekty architektury a stavitelstvi az v nedavné dobé.

A Green Greyness or the Form that Surpassed Function

Building culture changed fundamentally in the 19th century. Liberalisation and democratisation prevailed in
the use of building materials, technological processes, and architectural roles that were available until then only
for a limited part of the population. Considering the statements made at the time, this transformation was not
smooth from the beginning and was not entirely successful. (e.g. Johann Philipp Joendl, or Ludwig Christian von
Forster). The growing importance of transport and infrastructure improvement due to the Industrial Revolution
led to a perfect global interconnection at the beginning of the 20th century. Phenomena usually attributed
to the most important centres of civilisation began to appear quite commonly in the periphery. Differences
in building culture between urban and rural areas entered another phase of rapid levelling. The speed with
which new trends were transmitted and implemented managed to negate two of the three traditional pillars of
Vitruvian building (firmitas, utilitas, venustas), namely durability and utility. With their environmental rhetoric,
Le Corbusier's five points boldly anticipated today’s paradigms of building and architecture (i.e., functionality,
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ecology and economy) but retained the essential role of aesthetics in the field of architectural design. It adopted
models from the globalised world, regardless of local natural conditions, which, in the words of Walter Gropius,
brought new qualities ,amidst the stony deserts of our cities”, but at the cost of only temporary expediency.
This paper will attempt to interpret this construction in terms of the transformations described above, using
the example of the flat roof. This construction is significant for our times since its form was shaped at the
beginning of the consideration of the energy performance of buildings, and its functionality has only recently
been achieved concerning the ecological aspects of architecture and construction.

Magr. et Mgr. Martin Solc, DiS., po SPS stavebni arch. Jana Letzela v Ndchodé absolvoval i zdejsi VOS se zaméienim na ob-
novu historickych budov (2007). Nasledovala Ctyrleta praxe ve stavebni projekéni kancelari. Soubézné vystudoval Déjiny
uméni (2014) a Management v kultufe (2015) na FF MU v Brné. Od roku 2014 je zaméstnancem NPU. Nejprve v Kroméfizi
jako garant tzemi pro Zlin a Luhacovice; nasledné presel do Metodického centra moderni architektury v Brné (2016), kde
pUsobi doposud. Je autorem a spoluautorem publikaci se zamérenim na pamatkovou péci a déjiny architektury; je zafazen
do vyzkumnych projekt NPU.

5.6. Ondrej Hojda
Na co zbyva cas: klimatické cteni déjin architektury

Jak provozovat déjiny architektury v dobé eskalujici klimatické krize, ktera ohrozuje jak pfredméty naseho zajmu,
tak dosud funguijici instituce potifebné k jejich zkoumani? Jako historik uméni 20. stoleti, vyucujici na vysoké
Skole budouci architekty, si zietelné uvédomuiji roli, kterou sehrava pretrvavajici kanonizace (nejen) modernistic-
kych staveb, vyrostlych na levné energii z fosilnich paliv. Hlavné v zapadni Evropé a severni Americe se ozyvaiji
hlasy po revizi toho, jak pfibéhy dé&jin architektury vypravime.

Neni to ale ,pfepisovani historie” pod diktatem doby? Neni to myslenkové ochuzujici nebo dokonce nebezpec-
né? To mize logicky namitnout skeptik, stfezici autonomii oboru. Lze viibec zpétné aplikovat hledisko globalni-
ho oteplovani na obdobi, kdy jeji zadvaznost nebyla obecné znama, natoz aby ovlivnila architektonickou tvorbu?

Ve svém prispévku chci ukazat opak: urgence klimatické krize je Sanci pro radikalni rozsifeni dosud aplikovanych
perspektiv déjin umeéni jako humanitni discipliny, aniz bychom odhodili uzite¢né nastroje, které nam poskytuje.
Plati to i pro problém modernismu, kde mUze vést k lepsi diferenciaci a vétsi pestrosti zkoumanych témat i zro-
du novych vyzkumnych postupt (napf. hledisko déjin energie / energy history). Nakonec to je impuls i pro pre-
hodnoceni metodickych vychodisek celého oboru. llustruji to napfiklad posledni prace Hanse Ibelingse, Daniela
Barbera nebo Barnabase Caldera. Na zavér stru¢né predstavim vlastni aktualni vyzkum, v némz se podobnym
zpUsobem snazim interpretovat néktera témata z Ceské a stfedoevropské teorie architektury.

What Time is Left: A Climatic Reading of Architectural History

How do we practice architectural history during the escalating climate crisis, which threatens both the objects
of our interest and the academic institutions? As a 20th-century art historian teaching future architects at a uni-
versity, | am conscious of the role of the canonisation of (not only) modernist buildings built on cheap fossil fuel
energy. Particularly in Western Europe and North America, more and more voices call for revising the way we
tell the stories of architecture.

However, is this not ,rewriting history” dictated by demands of the time? Isn't it too narrow-minded or even
dangerous? - a sceptic, guarding the autonomy of the field, might argue. Is it even possible to retrospectively
apply the perspective of global warming to a period when its severity was not broadly known?

In my paper, | want to show the opposite: the urgency of the climate crisis is an opportunity to radically expand
the previously applied perspectives of art history as a humanities discipline without throwing away the valuab-
le tools it provides. This is also true for the problem of modernism, which can lead to a better differentiation
and greater diversity of the topics studied and the birth of new research approaches (e.g., the energy history
perspective). Finally, it is also an impetus for rethinking the whole field's methodological assumptions. This is
illustrated, for example, by the recent work of Hans Ibelings, Daniel Barber or Barnabas Calder. Finally, | will
briefly present my current research, in which | attempt to apply a similar approach to subjects from Czech and
Central European architectural theory.

Ondrej Hojda (*1983 Praha). Historik a teoretik architektury a uméni, absolvent FF UK v Praze a EHESS v PafiZi. Napsal
disertacni praci o vztazich evropské moderni architektury k Japonsku a vydal knihu Osaka 1970: architektura, environment,
média (2021). Pracovné pUsobil mj. Berliné, na UDU AV CR v Praze a od roku 2019 zaroveri uéi déjiny a teorii na Fakulté
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uméni a architektury v Liberci. Vénuje se architekture 20. a 21. stoleti. V poslednich tfech letech uci mj. kurzy zamérené na
architekturu a klimatickou krizi a architektutu a film.

Sekce 6 / Session VI

Zacatky a konce: Vystava jako historicky format / The Beginnings and Endings:
exhibition as a historical format

Vedouci/Chairs: Markéta Jarosova(Ustav déjin kfestanského umeéni, KTF UK) -
Terezie Nekvindova (Akademie vytvarnych uméni v Praze / Ustav pro déjiny umé-
ni FF UK)

Médium vystavy predstavuje od doby modernismu vyznamny komunikacni prostredek nezbytny pro zpro-
stfedkovani uméni verejnosti. S postupné silici digitalizaci vyvstava otazka, zda poradani ,tradic¢nich” fo-
rem vystav prichazi o své vysadni postaveni. Uméni poznavame spiSe pres obrazovku ¢i reprodukci nez
bezprostiedni konfrontaci s originalnim dilem. Ocitli jsme se v pfipadé vystav v okamziku zlomu? Jaké
vyzvy, tézkosti i prilezitosti prinasi tékava digitalni éra s on-line a virtualnimi vystavami, interaktivnimi
expozicemi ¢i zapojenim umélé inteligence do svéta vystav? A jaky byl naopak vstup média vystavy ,,na ve-
fejnou scénu” v 19. stoleti, jakym zpusobem tehdy proménil vnimani uméleckych dél? Sekce se orientuje
na pojeti vystav a kuratorstvi v Sirsi éasové ose. Zajimaji nas momenty, kdy se ménilo paradigma zpusobu
vystavovani, jak po obsahové strance, tak z hlediska architektonického reSeni a designu, prostrednictvim
zmén ve vyvoji déjin uméni i z diivodi spoleéenskych éi politickych. Chceme sledovat i otazku podoby,
charakteru a vyznamu vystav a kuratorstvi v budoucnosti v souvislosti s klimatickymi zménami, problémy
dekolonizace, genderové problematiky a dalSich vyzev souéasnosti. Vitame rovnéz prezentaci vysledki

uméleckého vyzkumu.

The medium of the exhibition has been an important means of communication necessary for presenting
art to the public since modernism. With the gradual rise of digitalization, the question arises whether
the organization of “traditional” forms of exhibitions is losing its privileged position. We get to know art
through the screen or reproduction rather than through confrontation with the original work. Have we
reached a turning point in the case of exhibitions? What challenges, difficulties, and opportunities does
the volatile digital era bring with online and virtual exhibitions, interactive displays, or the involvement
of artificial intelligence in the world of exhibitions? Conversely, what was the entry of the medium of the
exhibition “onto the public stage” in the 19th century, and how did it transform the perception of artworks
at the time? This section focuses on the concept of exhibitions and curating in a broader timeline. We are
interested in moments when the paradigm of modes of exhibition changed, both in terms of content, and
exhibition design, through changes in art history and for social or political reasons. We also want to pur-
sue the question of the form, nature, and meaning of exhibitions and curating in the future in the context
of climate change, the problematics of decolonization, gender issues, and other contemporary challenges.
We also welcome the presentation of the results of artistic research.

6.1. Pavla Machalikova

~

Zanr vystavy v 19. stoleti a prvni ,kuratorské” zaméry

Verejna umélecka vystava se zavedla na umélecké scéné 19. stoleti jako novy format prezentace uméleckého
dila divakdim, respektive stale Sirsi verejnosti uméni. Vystava oteviela novy prostor pro komunikaci mezi auto-
rem - dilem - publikem. Jednotliva dila se zde dostavala do souvislosti, které mohly rizné promeénovat jejich
vyznam. Uvédomeéni si této ,moci” vystavy jako udalosti a jeji inscenace/instalace probihalo postupné a mohlo
s nim byt rGzné kalkulovano: jak samotnymi umeélci, tak pfedevsim organizatory vystav, agenty ¢i kuratory, ktefi
staliv jejich pozadi a mohli do nich promitat rdizné zajmy. Ty v pocatcich prazskych vystav odpovidaly pfedevsim
predstavam poradajicich instituci - at uz tyto predstavy vychazely z presvédéeni o poslani uméni ve spolecnosti
nebo nabizely feseni problémU praktické podpory umélct. Pozdéji do nich pronikaly spolkové, narodni a po-
sléze i individualni zajmy, provazené prosazovanim postavy moderniho kuratora, byt v 19. stoleti vétSinou stale
korigovaného uréitym kolektivnim zajmem.
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Prispévek se na prikladu nékolika vystav bude zabyvat otazkou, jak lze ve vztahu k této agendé cCist archivni
prameny a dobovou publicistiku k ranym déjindm vystav v 19. stoleti. Jak Ize v priseéiku mezi pramennymi texty
a jejich konfrontaci se zminkami o konkrétnich podobach instalaci sledovat prvni naznaky ,kuratorskych” zameé-
rd v 1. poloviné 19. stoleti? Jaké zmény zpUsobila politicka situace po roce 1848? Jak proménila silici narodni
agenda po poloviné stoleti pristup k vystavovani soudobého uméni v Praze?

The Genre of the Exhibition and the First ‘Curatorial’ Intentions

The public art exhibition was established in the nineteenth-century art scene as a new format for presenting
works of art to viewers, or to an increasingly wider art public. The exhibition opened up a new space for com-
munication between the author, artwork, and the audience. Here, individual artefacts were placed in diverse
contexts that could transform their meaning. The awareness of the ,power” of the exhibition as an event and its
staging/installation grew gradually and could be taken into account in different ways: both by the artists them-
selves, and above all by the organizers of the exhibitions, agents or curators who stood in their background and
could project different interests into them. In the early days of Prague exhibitions, these mainly corresponded
to the ideas of the organizing institutions - whether these ideas were based on a belief in the mission of art in
society or offered solutions to the problem of practical support for artists. Later, these were joined by national
interests, associations ~ policies or positions of various individuals, and were accompanied by the promotion
of the figure of the modern curator, although in the 19th century this position remained corrected by a certain
collective interest.

Using the example of several exhibitions, the contribution will deal with the question of how archival sources
and contemporary journalism can be read in relation to this agenda. To what extent can the first signs of cura-
tors’ intentions in the first half of the 19th century be traced to the intersection between the source texts and
their confrontation with mentions of specific forms of installations? What changes did the political situation
bring about after 1848? How has the growing national agenda changed the approach to exhibiting contempo-
rary art in Prague?

Pavla Machalikova is a researcher at the Institute of Art History of the Academy of Sciences, Prague. She concentrates on
19th century art, with a focus on painting and its transformations between traditional and modern themes (such as folk
culture, children’s art) and the history of exhibitions. She participated in the preparation of a number of thematic and mono-
graphic exhibitions and publications. She is currently leading a team grant project Spaces, Objects, Authors and Curators:
Building a Cultural Public in the Czech Lands 1790-1918.

Pavla Machalikova ptsobi v Ustavu déjin uméni AV CR. Vénuje se vyzkumu uméni 19. stoleti, se zaméienim na malitstvi
a jeho promény mezi tradi¢nimi a modernimi tématy (jako napf. lidova kultura, détské uméni) a na déjiny vystavovani. Podi-
lela se na pfipravé rady tematickych i monografickych vystav a publikaci. V soucasné dobé vede grantovy projekt Prostory,
objekty, autofi a kuratori: Budovani kulturni verejnosti v ¢eskych zemich 1790-1918.

6.2. Ales Filip - Roman Musil
Obraz jako ambiente. Stupnovani efektu na prazskych vystavach posledni tietiny 19. stoleti

Velkoformatové obrazy plsobi jako ,ambiente” - divak je jimi zcela pohlcen, a dokonce se v nich miize ,pohybo-
vat”. Mimeticky efekt je vystupnovan k dokonalosti prostfednictvim dioramat a panoramat, ty si vSak pomahaiji
mimomalifskymi prostfedky. Ob¥i obrazy domacich i zahraniénich umélct byvaly kvili svym rozmérdim ¢asto
vystavovany v atypickych prostorach a ptsobily (nebo mély plsobit) jako senzace. Senzaéni obrazy byly pre-
zentovany na mezinarodnich vystavnich turné. Pro¢ tomu tak bylo, jaka témata byla preferovana, jaké malifské
postupy jsou pro né specifické, jaké byly reakce publika a kam nejdal bylo mozné v malifském iluzionismu zajit?
Jak se béhem sledovaného obdobi ménil ndzor na vypravnou velkoformatovou malbu a jak s tim pracovali orga-
nizatofri vystav? Tyto i dalSi otazky budou zkoumany zejména z hlediska recepce - se zamérenim jak na psycho-
logii obrazového vnimani, tak na kulturnéhistorické aspekty. V Praze byl uz od konce 60. let 19. stoleti nejvice
uznavanym mistrem velkoformatové malby s historickou tematikou Jan Matejko, krakovsky malif evropského
renomé, po otci ceského plivodu. Vystavil zde obrazy Unie lubelska, Bathory, Car Ivan Hrozny, Hold prusky aj.
Od jeho krajana Henryka Siemiradzkého tu byly vystaveny Neronovy Zivé pochodné. Z ¢eskych malift vynikli ve
velkoformatové malbé zejména Vaclav Brozik a Vaclav Sochor. Dané téma bude interpretovano v Sirsim kontextu
(Pafiz, Mnichov, Berlin, Viden...) se zaméfenim na nejvétsi vystavni ,udalosti” na mezinarodni vytvarné scéné,
reflektované i v ¢eském tisku.
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Painting as ambience. The Gradation of effect in Prague exhibitions in the last third of the
19th century

Large-format paintings have an “ambient” effect - the viewer is completely absorbed by them and can even
"move” in them. The mimetic effect is heightened to perfection through dioramas and panoramas, but these
are aided by extra-painterly means. Because of their size, giant paintings by domestic and foreign artists were
often exhibited in atypical spaces and acted (or were intended to act) as sensations. Sensational paintings
were presented on international exhibition tours. Why was this so, what themes were preferred, what painting
techniques were specific to them, how were the reactions of the public, and how far could one go in painterly
illusionism? How did the opinion on narrative large-scale painting change during the period under review and
how the exhibition organizers worked with it? These and other issues will be examined mainly from the point
of view of reception - focusing on both the psychology of image perception and cultural and historical aspects.
From the late 1860s in Prague, Jan Matejko, a Cracow painter of European renown and of Czech origin by his
father, was the most recognized master of large-format painting with historical themes. He exhibited paintings
The Union of Lublin, Bathory, Tsar Ivan the Terrible, Hold of Prussia, etc. By his compatriot Henryk Siemiradzki,
the painting Nero’s Living Torches was exhibited here. Among Czech painters, Vaclav Brozik and Vaclav Sochor
stood out in large-format painting. This theme will be interpreted in a broader context (Paris, Munich, Berlin,
Vienna...) with a focus on the biggest exhibition “events” on the international art scene, also reflected in the
Czech press.

Ales Filip je historik uméni, absolvent Filozofické fakulty Masarykovy univerzity v Brné (PhDr. 1987, Ph.D. 2002). Od r. 2004
tam vyucéuje (zpo&atku externé) na Ustavu hudebni védy, je garantem studijniho programu Sdruzend uménovédna studia.
Externé ucil také v Seminafri estetiky na téZe fakulté a na Katedre historie Pedagogické fakulty Masarykovy univerzity. Zamé-
fuje se na uméni druhé poloviny “dlouhého 19. stoleti’; ¢asto ve spolupraci s Romanem Musilem. Jejich posledni spole¢na
publikace Epocha salond, vydana r. 2021, se stala muzejni publikaci roku v soutéZi Gloria musaealis.

Roman Musil je historik uméni, absolvent Filozofické fakulty Univerzity Karlovy (Mgr.). Pracoval v Narodni galerii v Praze ve
Shirce deského uméni 19. stoleti a na Ministerstvu kultury Ceské republiky. V r. 2001 mu Uméleckohistorické spole&nost
v ¢eskych zemich udélila Cenu Josefa Krasy. Od r. 2007 pusobi jako feditel Zapadoceské galerie v Plzni. Zabyva se malir-
stvim doby fin de siecle a je iniciatorem rady velkych vystavnich a publika¢nich projektd, napf. Gabriel von Max, 2011, s A.
Filipem, Gottfried Lindauer, 2015, dtto (2016 udélena cena ¢eského vyboru ICOM).

Ales Filip is art historian, graduate from the Faculty of Arts at Masaryk University in Brno (PhDr. 1987, Ph.D. 2002). He has
been teaching there (initially externally) at the Department of Musicology since 2004, is the guarantor of the Combined Art
Studies programme. He also taught externally at the Department of Aesthetics at the same faculty and at the Department of
History of the Faculty of Education of Masaryk University. He focuses on the art of the second half of the “long 19th centu-
ry” often in collaboration with Roman Musil. Their last publication Epocha salonl from the year 2021 became the Museum
Publication of the Year in the Gloria musaealis competition.

Roman Musil is art historian, graduate from the Faculty of Arts at Charles University in Prague. He worked at the National
Gallery in Prague, in the Czech Nineteenth-Century Art Collection, and at the Ministry of Culture of the Czech Republic. He
was awarded the Josef Krasa Prize by Art History Society in Czech Lands in 2001. Since 2007 he has been the Director of the
Gallery of West Bohemia in Pilsen. He specialises in the painting of the fin de siecle and has been instigator and co-author
of a number major exhibition and publishing projects, for instance Gabriel von Max, 2011, with A. Filip, Gottfried Lindauer,
2015, dtto (2016 the ICOM Czech Committee Award).

6.3. Martina Pachmanova

+Pisen tiskarny, pisen noci, pisei zitiku”: Zeny na vystavé Pressa v Koliné n. Rynem v roce 1928

vvvvvv

a s ohledem na vystavbu novych budov a pavilontd ziejmé i k nejnakladnéjsim mezinarodnim vystavam. Svym
zaméfenim na vyvoj pisma a tiskarskych technologii, historii literatury a publicistiky, ale ptedevsim moderni Zur-
nalismus, masova média a reklamu pfemostovala minulost se soucasnosti, texty s obrazy a vytvarny experiment
s politickou propagandou. Stranou dosavadniho badani nad touto velkolepou podivanou, jiz Vymarska republi-
ka chtéla mj. demonstrovat své demokratické idedly a podporu svétového miru, vSak vétsinou zGstava specialni
oddil ,Frau und Presse” (Zena a tisk). Jeho gré tvofila expozice vénovana némeckému zenskému tisku, ale své
zastoupeni zde mély rovnéz jiné staty sdruzené v Mezinarodni alianci pro volebni pravo zZen, véetné Ruska, Fran-
cie, Anglie a Ceskoslovenska. Smyslem konferenéniho p¥ispévku (oscilujiciho mezi kulturné-historickou studii
a vizudlni analyzou zamérenou na vyzvy i limity modernich vystavnickych metod) je oziejmit souvislosti vzniku
tohoto oddilu, predstavit v zakladnich konturach jeho koncepci a pfedevsim se zaméftit na organizaci a podobu
skromné, avéak z emancipac¢nich a politickych ddivod( dillezité Eeskoslovenské Géasti; za ni stala Zenska narod-
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ni rada a jeji instalaci byla povérena malirka, pfilezitostna publicistka a ¢lenka Kruhu vytvarnych umélkyn Jaro-
slava Klenkova. Oda na pokrok a lepsi zittky, kterou jako moderni a rouhavou parafrazi na starozakonni svatebni
«Pisen pisni” pod dojmem z navstévy Pressa v roce 1928 napsal pro Lidové noviny Eduard Bass, bude v pfi-
spévku vyuzita jako metafora kiehkych, postupné utinanych, av$ak zasadnich idealt prvorepublikové Zenské
emancipace: jako odklon od Zeny jako erotického objektu k Zené tvofici, pracujici, piSici, vystavujici a svobodné.

"Song of the Press, Song of the Night, Song of Tomorrow": Women at the Pressa Exhibition in
Cologne, 1928

Pressa, held in 1928 in Cologne, was one of the most successful, best attended and, with regard to the con-
struction of new buildings and pavilions, probably the most expensive international inter-war exhibitions. With
its focus on the development of writing and printing technologies, the history of literature and journalism, but
above all modern mass media and advertising, it bridged the past with the present, texts with images and ar-
tistic experimentation with political propaganda. However, the special section “Frau und Presse” (Woman and
the Press) has mostly been left out of the existing research of this spectacular event, with which the Weimar
Republic wanted to demonstrate, among other things, its democratic ideals and support for world peace. The
grist of the women'’s (re)presentation was a display devoted to the German women's press, but other coun-
tries associated with the International Alliance for Women's Suffrage, including Russia, France, England and
Czechoslovakia, were also represented. The purpose of this conference paper (which oscillates between a cul-
tural-historical study and a visual analysis focused on the challenges and limits of modern exhibition methods)
is to clarify the ideological and conceptual background of this exhibition section, and above all to focus on the
modest but for emancipatory and political reasons important Czechoslovak participation; it was backed by the
Czechoslovak Women's National Council and its installation was entrusted to the painter, occasional columnist,
and member of the Circle of Women Artists, Jaroslava Klenkova. The ode to progress and a better tomorrow,
which Eduard Bass wrote for Lidové noviny daily as a modern and blasphemous paraphrase of the Old Testa-
ment wedding “Song of Songs” under the impression of a visit to Press in 1928, will be used as a metaphor for
the fragile, gradually diminished, but essential ideals of the First Republic female emancipation: as a departure
from woman as an erotic object to a woman who creates, works, writes, exhibits and is free.

Martina Pachmanova pulsobi na Katedre teorie a déjin uméni na Vysoké skole uméleckoprimyslové v Praze (UMPRUM). Ve
své badatelské a kuratorské praci se soustiedi predevsim na problematiku genderu a feminismu v mezivdlecném a soucas-
ném uméni a vizualni kulture, véetné designu. Je editorkou a spolueditorkou rfady publikaci a vystavnich katalogi a autorkou
nékolika knih: Vérnost v pohybu: Hovory o feminismu, déjinach a vizualité (2001); Neznama Gzemi ¢eského moderniho
uméni: Pod lupou genderu (2004); Zrozeni umélkyné z pény limonady: Genderové kontexty moderni ceské teorie a kritiky
uméni (2013) - za tento titul ziskala Cenu F. X. Saldy. V roce 2021 vydala publikaci doprovézejici stejnojmennou vystavu
v Moravské galerii v Brné Civilizovana Zena: Ideal i paradox prvorepublikové vizualni kultury, kterd byla nominovana na Cenu
Magnesia Litera. Kromé monografii vénovanych sou¢asnym ¢eskym umélkynim publikovala rovnéz nékolik monografii za-
pomenutych mezivale¢nych umélkyri doprovéazejicich jejich retrospektivni vystavy. Mnohé stati M. Pachmanové byly publi-
kované v cizojazyénych periodickych i neperiodickych publikacich.

Martina Pachmanova is affiliated with the Department of Art History and Theory at the Academy of Arts, Architecture and
Design (UMPRUM) in Prague. As a researcher, writer and curator she specializes in gender, sexual politics and feminism
in modern, post-war and contemporary art and visual culture, including design. She is an editor or co-editor of numerous
books and exhibition catalogues, and author of several books: Mobile Fidelities: Conversations on Feminism, History, and
Visuality (Prague 2001); Unknown Territories of Czech Modern Art: Through the Looking Glass of Gender (Prague 2004);
The Birth of a Woman Artist from the Lemonade Foam: Gender Contexts of Modern Czech Art Theory and Criticism (Prague
2013); Civilized Woman: Ideal and Paradox of the Visual Culture of the First Czechoslovak Republic (2021), among others.
Besides several monographs of contemporary Czech women artists, she also published several monographs of forgotten
Czech inter-war female modernists related to their retrospective exhibitions. Pachmanova'’s articles appeared in many of
books published in English or German.

6.4. Katarina Masterova
Vystavy ve dvou rozmérech: Obrazové reportaze pro Sirsi verejnost

Jaké strategie vizualni reprezentace vyuzivaly ilustrované noviny a ¢asopisy v prvni poloviné 20. stoleti v repor-
tazich o vystavach? Jaka byla role obrazové dokumentace vystav v masovém i odborném tisku a jaké poselstvi
Ctendri predavala? Méla marketingovy efekt a pfrilakala publikum? A v pfipadé reportaze po skonceni vystavy
- jaké byly zplisoby obrazové dokumentace vystavy a jaké cile sledovaly? V pfispévku se zaméfim na fotomecha-
nickou reprodukci fotografii z vystav v dobovém tisku mezivaleéného obdobi a porovnam je s aktualni situaci
referovani o vystavach formou obrazové dokumentace, ktera se ¢asto stava ndhradou samotné navstévy vysta-
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vy (od fenoménu Martina Fryce az po profesionalizaci socidlnich siti vystavnich instituci). Mezi klicové historic-
patfila vystava Moderniho francouzského socharstvi v Belvederu v roce 1935, realizovana navic s vyznamnym
kulturné-politickym podtextem, o niz referovala vétsina ilustrovanych médii jako Pestry tyden, Letem svétem,
Svétozor ¢i Volné sméry. Prispévek se zaméfi jak na prozkoumani metod zprostiedkovani vytvarné hodnoty vy-
stavenych dél, tak na pfipadné formy manipulace ¢tenait typem a formou obrazové reprezentace, vztah obrazu
a textu &i recyklaci obrazd jednotlivymi médii.

Exhibitions in Two Dimensions: Pictorial Reports in the Period Press for the General Public

What strategies of visual representation were used by the illustrated press in the first half of the 20th century in
their coverage of exhibitions? What role did the pictorial documentation of exhibitions play in the mass media
and art press, and what message did it convey to the reader? Did it have a marketing effect and attract larger
audience? In the case of post-exhibition coverage, what were the methods of pictorial documentation of the
exhibition, and what objectives did they pursue? In this paper, | focus on the photomechanical reproduction of
exhibition photographs in the contemporary press of the interwar period and compare them with the current
situation of reporting on exhibitions in the form of pictorial documentation, which often becomes a substitute
for physical exhibition visit (from the Martin Fry¢é phenomenon to the professionalization of social media of
exhibition institutions). Among the key historical examples, | include photographs of sculptures, which offer
more dynamic possibilities for the photographer’'s work. One such example is the exhibition of Modern French
Sculpture at the Belvedere in 1935, which was carried out with significant cultural and political overtones and
reported in most illustrated media such as Pestry tyden, Letem svétem, Svétozor or Volné sméry. The paper
will focus on the exploration of the methods of conveying the artistic value of the exhibited works, as well as on
the possible forms of manipulation of readers by the type and form of pictorial representation, the relationship
between image and text, or the recycling of images by different media.

Katarina Masterova works as a researcher at the Institute of Art History of the CAS, focusing on the history of
the 20th-century photography. She is currently the co-researcher on the project Matrix of Photomechanical
Reproductions: A History of Remote Access to Art (Lumina quaeruntur, 2023-2027, photomatrix.cz). Previously,
she was investigator of the grant project Josef Sudek and Photographic Reproduction of Works of Art (NAKI Il
2016-2020, sudekproject.cz), contributing to its numerous outputs. She also authored the exhibition and the
monograph Svoboda+Palcr: Seeing Sculptures (Cheb, 2019). Since 2023, she has been teaching the history of
applied photography at UMPRUM.

Katarina Masterova pUsobi jako védecka pracovnice Ustavu déjin uméni AV CR, kde se zaméfuje na déjiny fotografie 20.
stoleti. Aktualné je spoluresitelkou projektu Matrix fotomechanickych reprodukci: Déjiny vzdaleného pfistupu k uméni
(Lumina quaeruntur, 2023-2027, photomatrix.cz). V minulosti byla resitelkou grantového projektu Josef Sudek a fotogra-
ficka reprodukce uméleckych dél (NAKI Il, 2016-2020, sudekproject.cz) a podilela na jeho pocetnych vystupech. Pripravila
také vystavu s monografii Svoboda+Palcr: Vidét sochy (Cheb, 2019). Od roku 2023 vyucéuje déjiny uméleckopriimyslové
fotografie na UMPRUM.

6.5. Amalie Bulandrova
Scénotektura: mezi scénografii a architekturou vystav

Prispévek se zabyva podobami vytvarné-prostorovych pfistupl k fyzickému ztvarnovani tuzemskych vystav
vytvarného uméni. Po struéném nastinéni specifik oboru ,vystavni scénografie” tak, jak byly ukotveny zejména
prostiednictvim ¢innosti ndrodniho podniku Vystavnictvi v Sedesatych a sedmdesatych letech minulého stoleti,
zminim také postupné etablovani oboru ,vystavni architektura” po roce 1989. Dale se zamé&fim na viceméné
soucasné vystavy, jejichZ prostorové feSeni Ize oznacit za svébytnou vytvarné-interpretacni vrstvu vystavni-
ho celku, oscilujici na pomezi autorského gesta a utilitarni sluzby. Takové realizace mapuji zejména u umélct
a umélkyn, ktefi se patrné vzhledem k neexistujici institucionalni vystavni podpore po roce 1989 sami chopili
tvorby vystavnich prostredi, pficemz kvality, které do tvorby zacali viceméné intuitivné vnaset, povazuiji za bliz-
ké scénografickému pfistupu v obecném vyznamu této discipliny. Prostfednictvim téchto ptiklad( je snahou
poukazat na scénografické prvky, které jsou ve vystavach coby pomysinych inscenacnich prostorech pritomny
i presto, ze termin ,vystavni scénografie” jiz pro né neni prakticky viibec pouzivan. Pozornost pfitom vénuiji
obecnym performativnim kategoriim scénografické discipliny, jako je napfiklad procesualita ¢i temporalita ve
smyslu postupné obsahové gradace, a pokusim se demonstrovat, Ze pojem scénografie zde nepredstavuje
tvorbu kulisovych ¢&i iluzivnich prostorovych ramcd, ale aktivni vyznamotvornou strukturu.
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Scenotecture: between scenography and exhibition architecture

The conference paper will focus on various visual-spatial approaches to the physical representation of art exhi-
bitions in local context. After briefly outlining the specifics of the field of “exhibition scenography” as they were
anchored mainly through the activities of the national enterprise Vystavnictvi in the 1960s and 1970s, | also
outline the gradual establishment of the field of “exhibition architecture” after 1989. Subsequently, | will focus
on more or less contemporary exhibitions and their spatial solutions which might be considered as a peculiar
artistic-interpretive layer oscillating between authorial gesture and utilitarian service. | am mapping such reali-
zations especially in the case of artists who, apparently due to the lack of institutional exhibition support after
1989, took up the creation of exhibition environments themselves and - as | suggest - began to bring specific
qualities to their work more or less intuitively that are close the scenographic approach in the general sense of
the discipline. Finally, through such examples, it is my effort to point out the scenographic elements that are
present in exhibitions even though the term “exhibition scenography” is practically no longer used for them at
all. | pay attention to the general performative categories of the discipline of scenography, such as processuality
and temporality, in order to demonstrate that the notion of scenography here does not represent the creation
of backdrops or illusory spatial frames, but an active meaning-making structure.

Amalie Bulandrova je teatrolozka, historicka a teoreticka uméni. Magisterské studium divadelni védy a bakalarské studi-
um déjin uméni absolvovala v Brné na Filozofické fakulté MU. Néasledné vystudovala magistersky program Teorie a déjiny
uméni na Vysoké skole uméleckoprimyslové v Praze, kde aktualné pusobi v ateliéru Volného umeéni I. Od jara 2022 se
v ramci UMPRUM podili také na organizaci Kafkarny / Centra pro uméni a ekologii UMPRUM, které sidli v byvalém sochar-
ském ateliéru Bohumila Kafky. Ve svém disertacnim vyzkumu se vénuje scénografii: prisecikiim mezi divadelni a vytvarnou
instalaci, vizualni dramaturgii ve skandinavském kontextu, zplsobim vystavovani scénografie i vystavni scénografii coby
oborové discipliné.

Amadlie Bulandrova is a theatre scholar, art historian and theorist. She completed her master’s degree in theatre studies
and bachelor’s degree in art history at the Faculty of Arts of Masaryk University in Brno. She subsequently graduated from
the master’s programme in Theory and History of Art at the Academy of Arts, Architecture and Design Prague where she
currently works in the studio of Fine Arts I. Since 2022, she also participates in the organization of the Kafkarna / Centre for
Arts and Ecology UMPRUM which is located in the former sculpture studio of Bohumil Kafka in Prague. In her dissertation
research, Amalie focuses on scenography: the intersections between theatre and art installation, visual dramaturgy in the
Scandinavian context, ways of exhibiting scenography and exhibition scenography as a discipline.

6.6. Nina Wanca

Online vs. Offline: Otazka (odlisné) konceptualizace virtualnich vystav

Digitalni technologie, multimédia a interaktivni prvky, které se pouzivaji ve virtualnich vystavach, jsou pova-
zovany za velkou pfilezitost pro oblast kulturniho dédictvi. Hlavni vyhody virtualnich vystav jsou spatfovany
v tom, ze umozniuiji jejich tvlrcdim oslovit nové publikum, vytvaret nové typy obsahu a vytvaret nové pfilezitosti
a formy participace. Na druhé strané jsou tyto pfilezitosti a pozitivni aspekty digitalniho prostiedi doprovazeny
také novymi druhy vyzev, jako jsou vysoka ocekavani online navstévnikl, neustalena terminologie, nedostatek
standardd, problém s pozornosti (attention span), vysoké naroky na digitalni kompetence tvirctd a technolo-
gické vybaveni i odlisné naroky na zplsoby vypravéni a naraci ve virtualnich vystavach, které nemaiji ,skuteény
prostor,” ktery zasadné ovliviiuje zptisoby muzejniho vystavovani. Cilem prezentace je otevfit otazku, jak odlisSny
nebo podobny je proces konceptualizace a vytvareni virtudlnich vystav a jak online navstévnici digitalni obsah
vnimaji. Prezentace se zaméfi na pristupy ke konceptualizaci obsahu i na formalni aspekty online i offline vystav
zentace budou i zakladni poznatky z vyzkumu virtualnich vystav v ceskych muzeich a vysledky z navstévnického
vyzkumu analyzujiciho spokojenost navstévnikd s digitalnim muzejnim obsahem. Prezentace pomuUze muzejni-
klim komplexnéji premyslet o virtualnich vystavach a prenést aktualni znalosti a dovednosti z offline do online.

Online vs. Offline: The question of (different) conceptualization of virtual exhibitions

Digital technologies, including multimedia and interactive presentation, used in virtual exhibitions are seen as
a great opportunity for the cultural heritage sector. The main advantages of virtual exhibitions are that they al-
low their creators to reach new audiences, create new types of content and establish new forms of participation.
On the other hand, these opportunities and positive aspects of the digital environment are also accompanied
by new kinds of challenges, such as high expectations of online visitors, volatile terminology, lack of standards,
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attention span problem, high demands on creators in terms of digital skills, technological issues as well as
different ways of narrating and storytelling in virtual exhibitions that have no “real space” shaping the way of
museum displaying. The aim of the presentation is to discuss how different or similar the process of conceptu-
alising and creating virtual exhibitions is and how online visitors perceive the digital content. The presentation
will focus on the content concepts as well as the formal aspects of both online and offline exhibitions, and the
question of which approaches from more traditional physical exhibitions are still relevant in the online environ-
ment. The presentation will also include basic findings from research on the use of virtual exhibitions in Czech
museums and the results of visitor research analysing visitor satisfaction with digital museum content. The
presentation will help museum practitioners to think more complexly about virtual exhibitions and to transfer
current knowledge and skills from offline to online.

Nina Wanca pusobi na Filozofické fakulté Univerzity Karlovy. Jeji vyzkum se zaméruje na vyuZiti novych médii a technologii,
zejména v muzeich a na vystavach, a to v kontextu participace s navstévniky. Ma interdisciplinarni zazemi diky studiu Zurna-
listiky, audiovizualnich médii a zkusenosti s fadou muzejnich projektd v riiznych typech muzei. V projektu INDIHU byla sou-
casti tymu, ktery vyvinul origindlni a Uspésny software pro tvorbu virtudlnich vystav. Védecky analyzuje médium virtualnich
vystav a jejich online navstévniky.

Nina Wanca works at the Faculty of Arts of Charles University in Prague. Her research focuses on the use of new me-
dia and technologies, especially in museums and exhibitions in a participatory context. She also benefits from her in-
terdisciplinary background in journalism, audiovisual media and several museum projects in different types of mu-
seums. In the INDIHU project, she was part of the team that developed an original and successful software for the
creation of virtual exhibitions. She has also scientifically analysed the medium of virtual exhibitions and their online visitors.

Sekce 7 / Session VI

Digitalni déjiny uméni: Revoluce nebo tradice? / Digital Art History: Revolution
or Tradition?

Vedouci/Chair: Jakub Stejskal (VUT)

Ruzné formy ,hlubokého" strojového uéeni neodvratné pronikaji do zpisobu, jakymi se orientujeme ve
svété. To plati i pro analyzu vizualnich dat Ci jejich rekonstrukci, coz jsou nastroje, které nachazeji uplat-
néni i vdéjinach uméni (Wasielewski 2023; Stork 2023).Strojové uceni je vsak jen dalSim, byt vyznamnym,
rozsifenim rejstiiku digitalnich déjin uméni vedle riznych zpusobu vytvareni 3D modelu éi statistického
zkoumani metadat digitalizovanych sbirek. Paradoxné se pritom prostredky digitalnich déjin uméni zdaji
uplatiiovat spise v tradiénich zptisobech historického zkoumani uméni (Brey 2021). V jakém smyslu tedy

digitalizace proménuje obor?

Various forms of ‘deep’ machine learning have been unavoidably permeating our ways of orienting in the
world. This is the case also with the analysis or retrieval of visual data, which are means that find appli-
cation also in art history (Wasielewski 2023; Stork 2023). Machine learning is, however, yet another, if
significant, addition to the range of tools already used by digital art history, including various ways of
generating 3D models or conducting statistical research into digitized collections’ metadata. Paradoxi-
cally, these tools seem to have found use in more traditional modes of conducting art history. In what
sense, then, does digitization transform the discipline?

7.1. Jana Horakova
Co se muzeme dozvédét o (video) uméni od umélé inteligence?
Pripad VasulkaLiveArchive.net

V prispévku budu hledat odpovéd na otazku, co nového nebo inovativniho by do uménovéd mohla pfinést
uméla inteligence. Budu tak Cinit s odkazem na zkusenost s realizaci vyzkumné-aplikac¢niho projektu VasulkaLi-
veArchive zaméreného na zpracovani archivu uméleckych videi Steiny a Woodyho Vasulkovych s vyuzitim stro-
jového udeni (VasulkaLiveArchive.net). Budu argumentovat ve prospéch tvrzeni, Zze Al mlze za uréitych okol-
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nosti slouzit jako efektivni epistemologicky nastroj pro studium uméleckého videa a uméni obecné. Vyuzivani
Al v kunsthistorii bude zasazeno do kontextu digitalnich humanitnich véd, konkrétné do podmnoziny projektt
zaméfenych na ozivovani archivll pomoci vypocetni techniky. Budou diskutovana metodologicka a koncepéni
vychodiska projektu a popsan design webového rozhrani/epistemologického nastroje z hlediska uzivatelskych
benefitd. Na dvou pfikladech bude ilustrovano, jakym zplsobem je mozné integrovat vystupy Al do badatelské
prace. Na zavér se budu snazit obhajit tezi, ze analyticka uméla inteligence muze pfispét k upfesnéni a prohlou-
beni znalosti teoretikd a historik( uméni tim, Ze zvysi exaktnost badatelskych vystupd, jez se budou moci opirat
o vytézend data a informace, a umozni vyuzit experimentalni vyzkumné metody zaloZzené na kombinaci digi-
talniho (digitalizovaného) archivu a strojového uceni. Na zakladé vlastni zkusenosti se domnivam, ze Al mize
vhodné rozsitit nebo inovovat vyzkumné metody (a tedy poznani) v kunsthistorii jak ve prospéch samotného
oboru, tak i vramci komunikace svéta uméni s SirSi verejnosti.

What can we learn about (video) art from artificial intelligence?

The case of VasulkaLiveArchive.net

In the presentation, | will look for an answer to the question of what new or innovative things artificial intelli-
gence could bring to the study of arts. | will do so with reference to the experience with the applied-research
project VasulkaLiveArchive focused on the processing of the archive of artistic videos of Steina and Woody
Vasulka using machine learning (VasulkaLiveArchive.net). | will argue in favor of the claim that Al can, under
certain circumstances, serve as an effective epistemological tool for the study of video art and art in general.
The use of Al in art history will be placed in the context of digital humanities, specifically in a subset of projects
aimed at revitalizing archives through computing. The methodological and conceptual starting points of the
project will be discussed, and the design of the web interface/epistemological tool will be described in terms
of user benefits. Two examples will serve to illustrate how Al outputs can be integrated into research work. In
conclusion, | will try to defend the thesis that analytical artificial intelligence can contribute to the clarification
and deepening of the knowledge of theoreticians and art historians by increasing the accuracy of research out-
puts, thus they will be able to rely on extracted data and information and to use experimental research methods
based on a combination of digital (digitized) archive and machine learning. Based on my own experience, | am
convinced that Al can expand or innovate research methods (and therefore knowledge) in art history both for
the benefit of the field itself and within the art world’'s communication with the wider public.

doc. Mgr. Jana Horakova, Ph.D je garantkou studijnich programd Teorie interaktivnich médii (Mgr.) a Digitalni kultura a kre-
ativni pridmysly (Ph.D.) na Masarykové univerzité. V posledni dobé se zamérila na experimentovani s umélou inteligenci.
V obdobi pandemie nemoci Covid 19 usporadala vystavu BLACK BOX, jejimZ kuratorem byla uméla inteligence (Hordkova-
Kupkova-Miklanek, 2020). Vedla projekt VasulkalLlveArchive.net (Hordkova - Schimmel - Sikora - Miklanek a Barok, 2022),
ktery vyuziva inteligentni software. V ramci festivalu PROTOTYP usporadala vystavu Al & Art (Brno - Hong Kong 2022).
Vydala kolektivni monografii vénovanou archiviim uméni novych médii a vyuZiti Al v roli kuratora (Horakova - Kupkova -
Sziicsova: The Black Box Book, MUNI PRESS, 2022). Kuratorské projekty Black Box a Vasulka Live Archive byly predstaveny
na mezinarodnim festivalu Ars Electronica v roce 2020 a 2022. Za projekt Vasulka Live Archive ziskala v roce 2023 ocenéni
MUNI Innovation Award.

7.2. Josef Ledvina
Pro¢ se digitalni déjiny uméni vraci k formalismu a pro¢ to miize byt dobie

Nedavny pokus o kritické zhodnoceni snah vyuzit strojového uéeni v uméleckohistorickém vyzkumu ma v nazvu
souslovi ,vypocetni formalismus” (Wasielewski, 2023) a Wasielewski & Dahlgren (2021) jiz dfive upozornily na
to, Ze napadné casto citovanymi autoritami v publikacich autor( hlasicich se k digitalnim déjinam uméni jsou
formalisté Heinrich Wolfflin ¢i Alois Riegl nebo ,serialista” George Kubler.

Nejprve poukazi na to, Zze tento navrat formalismu je disledkem povahy dat, se kterymi digitalni déjiny uméni
pracuji. Jako vychozi material pro dalSi vypocetni analyzu totiz jiz samotna digitalni ,reprodukce” predstavuje
formalni popis artefaktu, ktery je jen namisto pfirozeného jazyka formulovan v umélém jazyce matematiky. Roz-
licné vypocetni techniky pracujici se samotnymi obrazovymi daty jsou tak nutné formalistické a jejich vyznam
bude vzdy spocivat v charakterizaci formalnich vztah( v ramci analyzovaného datového souboru.

Pokracovat budu argumentem, ze Ukolem dé&jin uméni, odlisujicim tyto od jinych kulturné historickych obord,
ma byt formulace a testovani teorii vysvétlujicich pravé formalni vztahy mezi artefakty. Popis téchto vztahl byl
tradi¢né ukolem formalni analyzy, ktera ale v praxi ¢asto (pfes snahu o etablovani standardizovanych klasifika¢-
nich systému) narazela na limity prirozeného jazyka. Digitalizace a rozvoj komputacénich technik pro analyzu
digitalnich obrazovych dat tak predstavuje jednak pfilezitost pro lepsi pochopeni toho, co je tkolem déji uméni,
a jednak muze vést k dislednéjSimu naplriovani tohoto tkolu.
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Wasielewski, Amanda. 2023. Computational Formalism. Art History and Machine Learning, Cambridge: MIT Press.

Dahlgren, Anna & Amanda Wasielewski. 4. - 5. 3. 2021. New datasets, old mindsets. Quantifying and contextuali-
zing digital approaches in art history. Digital approaches to art history and cultural heritage. University of Oxford and
Durham University.

Why Digital Art History Is Returning to Formalism and Why That May Be a Good Thing

A recent attempt to critically assess efforts to use machine learning in art historical research Wasielewski,
2023) has the phrase computational formalism in its title, and Wasielewski & Dahlgren (2021) have previously
pointed out that the formalists Heinrich Wolfflin or Alois Riegl, or the ,serialist”; George Kubler, are strikingly
frequently cited authorities in publications by authors espousing digital art history.

| will first point out that this return of formalism is a consequence of the nature of the data with which digital
art history works. Indeed, as the starting material for further computational analysis, digital reproduction is
itself already a formal description of an artifact, but one that is merely formulated in the artificial language of
mathematics instead of natural language. The various computational techniques working with image data
themselves are thus necessarily formalist, and their significance will always lie in the characterization of formal
relationships within the data set being analyzed.

I will go on to argue that the task of art history, distinguishing it from other cultural historical disciplines, shou-
Id be to formulate and test theories that explain precisely the formal relations between artefacts. Describing
these relationships has traditionally been the task of formal analysis, but in practice it has often (despite
efforts to establish standardized classification systems) run up against the limits of natural language. Digiti-
zation and the development of computational techniques for analyzing digital image data thus present both
an opportunity for a better understanding of what the task of art history is, and may lead to a more rigorous
fulfillment of this task.

Wasielewski, Amanda. 2023. Computational Formalism. Art History and Machine Learning, Cambridge: MIT Press.

Dahlgren, Anna & Amanda Wasielewski. 4. - 5. 3. 2021. New datasets, old mindsets. Quantifying and contextuali-
zing digital approaches in art history. Digital approaches to art history and cultural heritage. University of Oxford and
Durham University.

Josef Ledvina je historik uméni a umélecky kritik. V sou¢asnosti plsobi jako odborny asistent na Katedre fotografie Filmo-
vé a televizni fakulty Akademie muzickych uméni v Praze. Do roku 2021 byl Séfredaktorem casopisu Art+Antiques.

7.3. Fedora Parkmann & Viktorie Vit
Fotomechanické reprodukce uméleckych dél v digitalni perspektivé: moznosti a vyzvy

Digitalni déjiny uméni byly kritizovany za to, Ze vyuzivaji kanonické soubory dat (Bishop, 2018) nebo se spoléha-
ji na tradi¢ni uméleckohistorické ptistupy (Wasiliewski, 2023). Projekt Photomatrix se snazi témto problémdam
vyhnout tim, Ze se misto uméleckych dél soustiedi na (pro dé&jiny uméni) relativné novy zdroj — fotomechanic-
ké reprodukce umeéni, a hleda zplsoby, jak pomoci komputaénich nastroji odhalit jejich potencial. Projekt se
zaméruje na Ceské, francouzské, némecké a ruské umélecké ¢asopisy prvni poloviny dvacatého stoleti. Ptame
se, jak se proméni obraz déjin uméni této doby, pokud je budeme nahlizet prave z perspektivy reprodukci otis-
ténych v dobovych ¢asopisech. Jde nam nejen o statistickou analyzu umeéni, které se v téchto periodikach obje-
vuje, ale také o zkoumani toho, jak byla konkrétné umélecka dila prezentovana a Sifena napfi¢ riznymi zemémi
prostrednictvim reprodukci.

Pri FeSeni téchto otazek je nutné vzit v ivahu jednotlivé “vrstvy” fotomechanické reprodukce, se kterou se setka-
vame v digitalizovaném cCasopise. Je vysledkem nékolikandsobného ,prekladu” - umélecké dilo bylo fotografo-
vano, fotografie pfenesena na tiskovou matrici, ktera byla nasledné otiSténa, a periodikum bylo digitalizovano.
Tyto rGzné vrstvy jsme zahrnuli do nasi databaze fotomechanickych reprodukci. V ramci tohoto pfispévku pred-
stavime nas postup pfi vypracovani databaze a digitalnich nastrojd (extrakce obrazu, image matching, analyza
popiskl), pficemz osvétlime, co si od téchto nastrojd slibujeme, ale zaméfime se rovnéz na jejich slepa mista
plné odhalili potencial fotomechanickych reprodukci uméni jako pramene pro déjiny uméni i jako samostatného
predmétu studia.
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Photomechanical Reproductions of Works of Art in Digital Perspective: Potential and Challenges

Digital art history has been criticized for its use of canonical datasets (Bishop, 2018) or for its over-reliance on
traditional art historical approaches (Wasiliewska, 2023). To address these issues, the Photomatrix project fo-
cuses on a relatively new source for art history - photomechanical reproductions of art - rather than artworks,
and seeks ways to unlock their potential through the use of computational tools. Focusing on Czech, French,
German and Russian art magazines of the first half of the twentieth century, the project asks what new narra-
tives of art emerge when we look at this period through the lens of reproductions printed in contemporary art
magazines. This involves not only statistically determining what art appeared in these periodicals, but also
examining how and by whom art was presented and circulated across different countries through photome-
chanical reproductions.

In addressing these questions, it is important to consider the multiple layers of the photomechanical reprodu-
ction that are present in a digitized magazine. It is the result of multiple ,translations” - the artwork was photo-
graphed, the photograph was transferred to a printing-block, which was then printed, and the periodical was
digitized. We have included these different layers in our database of photomechanical reproductions. In this
paper, we will present our approach to developing the database and the digital tools we use (image extraction,
image matching, caption analysis), explaining what we hope to achieve with these tools, but also focusing on
their blind spots and weaknesses. The challenge is to combine these quantitative approaches with more tra-
ditional qualitative research, to fully realize the potential of the photomechanical reproduction of art as both
a source for art historical inquiries and an object of study in its own right.

Fedora Parkmann je od roku 2023 hlavni fesitelkou pétileteého grantového projektu Lumina Quaeruntur Matrix fotomecha-
nickych reprodukci: Déjiny vzdaleného pristupu k uméni (PhotoMatrix) na Ustavu déjin uméni AV CR.

Viktorie Vit je v ramci projektu PhotoMatrix zodpovédna za vyvoj digitalnich nastroji a vyzkumné databaze a za statistic-
kou analyzu dat. Je doktorandkou v oboru teorie a déjiny sou¢asného uméni na Akademii vytvarnych uméni, pod vedenim
profesora Tomase Pospiszyla.

7.4. Vratislav Zervan
Panofsky goes digital - k problémom pocitacovej asistencie pri ikonografickych Analyzach

Rozvoj digitalizacie a strojového ucenia obratil pozornost IT-Specialistov (niekedy spolupracujicich aj s kun-
sthistorikmi) i na tradiéné metody dejin umenia, ako je ikonografia a ikonolégia. Doposial' komputa¢né nastroje
umoznuju celkom spolahlivo uskutoénit predovsetkym predikonograficky popis umeleckého diela. Ovela zlozi-
tejSie je naucit stroj, aby dokazal urobit ikonografickd analyzu vizualneho objektu. Na realizaciu takéhoto kom-
plikovaného projektu treba mat presvedcivy ontologicky model a dobre organizovanui enormnu kolekciu dat
uréenu na procesovanie. Napriek tomu, Ze sa tradi¢né klasifikacné systémy (ako napr. Iconclass alebo Getty
Vocabularies) aj vdaka roznym pristupom umelej inteligencie zdokonal'uju, nedokazu konkurovat ontologickym
modelom a architektiram, ktoré sa v suc¢asnosti vyvijaju a pracuju s ovela va¢sim poc¢tom tried a vlastnosti.
Kolekcie dat (tzv. datasets) s dokladnymi anotaciami st kli¢ovym faktorom, ktory zretelne ovplyvriuje proces
hlbokého ucenia. Zatial takychto datovych komplexov, ktoré by triedili vizualne objekty, nie je vela a najroz-
siahlejSie vznikli len vdaka vyraznej finanénej podpore. Priemerna preciznost uréenia ikonografického rozboru
druhého stupna v zmysle Panofského rozdelenia pri praci s touto kolekciou dat sa vSak pohybuje len okolo 60
percent. Naopak celkom dobré vysledky dosahuje uréenie p6z, gestiky a afektov. Praca s velkym objemom dat
si vyZzaduje pomerne velky pracovny kolektiv a vdaéSinou zapojenie do medzinarodného grantu. V ramci Statne-
ho vedeckého grantu, ako v nasom pripade, sa dokazu takéto nastroje otestovat a uplatnit len v rdmci vyskumu
historického ¢asu a historickej pamate a vizualizacie konkrétnych historickych udalosti a os6b v ramci narod-
nych dejin, ktory je spojeny z pomerne nizkym objemom dat.

Panofsky Goes Digital: On Problems of Computer Assistance in Iconographic Analysis

The development of digitization and machine learning has turned the attention of IT-specialists (sometimes co-
llaborating with art historians) to traditional art history methods, such as iconography and iconology. Computa-
tional tools enable us to carry out a reliably pre-iconographic description of a work of art. Teaching a machine
to undertake an iconographic analysis of a visual object is much more difficult. To carry out such a complicated
project, it is necessary to have a convincing ontological model and a well-organized enormous collection of
data to be processed. Although traditional classification systems (such as Iconclass or Getty Vocabularies) are
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improving thanks to various Al approaches, they cannot compete with the ontological models and architectures
currently being developed and work with a much larger number of classes and features. Data collections (called
datasets) with thorough annotations are key factors that influence the deep learning process. There are not
many relevant datasets that classify visual objects, and the most extensive ones have only been created thanks
to significant financial support. The computational iconographic analysis based on the Erwin Panofsky theory
reaches an average accuracy of around 60 percent when working with these data collections. On the contrary,
the determination of poses, gestures, and affects achieves quite good results. Working with a large volume of
data requires a relatively large working group and usually a bigger international grant. Within the framework
of a state scientific grant, as in our case, such tools can only be tested and applied in the context of research
on historical time and historical memory and the visualization of specific historical events and persons within
national history, which are associated with a relatively low volume of data.

Vratislav Zervan (1979, ORCID 0000-0002-1870-4482). V roku 2014 ziskal titul PhD. v odbore vseobecné dejiny (Filozoficka
fakulta UK, Bratislava). Od roku 2009 do roku 2022 pracoval ako vyskumny asistent a neskér ako postdoktorand na vyskume
viacerych FWF projektov na Raktskej akadémii vied. Od roku 2022 je vedeckym pracovnikom na Ustave dejin umenia, ktoré
je sucastou Centra vied o umeni Slovenskej akadémie vied. Osobitnou oblastou jeho zaujmu je ikonografia, hagiografia,
byzantské umenie a kultdra, byzantska a grécka lexikografia a digitadlne humanitné vedy.

Vratislav Zervan (1979, ORCID 0000-0002-1870-4482). In 2014 he received his PhD in General History (Faculty of Arts,
Comenius University, Bratislava). From 2009 to 2022 he worked as a research assistant and later as a postdoctoral research
fellow on several FWF projects at the Austrian Academy of Sciences. Since 2022 he has been a research fellow at the Insti-
tute of Art History, which is part of the Art Research Centre of the Slovak Academy of Sciences. His special areas of interest
are iconography, hagiography, Byzantine art and culture, Byzantine and Greek lexicography, and digital humanities.

Sekce 8 / Session VIII

Prehodnoceni lidového uméni / Revisiting Folk Art: Agency, Change and Emanci-
pation

Vedouci/Chairs: Marta Filipova - Julia Secklehner (MUNI)

Mnozi modernisté vyhlasili konec lidového uméni, které mélo byt zakonzervovano do rakve narodopis-
ného muzea upominajici na predindustrialni ¢asy. Jini umélci a Femeslnici véak vyuzili modernitu k aktu-
alizaci lidového uméni ve jménu tridni, genderové a umélecké emancipace. Ve snaze vyzvednout lidové
umeéni jako aktivniho cCinitele tento vita panel navrhy, které reaguji na nasledujici okruhy a otazky jak

z historické perspektivy, tak i v souvislosti s aktualnimi vyzvami.

o Lidové uméni se ¢asto povazuje za soucast narodni kultury. Jakou roli v tomto pojeti hraji
regionalni a mezinarodni aspekty lidové kultury?

o Lidové uméni byva predmétem zajmu historickych véd, etnografie a etnologie. Jakou relevanci ma
lidové uméni pro modernitu a postmoderni svét?

e Lidova tvorba byva casto asociovana s Zzenskou praci a s marginalizovanymi skupinami ve spo-
leénosti. Jakou roli hraje emancipace lidového uméni pro jejich postaveni jako svébytnych tvurcu
a tvarkyn?

e Lidové uméni se aktivné pfFizptisobovalo novym technologiim a materialtiim. Jaky vyznam ma za-
vadéni podobnych novinek pro pochopeni lidového uméni v souc¢asné spolecnosti?

e Mnohé lidové praktiky se dnes vraceji jako odezva na environmentalni krizi. Ma lidové uméni po-
tencial stat se avantgardou dneska a nabidnout Feseni pro vyrobni a uméleckou produkci?

Many modernists announced the end of folk art and confined it to the coffin of the museum of the pre-

-industrial age. Yet, some artists and craftspeople adopted modernity in order to update folk art in the
name of class, gender and art emancipation. Challenging the perspective of folk art's lack of agency, we
invite proposals for papers that engage with the following topics and questions both historically and in
relation to contemporary issues:
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o Folk art is often perceived as an element of national culture. How do regional and international
aspects of folk culture come into play?

e Folk art has often been studied in relation to ethnography and heritage. How relevant is folk art
to the project of modernity and the post-modern world?

e The producers of folk art have traditionally been women and marginalised people in society.
How does the emancipation of folk art affect their position as artists or craftswomen?

e Folk art consistently adopted new technologies and materials upon its entrance into modernity.
What role did they play in maintaining folk art's position in contemporary society?

e Many folk practices have been recently revived to respond to the environmental crisis. What
potential does folk art hold as an avant-garde today, to rethink modes of production?

8.1. Robert Janas

Lidové umeéni jako prostiedek narodniho boje na Moravé kolem roku 1900

Morava byla historicky bilingvni zemi, pfi¢emz mezi moravskymi elitami i vytvarnymi umélci 19. stoleti jazykové
dominovala némcina. V devadesatych letech se zformoval samostatny proud ¢esky mluvicich umélcd, ktery se
vymezil proti némecky mluvicim krajandm. Kvantitativné i vliivem na moravské vytvarné scéné predstavovali
zietelné mensSinu. Jako ucéinny prostfedek ke kulturni a politické emancipaci ve strukturdch moravské
spolecnosti si vybrali lidové uméni. Lidové uméni Slovacka a Valasska se stalo podkladem pro jejich vytvarnou
tvorbu. Folkloristické motivy ve svych dilech pfizplsobovali svym kulturné politickym cillim. Zpétné zase
usilovali o posileni pozic lidového uméni na Moravé. Do pribézné se objevujicich snah o zfizeni akademie
vytvarnych umeéni na Moravé predloZilo v roce 1908 Sdruzeni vytvarnych umélct moravskych Moravskému
zemskému snému navrh na zfizeni umélecké skoly, jejiz soucasti by byla i vyuka lidového uméni. V roce 1910
nasledoval navrh na vybudovani Domu umélct, kde by lidovi femeslinici udili mladé venkovany jednotlivym
druhdim lidového uméni, podobné jako je tomu u ateliérového systému vyuky na akademiich vytvarného uméni.
Deklarovanym cilem obou navrha bylo posilovani pozic lidového uméni na Moravé. K Uspésnym aktivitdm na
podporu lidového uméni patfilo zfizeni Skanzenu v Roznové pod Radhostém a Trznice uméleckého a lidového
pramyslu v Luhacovicich.

Taktickym vyuzivanim fenoménu lidového uméni se umélctm z okruhu SVUMu podafilo ztotoznit ho ve vizualni
kulture doby s regiony Slovacka a Valasska a toto téma si privlastnit. Némecti vytvarnici z Moravy, ktefi se ve své
tvorbé folkloristickym motiviim také vénovali, pozici zprostfedkovatel moravské lidové kultury ztratili. Odvola-
vanim se na moravské lidové uméni se esky mluvicim umeélclim na Moravé podafilo vybudovat pozici jedinych
reprezentantli moravského umeéni bez privlastkl. Dany argument pak byl vyuzivan spfiznénymi poslanci pfi
jednanich Moravského zemského snému. Némecka majorita, ktera dlouhodobé pouzivala bezpfivlastkovy po-
jem méhrisch a organizovala se do spolkl otevienych véem Moravandim bez rozdilu (Mahrischer Kunstverein),
se zacCala oznacovat jako deutschméhrisch a deklarovat némcinu jako jednaci jazyk svych uméleckych spolka.
Analyza ukazuje, jak se dislednym vyuzivanim fenoménu lidového umeéni a jeho uplatnénim v politické praxi
Markrabstvi moravského podatilo ¢eské minorité béhem prvnich dvou dekad 20. stoleti ziskat monopol na mo-
ravské umeéni a vytlacit dosavadni majoritu do pozice predstavitelt cizi kultury.

Folk Art as a Tool of National Struggle in Moravia around 1900

Historically, Moravia was a bilingual country, with German being the dominant language among the Moravian elites
and visual artists of the 19th century. In the 1890s, a separate stream of Czech-speaking artists was formed, which
set itself against German-speaking compatriots. Regarding quality and in terms of influence on the Moravian art
scene, they were a minority group. They chose folk art as an effective means of cultural and political emancipation
in the structures of Moravian society. Folk art of Moravian Slovakia and Wallachia inspired their art. They adapted
folkloristic motifs in their works to their cultural and political goals. Reciprocally they strove to strengthen the
position of folk artin Moravia. In 1908, the Moravian Association of Fine Artists (SVUM) submitted to the Moravian
Assembly a proposal for the establishment of an art school, which would also include the teaching of folk art, as
part of the ongoing efforts to establish an academy of fine arts in Moravia. In 1909, it was followed by a proposal
to build a House of Artists, where folk craftsmen would teach young villagers individual types of folk art, similar to
the studio system of teaching at fine arts academies. The declared goal of both proposals was to strengthen the
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position of folk art in Moravia. Successful activities to support folk art included the establishment of the Skanzen
in Roznov pod Radhostém and the art and folk industry market in Luhacovice.

By tactically using the phenomenon of folk art, artists from the SVUM circle managed to identify it in the visual
culture of the era with the regions of Moravian Slovakia and Wallachia and appropriate this theme. German
artists from Moravia, focused on folkloristic motif, lost their position as representatives of Moravian folk culture.
By referring to Moravian folk art, Czech-speaking artists in Moravia managed to build a position as the only
representatives of Moravian art without adjectives. The given argument was then used by related deputies
during the sessions of the Moravian Assembly. The German majority, which for a long time used the adjective-
free term méahrisch and was organized in associations open to all Moravians without distinction (Mahrischer
Kunstverein), began to refer to themselves as deutschméhrisch and declared German as the official language
of their artistic associations. The paper shows how, through the consistent use of the phenomenon of folk art
and its application in the political practice of the Margraviate of Moravia, the Czech minority managed to gain
a monopoly on Moravian art during the first two decades of the 20th century and push the former majority into
the position of representatives of a foreign culture.

Magr. Robert Jands, Ph.D. se zabyva malifstvim 19. stoleti na Moravé v kontextu evropského uméni. Od roku 2016 pasobi jako
vedouci Galerie mésta Brna (do roku 2021 Oddeéleni déjin uméni) a kurator starého uméni v Muzeu mésta Brna. Viystudoval
déjiny uméni, historii a pomocné védy historické na Filozofické fakulté Masarykovy univerzity v Brné, kde absolvoval také
doktorské studium teorie a déjin uméni. V letech 1998-2003 a 2015-2019 prednasel na Filozofické fakulté Masarykovy
univerzity na Seminari déjin uméni a Ustavu archivnictvi a pomocnych véd historickych. V letech 2005-2006 pfednésel na
Filozofické fakulté Univerzity Karlovy na Ustavu pro déjiny uméni.

Magr. Robert Jands, Ph.D. specialises in the painting of the 19th century in Moravia and its European context. Since 2016
he has been the head of the Brno City Gallery (The Department of Art History until 2021) and a curator of old art in the
Museum of the City of Brno. He studie art history, history and auxiliary historical sciences at the Faculty of Arts of the
Masaryk University Brno where he completed his doctoral studies in the theory and history of art. Between 1998-2003
and 2015-2019 he was a lecturer at the Department of Art History and the Department of Auxiliary Historical Sciences and
Archive Studies at the Faculty of Arts, Masaryk University. Between 2005 and 2006, he was a lecturer at the Department of
Art History, Faculty of Arts, Charles University.

8.2. Valéria Krsiakova

Moderné tendencie v organizacii tzv. domackej vyroby v Protektorate Cechy a Morava (1939-
1945)

Konferencény prispevok sa zaobera organizaciou tzv. domackej vyroby v obdobi druhej svetovej vojny v Protek-
torate Cechy a Morava (1939-1945). Uz v ¢ase medzivojnovej Ceskoslovenskej republiky sa teoretici umelecké-
ho priemyslu zaoberali povznesenim a modernizaciou organizacie vyroby ludovych remeselnikov. Principialne
iSlo o aktualizaciu ludovych vyrobkov vzhladom k modernej dobe a zefektivnenie vyroby ¢i odbytu vytvorenim
logistickej siete medzi remeselnikmi, predajcami, navrharmi a dodavatelmi materialu. Po vypuknuti druhej
svetovej vojny a vyhlaseni Protektoratu Cechy a Morava boli lokélne l'udové umelecké prejavy okupacnou spra-
vou nie len tolerované, ale aj podporované. To primelo mnohych organizatorov domackej vyroby k vyuzitiu
tychto podpornych tendencii pre uskutocnenie a rozvoj vlastnych modernizacnych vizii. Prispevok sa pyta,
ako boli medzivojnové progresivne stratégie v oblasti kultivacie a organizacie domackej vyroby prisposobené
podmienkam okupacie a druhej svetovej vojny v Protektorate, najma na izemi Moravy.

Modern Tendencies in the Organization of Domestic Production in the Protectorate of Bohemia
and Moravia (1939-1945)

The conference paper deals with the organisation of the so-called home folk crafts (domacka vyroba) in the
Protectorate of Bohemia and Moravia during the Second World War (1939-1945). As early as the interwar
Czechoslovak Republic, theorists of the arts and crafts were concerned with the elevation and modernisation
of the production of folk artisans. They were foremost interested in updating folk products for modern times
and making production or sales more efficient by creating a logistical network of craftsmen, sellers, designers
and material suppliers. After the outbreak of the Second World War and the creation of the Protectorate of
Bohemia and Moravia, local folk artistic expressions were not only tolerated but also encouraged by the
occupation administration. This prompted many organisers of domestic production to use these supportive
tendencies to develop their own modernising visions. This paper asks how interwar progressive strategies in
the cultivation and organization of home production were adapted to the conditions of occupation and the
Second World War in the Protectorate, especially in the territory of Moravia.
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Valéria Krsiakova (1999) is a Ph.D. student and a researcher at the Department of Art History at Masaryk University working

on the grant project ‘Beyond the Village: Folk Cultures as Agents of Modernity, 1918-1945.' She studied art history at the

Comenius Universityin Bratislava, after which she continued her Master's studies at the Masaryk University in Brno. She spe-
cialisesinthe modernartandvisual culture of the 20th centuryin Central Europe. In her doctoral thesis, she focuses on verna-
cular photography of interwar Czechoslovakia. Currently, she is working as a junior curator of modern painting at the Slovak

National Gallery.

8.3. Sarka Bahounkova

Svépomocna vystavba v Ceskoslovensku 50.-80. let 20. stoleti: Lidové stavitelstvi nebo statem
fizena stavebni ¢innost?

Ptispévek si klade za cil komplexni predstaveni forem svépomocné vystavby v Ceskoslovensku mezi lety
1948-1989. At jiz jde o to statem fizené programy znamé jako akce M, T a Z nebo riizné druhy budovani byd-
leni a stavebni ¢innost spojenou s fenoménem chatareni. Souvisejici stavebni fond, ktery Ize v mezinarodnim
kontextu vnimat jako pomérné unikatni, byva ve spojitosti s okolnostmi svého vzniku bagatelizovan. Polemika
nad skuteénou mirou jeho ,lidovosti” bude vedena predstavenim jednotlivych procest a zplsobl jakymi do
nich vstupovali profesionalové v oboru architektury. Poukdzano bude na existenci dobovych pfiru¢ek i katalogt
vzorovych projektd, které byly pro potfeby nejen soukromé stavebni ¢innosti obyvatelstva vydavany. Prispévek
se dale zaméri na vladni programy zajistujici svépomocnou vystavbu verejného charakteru, jejichz dynamicky
historicky vyvoj zietelné ovlivnény vnitfnimi zménami politického vedeni statu osvétli na konkrétnich prikladech
staveb z Brna a Jizni Moravy. Bude si klast otazky spjaté s problematikou autorstvi a dotazovat se, zda Ize svépo-
mocnou vystavbu v akcich M, T a Z brat jako prostor k uplatnéni iniciativy ob¢anl nebo jako tcelny ekonomicky
nastroj vedeni statu, jez byl zfizen jako alternativa ke kapacitné pretizené bézné investi¢ni vystavbé. V neposled-
ni radé se pokusi vyjasnit, v jakych konkrétnich formach Ize brat svépomocnou vystavbu jako ,lidovou” a kde
bylo zapojeni neodborné verejnosti Cisté pragmatickym krokem vedoucim k pofizeni ob&any zadanych nebo
obecné potiebnych staveb.

Self-Help Buildings in Czechoslovakia of the 1950-80s: Vernacular Architecture or State-Sancti-
oned Construction?

The paper introduces forms of self-help construction in Czechoslovakia between 1948 and 1989. They includ-
ed the programmes organised by the state, known as Initiatives M, T and Z, various types of constructions of
housing as well as building of weekend and holiday homes. These types of buildings could be seen as interna-
tionally unigue, however, they have often been marginalised in research. My discussion will focus on the intro-
duction of the processes and methods used by professional architects who were involved in the construction.
The paper will point to the existence of guidelines and catalogues of model projects that were published for
private building activities of people and for other purposes. The paper will also examine programmes of self-
help construction of public buildings run by the government. | will explain these programmes and their dynamic
historic development, influenced by internal changes of the state political system, using case studies from Brno
and South Moravia.

In the paper, | will focus on the questions of authorship, while also asking whether the self-help construction
under the Initiatives M, T and Z could be considered as a space where citizens could take initiative or as a calcu-
lated economic tool of the state that needed an alternative to the overloaded investment construction. | will also
scrutinize what forms of self-help buildings could be considered as folk and to what extent was the involvement
of amateurs a purely pragmatic solution which led to the construction of buildings that were needed by the
citizens or required in other ways.

Mgr. Sérka Bahounkova je histori¢ka uméni se zamérenim na éeskou povaleénou architekturu. Studentka doktorského stu-
dia na Seminari déjin uméni FF MU v Brné (téma: Zvelebovani mést a obci: Akce Z v moravské povalecné architekture), ¢len-
ka autorského kolektivu Brnénského architektonického manualu a kuratorka Open House Brno.

Mgr. Sérka Bahounkova is an art historian specialising in Czech postwar architecture. She is a doctoral candidate at the De-
partment of Art History, Faculty of Arts, Masaryk University with the topic Improvement of Towns and Villages: The Initiative
Z and the Moravian Postwar Architecture), she is also one of the contributors to the Brno Architecture Manual and a curator
of Open House Brno.
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8.4. Piotr Korduba

Lidové uméni a remeslo ve sluzbach budovani naroda a kulturni integrace v Polsku 20.stoleti

Béhem 20.stoleti doslo v Polsku hned tfikrat k instrumentalizaci lidového uméni a femesla, kdy se staly nastroji
modernizace a kulturni integrace zemé. Emancipace lidového uméni na prelomu 19. a 20.stoleti poslouzila jako
zaklad pro reformy uméleckého femesla a designu, které se vSak v pozdéjsich desetiletich vice zpolitizovaly
a spolecensky zideologizovaly. Dalo by se tedy spekulovat, Ze toto zostfovani diskurzil a s nim spojené umeé-
lecké tvorby se vaze k stézejnim boddim polské historie 20.stoleti: ke znovuobnoveni nezavislosti v roce 1918
a samostatnosti trvajici do roku 1939, k vytvoreni komunistického statu a spolec¢ensko-kulturni revoluci po roce
1945, k politické transformaci po roce 1989 a obratu k zapadni kulture.

V prvnich dvou ptipadech bylo lidové uméni a femeslo vyuzity pro narodni integraci a svéraz a podfizeny moder-
nim formam péce, propagandy a produkce. Po roce 1989 byl lidovosti dan negativni status, stala se synonymem
civiliza¢niho zpatecnictvi, prezitkem komunistické minulosti a protikladem paradigmatu polské sounalezitosti
se soucasnym zapadnim svétem. Do okamziku systémové transformace se lidové uméni pouzivalo k potlaceni
nejdelSino konfliktu v polské historie a to mezi rolnickou tfidou a vyssimi spole¢enskymi skupinami. Slouzila tak
k vytvoreni spoleéného projektu narodniho umeéni.

Na zakladé vybranych ptikladl aktivit instituci lidového uméni, vyroby a distribuce lidového femesla a vystay,
predstavim v tomto prispévku praktické strategie jejich uziti v politice budovani statu v oblasti kultury, ekono-
miky a spolecenské identifikace.

Folk Art and Crafts in the Service of Nation-Building and Cultural Integration in 20t Century Poland

Folk art and crafts in Poland were instrumentalized three times in the 20th century as tools for the coun-
try's modernization and cultural integration. While their emancipation at the turn of the 19th and 20th centuries
served as a foundation for the reform of artistic crafts and design, in later decades they became more broadly
politicized and socially ideologized. One might hypothesize that the intensification of discourses and artistic
practices surrounding them is related to turning points in 20th century Polish history: the regaining of inde-
pendence in 1918 and state-building until 1939; the establishment of a communist state and the associated
socio-cultural revolution (from 1945); the political transformation (1989) and the turn towards Western culture.

In the first two cases, folk art and crafts were constructed as a space for national integration and distinctiveness,
and subjected to modern forms of care, promotion, and production. After 1989, they acquired a negative status
as synonyms for the country’s civilizational backwardness, a relic of the communist past, and an opposition
to the paradigm of Poland's belonging to the contemporary Western world. Until the systemic transformation,
they were also used to suppress the most enduring conflict in Polish history between the peasant class and
higher social groups and served to create a common “national art” project.

This paper will present, based on selected examples of the activities of folk-art institutions, folk handicraft pro-
duction and distribution, and exhibitions, the practical strategies of their use in building state policy in the areas
of culture, economy, and social identification.

Piotr Korduba Prof. Ph.D., art historian, director of Art History Institute at the Adam-Mickiewicz University in Poznan, Po-
land. Specialist in the field of the residential architecture, interior design, design, arts and crafts, and also german-polish
art and cultural relationship. He has published six books and many articles. His last book was dedicated to the folk-orient-
ed aesthetics in polish design and interior decorations in 20 century in view of their ideological context (Folklore for Sale,
Warsaw 2013). Principal investigator of the research project: Furniture-making in Poznan 1945-1989. Education, design,
production (National Science Centre: Poland).

8.5. Sonya Darrow
Folklore's Not Dead: hnuti participativniho lidového uméni v Ceské republice

Hnuti lidového uméni Folklore's Not Dead (FND) se zrodilo pred péti roky na Moravé diky umélkyni Sonye Da-
rrow a Nadaci Veronica, ktera sidli v Brné a propaguje udrzitelnost nejen Zivotniho prostiedi, ale i tu kulturni.
Iniciatorem byla i Jihomoravska komunitni nadace, ktera udrzuje tradice lidového uméni v regionu jizni Moravy.
Hnuti je pfileZitosti pro ostatni, ktefi diky nému mohou patrat po tom, jaké misto dnes zaujimaji praktiky lidové-
ho uméni, a jakym zplsobem se lidové uméni méni spolu s rytmem Zivota a s dnesni lidovosti. FND odstartoval
lidovy odév, znamy jako kazdodenni, vSedni kroj, ktery se zacal z kulturni scény vytracet. Odtud se zacala tato
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vSednost spole¢enského zivota jemné vetkavat a pretkavat do lidového uméni pfes riizné intervence a happe-
ningy. Ty obsahuji témata, jakymi jsou folklor vzdoru jako nastroj osvobozeni, environmentalismus a inkluzivita
¢i exkluzivita, zamérujici se na veskeré narativy a hlasy, které vétSinou reprezentovany nebyvaji, véetné LGB-
TQIA+. Hnuti tak déla z lidového uméni aktéra tim, Ze vytvafi prostor pro dalsi definice a zptisoby ,délani.” Cilem
této prezentace je tedy nejen ukazat, Ze FND pracuje se stavem lidového uméni kriticky, ale i ptat se, kdo vlastné
tento ,lid" je a jaky vztah ma k dne$nimu Zivotu spoleénosti. Ukolem kaZdé generace je starat se o ritualy, lidové
uméni a folklor. Ukolem dne&ni generace je vak néco jiného. Jak lidové ritualy a praktiky funguiji ve svété po-
stizeném zménou klimatu? Muze lidové uméni fidit diskuzi o spole¢enskych tématech, které dopadaji na nase
kazdodenni Zivoty?

Folklore's Not Dead: The Participatory Folk Art Movement in the Czech Republic

The folk-art movement: Folklore's Not Dead (FND) started over 5 years ago in Moravia with folk artist, Sonya
Darrow and the Nadace Veronica (the Veronica Foundation), is based in Brno and promotes sustainability, not
only environmental, but also cultural. It was set up by the Jihomoravska komunitni nadace (South Moravian
Community Foundation), which supports folk art traditions in the South Moravian region. The movement is
an opportunity for others to question the place of folk-art practices and the way they move with the rhythm of
life — more importantly with today's ‘folk’. FND started with a folk dress that was disappearing from the cultural
landscape known as the everyday folk dress (vSedni kroj). It is from here that the everydayness of social life was
being gently woven/rewoven in folk art through various interventions/happenings that engage topics such as
folklore for resistance as a tool for liberation, environmentalism, and inclusivity/exclusivity that focuses on the
many narratives and voices that are not represented including LGBTQIA+. The movement gives agency to folk
art by creating space for other definitions and ways of ‘doing’. The aim of the following paper/presentation is
not only to show how FND engages critically with the state of folk art, but also asks who are the ‘folk’ and how
does it relate to today’s social life. The task of each generation is to be a caretaker for the rituals of folk art and
folklore. But the task of today's generation is something else. How do these rituals and practices work in a world
affected by climate change? Further, how can folk art guide discussions on the social topics that impact our
daily lives?

Sonya Darrow is a participatory-based artist, cultural practitioner, and art sociologist. She started the folk art movement:
Folklore’s Not Dead. Sonya entered the field of sociology at Masaryk University as an artist. Her sociological work started
with “Artist as Memory Activist” connecting to her art project: “Stezky/Pathways”. She continued with her doctoral research
project in the sociology of art — braiding the practices of participatory art & sociology which allows more space for different
perspectives, ideas, & reflections to take place in the social sciences — but more importantly in social life.

8.6. Nicola Baird
Znovuobjeveni lidového umeéni: aktérstvi, proména a emancipace v dile Terezy Buskové

Multidisciplinarni umeélecka praxe Terezy Buskové je plna magie, je imersni, intuitivni, nenapodobitelna a vycha-
zi z podrobného antropologického vyzkumu. Inspiraci naléza nejen ve slovanském folkloru, ale také v britskych,
evropskych a globalnich kulturnich tradicich. Vyznamny je soucasny spole¢ensky angazovany umélecky projekt
Buskové, Bezruké matky, ktery je inspirovany starodavnym c¢eskym obycejem oslavujicim Velikonoce a ptichod
jara, Jeziskovy maticky, jenz se snazi interpretovat. Jako nabozensky i pohansky ceremonial byval v minulosti
vyuzit i jako mocna forma protestu a zplisob ochrany mistnich zen, které byly ¢asto znasilfiovany muzi, pro které
pracovaly. Ve snaze odhalit tuto témér zapomenutou historii patriarchalniho utlaku Buskova poukazuje na palci-
vou nutnost chranit Zeny, které byly vystaveny domacimu nasili a sexualnimu zneuzivani.

Milované matky boZi jsou vysledkem Uzké spoluprace s dalSimi tvlrkynémi. Zahrnuji kostymy, inspirované li-
dovym uménim, vytvorené Buskovou a jeji dlouhodobou spolupracovnici Marianou Novotnou. Zenska lidova
skupina Radost Suchdol a studentstvo designu ekotextilu na SSUD Brno ve spolupraci s brnénskou Nadaci
Veronica pomohli vytvofit slavnostni koruny a talismany do ruky. Ty se pak nesly jako souc¢ast procesni perfor-
mance v Praze.

Participativni a kolaborativni projekty Terezy Buskové tak vyzyvaji k opétovnému ocenéni dllezitosti spoluprace
a komunity, respektu k pfirodé, pochopeni nasi zavislosti na spole¢nych zdrojich, hodnoty femesiného a krea-
tivniho vyjadreni a potreby socialni spravedinosti k ochrané toho cenného.

Revisiting Folk Art: Agency, Change and Emancipation in the Work of Tereza Buskova

Immersive, intuitive and inimitable as well as rooted in thorough anthropological research, Buskova's magical
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and multidisciplinary practice is inspired not only by Slavonic folklore, but also by British, European and glob-
al cultural traditions. Of universal resonance, Buskova's current socially engaged art project Mothers without
Hands is inspired by and seeks to reinterpret an ancient Czech custom similarly celebrative of Easter and the
arrival of Spring known as Beloved Mothers of Christ. Both a religious and a pagan ceremony, it was also em-
ployed, in years gone by, as a powerful form of protest and a means of protection by local women who had
been raped by the men they worked for. In uncovering this almost forgotten history of patriarchal oppression
Buskova's work raises crucial awareness of the need to support women who have experienced domestic vio-
lence and sexual abuse.

Close collaboration with other creativesis central to Mothers without Hands - it willinvolve folk-inspired costumes
envisioned by Buskova and her long-time collaborator Mariana Novotna. Ceremonial crowns, headdresses and
other handheld ceremonial talismans will be co-created by the female folk group Radost Suchdol and secondary
school-age eco textile students in Brno in collaboration with Brno-based Czech charity Nadace Veronica before
being worn and carried as part of a processional performance in Prague.

Buskova's collaborative and participatory projects invite our renewed appreciation of the fundamental impor-
tance of cooperation and community, respect for nature, an understanding of our mutual interdependence
on shared resources, the value of craft and creative expression, and the need for social justice to protect what
is precious.

Dr Nicola Baird is an independent curator and researcher affiliated with the Centre for the Study of the Networked Image,
London South Bank University. In 2021 completed a PhD, which was a Collaborative Doctoral Partnership between London
South Bank University and the Ben Uri Research Unit. In 2019 she curated Czech Routes to Britain and in 2021 she curated
an exhibition of the early work of Gustav Metzger at Ben Uri Gallery, also editing the accompanying publications and or-
ganising complementary series of events. She was also the curator of Knots: Jonny Briggs x Burgh House: Contemporary
Interventions into an Historic House, at Burgh House, 2021-2022.
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